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Editorial

Dear Readers,

All of us at ESPES have high hopes that the current freedom to travel and
attend events in presence will persist in the future. However, we editors have
also learned much from the pandemic years regarding how to improve and
implement publishing processes. As editor-in-chief, I am delighted to inform
you that our editorial efforts have recently been rewarded as the journal has
been approved for inclusion in both the Scopus and Web of Science indexing
services. We consider this as a milestone for all of us - editors, authors, and
readers — as we expect that indexation will contribute to boosting the visibility
and discoverability of the journal.

Being included in the most relevant indexation services also implies that there
are increasing demands on us to maintain and enhance the reputation that the
journal has already started to gain. While we hope that this positive news will
give rise to new ideas, proposals, and projects, our greatest commitment will
remain to offer content that is both interesting and scientifically valuable for
our readers.

In this respect, we are continuously working on bringing new themes with the
help of our guest editors. We can already anticipate that the next issue, volume
11/2 (2022), guest-edited by Aurosa Alison, will explore issues related to
the aesthetics of dwelling, whereas volume 12/1 (2023), to be guest edited by
Valery Vinogradovs, will feature a symposium dedicated to the aesthetics and
philosophy of ageing. We are also planning a series of thematic symposia
focused on the aesthetics of minor senses, to be released in the upcoming
years. Stay tuned!

Let me now guide you to the present issue of ESPES: Aesthetics in Korea.
Traditions and Perspectives. Collaboration with guest editor Joosik Min started
already in 2019 and resulted in the idea of offering both an overview of
the theoretical foundations of Korean aesthetics and an introduction to
Korea’s traditional and contemporary artistic production. I am grateful to
Joosik Min for the many debates we have had while preparing this issue and for
his dedication in evaluating the submissions. Certainly the time invested in
the publication of this symposium has been well worth the effort, and I am
confident that the variety of topics covered therein will be of interest to our
readers.

Finally, I would like to thank those in the editorial team who have helped me
finalise this issue of ESPES. I acknowledge and thank Jane Migasova and
Tomas Timko for their graphic assistance in designing the attention-grabbing
cover of this issue of the journal. Many thanks go to the members of the
Editorial Board for their various support and to the many anonymous peer-
reviewers of this journal who contributed with their time and dedication to



improving the quality of the contributions. Finally, I am grateful to our
international editor Lisa Giombini. Without her involvement and continued
support, ESPES would not be what it is today. For all this various help I am
deeply indebted to her.

I wish you all a pleasant reading!

Adrian Kvokacka



AESTHETICS IN KOREA

Guest editor
Joosik Min



Aesthetics in Korea: Traditions
and Perspectives

Joosik Min

This paper aims to introduce the historical traditions of Korean aesthetics, focusing on the views
of prominent thinkers, and further examine the contemporary tasks of Korean aesthetics. Thanks to
‘chinoiserie’ and ‘japonism’, Chinese and Japanese aesthetics were introduced to Europe relatively
early, but Korean aesthetics has received little attention until recently. Korea has developed a great art
culture with a long historical tradition and unique language in East Asian culture, and has
accomplished its own specific achievements in aesthetics. | Keywords: Korean Aesthetics, Pungryu
or Aesthetic Way of Life, Inner Beauty, Naturalness, Cultivation of Character

1. Preface

Today, academic and cultural circles in Korea are displaying a keen interest in
reaffirming the nation’s cultural identity and discovering the historical roots
of their own unique cultural traditions. The craving for ethnic identity may be
a universal phenomenon in humans. Due to the special historical and cultural
context in which their nation struggled to survive and develop, Koreans have
a greater need to establish clear and obvious cultural self-identity. Since the
beginning of history, the Korean people have been forced to contend with
powerful neighbouring countries. Even now, a strong Western influence is
being exerted over the nation in the process of rapid modernization.
The influence also applies to circumstances pertaining to academia. In reality,
most of the work conducted in universities and research institutes relies on
foreign imports. Just as our forefathers struggled for hundreds of years to
master the ideas of Confucius and Laozi, Korean aesthetic researchers today
devote their intellectual efforts and time to studying Kant and Hegel,
Nietzsche and Heidegger, Foucault and Deleuze, Dewey and Dickie. But aren’t
we really overlooking what’s important to us? Until the present, have we not
been too negligent in expounding Korean aesthetics and traditional Korean
thinking about aesthetics?

NS Yob02



However, does ‘Korean aesthetics’ really exist? If so, in what sense does it
exist? What else is it about? We need to think seriously about this question.
Aesthetics is the expression of the human spirit, and aesthetics history
develops as it relates to politics, society, culture, and religion that form
the worldview of each era. Korean ideological traditions were formed by
Shamanism, Confucianism, Buddhism, and Taoism. Therefore, the contents of
traditional aesthetics are also affected by these factors. No one can doubt
the value and vitality of Korean aesthetics in the sense of academic
exploration of its own tradition. However, it is not important to insist solely
on discovering the unique and characteristic Korean elements in such
exploration. Such stubbornness leads to narrow nationalism in the
intellectual sphere and distorts our views. What is important is to understand
and evaluate the aesthetic achievements of our forebearers in the proper
historical context. It is necessary to recognize that these aesthetic traditions
and the achievements of excellent thinkers are related to the universality and
generality of aesthetics. While pointing out the universality of aesthetic
problems and methods and focusing on solving such tasks, we should push
beyond cultural and historical limitations in our aesthetic thinking.

2. Historical Survey

I argued earlier that the source of traditional Korean aesthetics should be
found in the concept of pungryu which can be translated into the word
‘elegant life’ in English (Min, 1999, pp. 131-132). I think pungryu (or fengliu in
Chinese and furyu in Japanese) is the basic concept of East Asian aesthetics as
well as Korean aesthetics, which comprises three main aspects of aesthetic
studies, namely, beauty, fine arts and sensual cognition. Pungryu means
‘the stream of wind’ in the literal sense of the word. It implies giving full play
to one’s free-spirited and prodigious mind. In Eastern thought, the concept of
pungryu is able to integrate and accommodate various aspects related to
aesthetic issues. It has had an important and continuous role in the historical
development of Korean aesthetics. In short, pungryu has the tendency to
enhance the ordinary life to the aesthetic state or the world of art. Therefore
the full import of pungryu is tantamount to the aesthetic way of life. I think it
is necessary to consider the historical transition process of Korean aesthetic
thinking from the perspective of the genealogy of pungryu. The outline is as
follows.

The first usage of the word pungryu was in Preface to Nanrang Inscription
written by Choi Chiwon in the late ninth century in the Silla period (B.C. 57-
A.D. 935). According to the record, ‘the way of pungryu’ (pungryu-do) was
the main practical idea of education. Its contents included the thoughts of
Confucianism, Buddhism and Taoism. It was originally derived from ancient
traditional Korean ideas and was afterwards combined with those three
foreign teachings. The idea of pungryu had been established in conjunction
with the hwarang corps which was an educational and military organization
meant to train and cultivate the youth. Perhaps it was called ‘the way’ of
pungryu in the sense that it was the educational idea of hwarang to nurture
an aesthetic man. Its main contents are as follows: firstly, to learn morals and



beautiful customs; secondly, to enjoy music in daily living; and thirdly, to play
with beautiful nature. The way of pungryu was a principal idea in Silla culture,
especially as an educational idea for hwarang, and it contributed a great deal
to national prosperity (Min, 1999, pp. 136-137).

The Silla era monk Won-hyo (617-686) was well versed in Buddhist scriptures
and behind left many writings. The essential core of his idea lies in combining
and harmonizing the hundred schools of thoughts, that is, ‘the principles
of dialogues’ (hwajaeng), and as a practice method, he displayed a free-spirited
behaviour that was not bound by strict commandments. Although he was
a monk, he dressed as a commoner, and even though he was an aristocrat,
he acted as a clown. In other words, he wandered around performing songs
and dances as a person characterized by a style of ‘boundlessness’ (mu-ae).
As a monk and aristocrat, he first tried to eradicate his own privileged
consciousness. As the phrase the ‘Unconstraint of Won-hyo' intimates
in The Heritage of the Three States, it is entirely appropriate to refer to his
behaviour as unconstrained if we review historical records regarding his
lifestyle (Yil-yeon, 2022). It goes without saying that there is no bondage.
He sings if words are not enough, and dances if songs are not enough.
Dancing or singing in him is a way to convey the truth.

The newly pioneered Zen Buddhism philosophy that arose in the middle
of the Goryeo Dynasty (918-1392) led to a change in intellectual history by
deeply exploring the problems of human survival, the universe and nature,
and human freedom. The monks of the Zen temple thought that abandoning
fame and wealth and secluding theselves in the forest would restore human
nature. As their ideological tendencies reach the realm of art, so-called Zen
poetry rises. In such poetry, there is an idea to change the values of the world,
where we can feel a unique vitality. It is understood that there is a beauty
associated with Zen arising from the Zen thinking, and it is the unique
rhetoric that enables the expression of vitality. Hye-sim (1178-1234) broke
away from stereotypes through expressions of uncommonness and
unconventionality, and Gyeong-han (1299-1374) pursued a state of
indifference that became one through contact with nature. This is nothing but
the spirit of pungryu that tries to escape the mundane world and be free.
The level of enlightenment pursued by the monks was the world of mental
beauty from a focused mind.

Lee Gyu-bo (1169-1241) was a literary official during the Goryeo Dynasty and
discussed the literary theory of ‘meaning and spirit’ based on his unique
personality and progressive worldview. He appreciated the vitality
of vocabulary and the vivacity of the poetic mind and placed an emphasis on
magnanimous vigour. Vitality and vivacity are the core contents of pungryu.
He had a prodigious appetite for poetry, calligraphy, zither, alcohol, etc.
as a medium for pungryu. He highly appreciated naturally flowing poems,
rather than poems that he had worked hard to produce. According to him, if a
poet develops an outstanding personality through discipline and study and
has mature ideas, his character and thoughts will overflow spontaneously.
There is no formality at such time. It is really like a new meaning is being



created. In his literary theory, the term of ‘dignity’!, such as ‘magnanimous’,
reflects his own character and at the same time represent the spirit of pungryu
and the content is freewheeling (Usami and Aoki, 2014, pp. 207-214).

The Joseon Dynasty (1392-1897) established Confucianism as part of its
national policy and used the ideologies of ‘courtesy and music’ and ‘respect for
writing” as its cultural foundation. In the early days, a refined elegant culture
blossomed to the backdrop of political and social stability. Seo Geo-jeong’s
theory of a ‘shining country’ that seeks to make the country shine through
literary art and Seong Hyeon’s music theory of ‘harmonization’ reveal
the ethical and aesthetic values of this era.

Seo Geo-jeong (1420-1488) enumerated three functions of literary art. Firstly,
it plays a role in reorganizing the cultural system and raising the cultural level
of the people; secondly, it promotes fame through a talent for poetry; and
thirdly, it serves as the basis for exchanges with foreign envoys or writing
diplomatic documents. For him, the mission of literary art is to evoke
an emotional world of joy, happiness, and peace. This world of emotions is
called pung-a or elegance. In short, he thought that it was the task of the king
and his subjects to spread the energy of peace, and that literary art must be
helpful in this task. He valued ‘abundance’ and ‘magnificence’ as denoting
the dignity of literary art, which exemplifies the style of royal statesmanship.

Seonghyeon (1439-1504) was also a representative bureaucratic scribe
of the early Joseon Dynasty. In particular, he showed outstanding talent in arts
such as calligraphy, painting, and music. He said in his biography that
he enjoyed poetry, landscape exploration, and playing the musical instrument
zither, which illustrated his life of enjoying pungryu. Furthermore, he had
a great interest in national culture. In particular, he served as the director of
the Music and Dance Management Institute and the Academic Research
Institute. He visited China three times during his tenure, and was always
involved in entertaining Chinese envoys in Joseon. He put the most
importance on and effort into realizing ‘order by courtesy and music’
in society. What makes society peaceful, and what makes human emotions
gentle, is his aesthetics of harmonization (Usami and Aoki, 2014, pp. 215-222).

In the middle of the Joseon Dynasty, the ‘Confucian scholar faction’ (sarimpa),
which was not in a position of political power, advocated the ideal politics of
Confucianism with the contents of virtue and courtesy. Based on the spirit of
fidelity, they oppose the tyranny of the ‘aristocratic faction’ (hun-gu-pa) and
aimed for ‘people-oriented ideas’ and ‘the good of the people’. Lee Hwang and
Lee Yi are representatives of this Confucian scholar faction. They considered
purifying human nature to be the most important role of learning.

For Lee Hwang (1502-1571), who lived during the peak of Korean Confucianism
and achieved many notable successes, it was the goal of pungryu to promote
personal cultivation by standing aloof from the fame or wealth of the world and

! The word dignity is a translation of pum-gyok, which refers to the foundation of a person and

his natural character, and also to the class felt in objects. It can be said to be a stylistic
normative criterion used to evaluate works of art or human character.
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instead to love nature. He declared that he naturally got exited when
he encountered good scenery and enjoyed it for a long time, and he loved
walking around in nature such as in mountains and valleys. When he came
across a scenic spot, he stopped and recited a poem alone, and he became lost
in his own thoughts. In addition, he built a study room in a place where
the river meandered and became absorbed in reading. And when
he encountered beautiful scenery, he floated a small boat in the river and
played while rowing until the excitement subsided. Lee Hwang placed the most
importance on the dignity of ‘tenderness and gentleness’ (onyu-donhu).
This means the most desirable and complete character is one that is generous
and decent. It can be said that his pungryu was an aesthetic life aimed at
the formation of character.

Lee Yi (1536-1584) theoretically systematised the ‘temperament aesthetics’?
of the Confucian scholar faction following Lee Hwang. For him, it was
the purpose of pungryu to discover the highest and truest emotional state that
could be obtained from nature and to help him cultivate his personality.
Such views can also be found in his literary thinking. Lee Yi was not just
a person who enjoyed singing about the wind and moon or played with
the decoration of the sentence. He was not merely a poet, but rather a Neo-
Confucian scholar and a high-ranking official. For him, the poem refuses to
decorate the words beautifully because it must wash away the dirt from
the heart and help him to cultivate himself. Therefore, his poems were
seemingly dry and plain, and showed an aesthetic sense of ‘decorating without
decorating’ with little literary modification. ‘Natural flavor’ denoted the dignity
of poetry that best represents this aesthetic consciousness.

The late Joseon Dynasty became the era of ‘practical study’3, and pungryu was
also associated with an active attitude toward reality in keeping with the trend
of this era. Therefore, there was a keen interest in human natural emotions,
people’s lives, and social contradictions.

Hong Dae-yong (1731-1783)’s starting point of practical study was in a strict
confrontation with ‘false study’. At that time, he conducted outstanding studies
in military science, built an astronomical observatory, and compiled
mathematical books that were useful for practical tasks. Furthermore,
he showed exceptional talent in music, and played various music instruments.
According to him, writing poetry is more effective than drinking alcohol, and
playing zither is more effective than writing poetry to forget the troubles that
occur in our worldly life and to dispell the suffering of melancholy. Music,
which represents human natural emotions, is recognized as a means
of cultivation to those who sing and play it, and as a means of exhortation to

‘Temperament aesthetics’ is based on the external objects and the subject who perceives
them. As Neo-Confucianism takes personality cultivation through introspection as
an important core, Neo-Confucian temperament aesthetics focuses on aesthetically shaping
this inner temperament.

3 ‘Practical Study’ (sil-hak) refers to a new academic style that flourished from the 17th
century to the 18th century in the late Joseon Dynasty, aiming for the benefits of real life.
It valued scientific academic attitudeand promotion of public welfare, respected technology,
and studied the improvement of national economic life.

11



those who listen to it. He stated that ‘pure nature inherent in man’ and
‘heavenly spirit’ were the criteria for evaluating works of art. And folk songs
were said to be more beautiful than others because they are based on nature
and come from heaven. The heavenly spirit is the original state of mind
of a human being before being bound by desire. It was his pungryu that revealed
the human mind in a natural manner.

Park Ji-won (1737-1805) said that art was a creative activity based on the lives
of people in each era, and the role of an artist was to create works with ‘true
taste’ based on reality. This is also an argument for originality in art creation,
but it can be said to be an innovative attitude diverging from ways of ancient
worship that prevailed at that time. He argued that the ancient Chinese texts
should be interpreted in an independent manner so that they could be applied
to the reality of Joseon by using the method of ‘keeping up with the changes’.
Here he proposed a strategy ‘to create new things by imitating the old ones’.
He criticized the trend of indiscriminately copying and plagiarizing Chinese
writings from the past, while insisting on creating unique and original writings
based on the reality in which the author exists. He tried to realize this based on
a thorough observation of objects and perception of reality. So, he argued that
the author should see through to the truth of things and express it in a sincere
and honest manner similar to ‘the innocence of childhood’. And he enjoyed
comparing writing to fighting on the battlefield, because writing to him was
combative (Usami and Aoki, 2014, pp. 223-230).

Jeong Yak-yong (1762-1836) expressed more mature ideas after enduring
a long exile. He thought it was the scholar’s mission to widely understand the
hardships of the people and find solutions to them, regardless of his own
circumstances. For him, artistic activities should promote a harmonious mind,
and orientate resentment or adoration in a positive direction. In addition, art
must be helpful in promoting ‘patriotism’, ‘social criticism’ and ‘encouraging
good and punishing evil’. In short, it is the mission of art to lead human
relations and to reform society. For this reason, he regarded ‘a spirit of intense
anguish’ as an example of the dignity of poetry. In addition, if it was a poem
criticizing the contradictions afflicting society, it was considered to be a kind
of tragedy. For him, the spirit of pungryu was characterised as being a strong
criticism of politics and society, or satire (Usami and Aoki, 2014, pp. 231-238).

Kim Jeong-hee (1786-1856) was a prominent literary figure and master of
calligraphy in the late Joseon Dynasty. He established his own individual style
of calligraphy called the ‘chusa style’, and possessed excellent connoisseurship.
By combining his natural talents with a wide range of scholarship, he achieved
brilliant results in various fields such as poetry, calligraphy, painting, and seal
engraving. In addition, based on the similarities between these arts and Zen
Buddhism, the theory of literati art was pursued. He emphasized the need to
break away from narrow viewpoints and strive toward the universal path of art,
and to study the masterpieces and authenticity of the old masters.
In particular, he considered the beauty of ‘rough and clumsy’, shown by clerical
scripts, as the highest ideal, and pursued the mature beauty of simplicity, not
the beauty of skillfulness. He believed that the quality of excellent art was only
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possible by the artist’s outstanding personality and learning. And he especially
emphasized that in order to reach the level of noble art like that conveyed
in Orchid Painting, the sincerity of ‘not fooling oneself’” must be presented.
For him, the goal of pungryu was to pursue the formation of a noble
personality, as the dignity of clerical scripts and Orchid Painting showed.

3. Characteristics

As a result of examining the history of Korean traditional aesthetics from
ancient times to before modern times, it was found that there was
a characteristic aesthetic consciousness in each era. It can be summarized in
the art evaluative term ‘dignity’, which is a concept corresponding to aesthetic
quality or aesthetic characteristics. In the Silla period, ‘tidiness’ was a typical
example, and in the Goryeo Dynasty, the beauty of ‘freshness’ or
‘magnanimousness’ was pursued. In the Joseon Dynasty, the beauty of
‘refinement’ became the norm in the early days, and in the mid-term,
the beauty of ‘naturalness’ became the ideal, and in the latter half, the beauty
of ‘clumsiness’ was pursued.

If we summarise the traditional aesthetics of Korea, the following several
points can be said to be continuously bequeathed. First of all, the traditional
aesthetics of Korea places more importance on inner beauty rather than
external sensory beauty. In other words, it does not pay close attention to
the beauty of form or the surface. It values the energy and spirit inherent in
the object and takes a position that respects the aspect of creation in art,
especially the inner world of the artist. This sense of beauty is well seen in the
idiom of ‘abandoning flowers or appearance while protecting fruits or content’.
Fruit is the essence and source of things. In order to find such fruit in art, one
must not be forced into focusing on flowers or decorative things that are only
trivial.

Secondly, the aesthetic consciousness of Koreans is not directed to the flashy
and luxurious, but to simple, frugal, and plain beauty. It is supported by the
consciousness of seeking to return to nature that exists by itself without
adding human artificiality. From this point of view, the dual evaluation of good
and evil, beauty and ugliness, technique and clumsiness is avoided, and
instead, nature itself can be maintained intact only in a state where the object
is viewed in its totality or ‘oneness’. This aversion to artificiality is
a characteristic of Korean beauty. This is the art philosophy of Lee Yi’s
‘decoration without decoration’. From the Korean perspective on nature,
nature is ‘so in itself’, and beauty and art follow this law of nature.

Thirdly, the value of beauty and art is not just for the self-satisfaction of the
creators or the appreciators, but for its pragmatic role in contributing to
human life in a broader sense. In other words, true art is considered to realize
practical purposes such as purifying human nature and educating society.
For this reason, beauty and art are not valued for their uniqueness, but are
accepted as having a close relationship with human ethics and politics. Korean
aesthetics starts with a sense of character. Here, it is impossible to think of art
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that deviates from human formation or life. Art is a method of cultivating
the completion of character and is valuable as the manifestation of noble
character.

The above three characteristics, namely, the spirit of abandoning flowers while
protecting fruits, the preference for naturalness or simplicity, and the ethical
and practical tendency are elements of an aesthetic consciousness that aims
for spiritual nobility away from the bondage of the world.

4. Formation of Korean Modern Aesthetics

However, since the end of the 19t century, Korea has undergone great social
upheavals due to political turmoil and foreign invasions. Entering the 20th
century, the situation regarding academic research took on a completely
different character disconnected from tradition. The formation of modern
learning in Korea was not carried out based on independence and autonomy,
but was forced to commence with and incoporate foreign elements as a result
of invasions by Western powers and the establishment of Japanese imperialism
(Min, 2020, pp. 16—17). Regarding aesthetics research, we cannot help but
mention Ko Yu-seop, the only Korean who majored in aesthetics
at Gyongseong Imperial University, founded in 1924.

Ko Yu-seop (1905-1944) was the first Korean scholar to study aesthetics as
a modern academic discipline, and at the same time also an art historian who
tried to elucidate the aesthetic characteristics of Korean art. He was engaged
in academic activities during dark and difficult times, but his achievements
have had a significant impact up until the present day. He studied mainly
modern German aesthetics, especially psychological aesthetics and the science
of art, from his Japanese teacher Ueno Naoteru (1882-1973) (Ueno, 2013; Kim,
1992). Ko submitted The essence and significance of artistic activities (1930) as
a bachelor’s degree thesis, which summarizes the art theory of Konrad Fiedler,
the founder of Kunstwissenschaft. After graduation, Ko tried to develop
the learning he had acquired from Japanese scholars in his own way to discover
the essence of Korean beauty from his own perspective. So he studied art
historical methodology, such as style history, spiritual history and social
history, and by applying those methodologies to Korean art history, he wrote
Studies on Korean Buddhist Towers (1936) and Celadon of Goryeo Dynasty (1939).
Furthermore, he defined the characteristics of Korean beauty as ‘a savoury big
taste’, ‘asymmetry’, ‘skills without skills’ and ‘quiet humour’ (Ko, 2007, vol. 1,
pp. 106—113).

Park Eui-hyun (1909-1975) graduated in 1936 with a major in philosophy and
worked as Professor Ueno’s assistant at Gyongseong Imperial University.
He led aesthetic education at Seoul National University since the founding of
the Republic of Korea. Park seems to have devoted himself to philosophical
aesthetics, especially German idealistic aesthetics and the aesthetics of
realism through lectures such as Theory of Aesthetic Object and Theory of
Aesthetic Experience. From a realistic point of view, he acknowledged that
aesthetic research not only serves as a shield for art to suggest methods and
principles on art criticism, but also enhances sensibilities, which is the ability
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to appreciate. He summarized the tasks and directions of aesthetics as follows.
According to him, the structure and content of each aesthetic phenomenon are
different, but overall, it is under the control of a unified aesthetic principle.
It naturally pursues aesthetic norms as a unifying principle that considers all
aesthetic attitudes, aesthetic appreciation, art criticism, and art creation.
Therefore, aesthetics should borrow a philosophical methodology that deals
with unified principles and norms (Park, 1963).

The Department of Aesthetics of Seoul National University was the only
educational institution of aesthetics for a long time after national liberation in
1945. The Korean Society of Aesthetics was founded in 1968 with members of
the Faculty of Aesthetics at the centre, and the first issue of the journal
Aesthetics (mihak) was published in 1971. Around this time, Kim Jeong-rok
(1907-1982) took charge of Eastern aesthetics courses, expanding the scope of
aesthetic research. While discussing the three perfections of poetry,
calligraphy, and painting, Kim summarized the main features of Eastern
aesthetics into six concepts: moderation, forcefulness of strokes, state of old
age, tranquillity, nature, and Buddhist beauty. In the inaugural address of the
first issue of the journal Aesthetics, he argued firstly for spreading awareness of
aesthetics and using aesthetics in promoting art culture, secondly for
the empirical exploration of aesthetic or artistic phenomena based on specific
experiential facts, and thirdly for establishing a legitimate value for unique art
culture by accepting foreign cultures (Kim, 1971).

On the other hand, Korean studies researcher and poet Jo Ji-hoon (1920-1968)
contributed to the clarification of the characteristics of Korean aesthetic
consciousness by analysing the meaning of the word meot in his A Study
on Meot (1964) and structuring the concept. And Paik Ki-soo (1930-1985), who
succeeded Park Eui-hyun and Kim Jung-rok, argued that art is a phenomenon
of value closely related to human life, and that aesthetics should be considered
in order to establish an aesthetic man, to set up an aesthetic environment, and
to create an aesthetic life (Paik, 1978, pp. 255-256).

5. Current Situation and Tasks

The Korean Aesthetics Association and its journal Aesthetics have led the
discourse on aesthetics while forming the centre of the academic world
of aesthetics. However, it is not free from the criticism that it is too focused on
the import of Western aesthetics to study Korean aesthetic thinking. Analysing
the papers published in Aesthetics so far, the number of those dealing with
Western aesthetics and artistic philosophy is overwhelmingly large. In the case
of dealing with Eastern aesthetics, Chinese aesthetics features fairly
prominently, but Korean aesthetics is underrepresented. In fact, Korean
aesthetics accounts for only about 7% of all papers. A more serious problem is
the fact that the number of papers on Western aesthetics has increased over
time, recently reaching 85%.

Looking at the research trends in the 1970s and 1980s after the establishment
of the Korean Society of Aesthetics, it can be seen that the focus was on
the understanding of the history of Western aesthetics, especially German

15



idealistic aesthetics propounded by figures such as Kant and Hegel. There were
also translations and introductions of aesthetics written by Anglo-American
scholars, but full-fledged research on Anglo-American aesthetics by Korean
scholars was conducted only by several researchers who returned home from
studying in the United States after the 1990s. They mainly conducted aesthetic
research based on analytic philosophy, and in most cases, it is regrettable to
say that they mostly discuss issues unrelated to Korean life or cultural roots.
In the 2000s, research on French aesthetics as expounded by such figures
Foucault and Deleuze became more and more active. Recently, young
researchers are showing great interest in film aesthetics, aesthetics of popular
art, and aesthetics in the new media era.

As such, most of the current aesthetic research in Korea is in the Anglo-
American, German, and French domains, and next, research on Chinese
aesthetics occupies a certain part, but unfortunately, research on Korean
traditional aesthetics is still not very active. Most of the research results on
Korean aesthetics are not by professional aesthetic researchers, but rather are
artistic studies dealing with related studies such as musicology and art history,
or reviews by critics or essayists. The reality is that most Korean or Eastern
aesthetics researchers do not have a strong knowledge of Western aesthetics or
contemporary aesthetics, and they also have little interest in them. Therefore,
in terms of problems and methods, there is a disconnection between Korean
and Western aesthetics, and there has been little progress in exploring Korean
aesthetic thinking in terms of it being part of the universal phenomenon
of aesthetics.

In the global era, dialogue between the East and the West is becoming more
important in aesthetics. Historically, European and East Asian aesthetics have
formed two major axes. The 18™ century’s chinoiserie and the 19t century’s
japonism had a great influence on European cultural history. Thanks to this
influence, Chinese and Japanese aesthetics were introduced to Europe
relatively early,but until recently, Korean aesthetics received little attention.
Korea has cultivated a great art culture with a long historical tradition and
unique language in East Asian culture, and has formed its own aesthetics.
Since the 20th International Congress of Aesthetics was held in Seoul, Korea in
2016, many people have become interested in Korean aesthetics. In addition,
performances by young Korean artists, including the pop group BTS, have
recently become popular around the world. Today, we can see the active
‘Korean Wave’ throughout the world, which is not limited to popular areas
such as K-Pop and TV dramas, but is expanding to high-quality artistic areas.

Considering these waves, it becomes clear why Korean aesthetics should
pursue universalization and globalization in the future. Therefore, the future
task is to derive new results by applying logical ways of thinking and problem
presentation, accumulated through Western aesthetic research, to the actual
situation in Korea. For example, it is expected that researchers majoring in
analytical aesthetics will not be immersed in the logic of Western thinking, but
will use Korean classical writings in a more in-depth manner to contribute to
the clarification of the meaning and significance of Korean aesthetics.
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Meanwhile, a comparative study of Eastern and Western aesthetics will be
conducted. Through this process, it is expected that the significance of Korean
aesthetics will be discovered and become widely known to the world. Among
the topics currently being enjoyed in contemporary aesthetics, it is necessary
to recognize that fields such as ecological aesthetics, environmental
aesthetics, and living aesthetics have occupied an important position in
the Korean tradition.
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Yanagi, Ceramics and the Craft
Values of Korean Aesthetics

Rosa Fernandez GOmez

The long Japanese tradition of Korean ceramics appreciation, closely associated with the Zen tea
ceremony (chanoyu), has played an important role in the development of Korean aesthetics in
the twentieth century. The art critic and philosopher Yanagi Soetsu was instrumental in this process
during the occupation period, since, continuing in this tradition, he particularly valued Joseon
ceramics for their aesthetic qualities — such as naturalness, nonchalance, and simplicity — akin to
praised values in Zen Buddhism. Yanagi’s pioneering writings might have been influential in
the prevalence of those traits when defining Korean art and aesthetics in general. After a brief
presentation of key expressions defining Korean art and aesthetics, the paper focuses on Yanagi’s
aesthetic assessment of Joseon ceramics and particularly on his proposal of its appreciation beyond
the modern Western division between art and craft. | Keywords: Korean Aesthetics, Craft, Yanagi Soetsu,
modern System of the Arts, Everyday

1. Introduction

The seminal conception of Korean aesthetics took place in the twentieth
century under the conceptual framework of a double colonialism: a firsthand
and direct experience, derived from the political occupation of the peninsula
by Japan (1910-1945) and similarly a second hand and indirect one, exerted
through the Japanese filter and derived from the Western paradigm of
the modern art system.! Since the Meiji period (1868-1912), Japan itself had
been in the process of assuming and emulating some aspects of Western
culture as a way to legitimize its hegemonic position within East Asia, while
at the same time rejecting others from a nationalistic defensive attitude.
The complexity of the tensions involved in this double intellectual influence
(Japanese/Western) shows well with regard to ceramics, a craft form in which
Korea’s production is renowned and whose pieces have been deeply
appreciated in Japan in the context of tea culture (with the expression korai
chawan) for the last seven centuries (Brandt, 2000).

! I am following here Larry Shiner’s expression ‘modern art system’ (Shiner, 2001).
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There are two reasons for this: first, in the Western modern art system
ceramics was excluded as it fell on the side of crafts, as opposed to fine art; and
second, in Japan, ceramics was highly appreciated in aesthetic terms but from
criteria entirely different to the European fine art standards, being one of
the most striking contrasts the additional value that the marks of use
sometimes attached to the pieces.?

In particular, this was the case with the aesthetics of Joseon ceramics styles
(fifteen to nineteenth centuries) most valued by Japanese connoisseurs: the
buncheong and baekja or white porcelain styles.> Buncheong is characterised by
its coarseness, free and lively decorative patterns, its unfinished and
apparently carefree outlook and baekja by its elegant simplicity and sober
restraint; whereas buncheong could be seen more in accordance with Zen
Buddhist values, baekja reflected the Neoconfucian ideal of austerity that was
prevalent in society by mid Joseon dynasty. In this sense, despite their many
differences, there was a familiarity between both ceramic styles reflected in the
ethical values of poverty and austerity they both portrayed. After a brief review
of some of the main authors who have attempted to define Korean art and
aesthetics in the twentieth century, I shall concentrate on the aesthetics
of ceramics proper as exposed by Yanagi.

2. The Colonial Beginnings

The first author to write a monograph on Korean art in a Western language
was the German André Eckardt (1884-1974), with his Geschichte
der Koreanische Kunst (1929).° In this work the influence of European
authors of the time is already evident: the ‘style theory’ of Alois Riegl in
particular, which will lead the author to uphold the classic beauty
(gojeonmi), understood as symmetry in structure, balance, and so on,
as a trait of Korean art. The fact that he centers his reflection on arts such
as architecture and sculpture, which are ranked high from a European
perspective but which according to East Asian canons have a low status in
comparison to the so called ‘arts of the brush’ (calligraphy, poetry and

Shiner in this regard has remarked how also in the ancient European tradition of the art/craft
system, that lasted until 17th century, form and function were appreciated in an undivided
manner whereas with the establishment of the modern art system, art and craft were
separated and from then on, fine art instead of being defined by its differentiation to nature,
became defined in opposition to crafts. Whereas in the ancient art/craft system wearability
and use were highly valued, in the modern art system, the most important criterium to
distinguish an artwork was its opposition to use and functionality (Shiner, 2001, p. 141).

3 For a general introduction to Korean Ceramics see Kang (2008).

4 Regarding buncheong ceramics, art historian Lee Soyoung (2020, p. 327) remarks that
[in comparison to its immediate predecessor, Goryeo celadon] it is “more robust and organic,
the designs sometimes infused with a sense of playfulness or wit” and that “the central
appeal of punch’ong lies in its materiality: the texture of the relatively coarse clay and of
the thickly applied white slip; and the quality of the surface designs, which are organic and
earthy on the one hand and delightfully modern n the other” (Lee, 2020, p. 329). This author
also highlights the Japanese fascination with this variety of ceramics: “that unrefined, earthy
quality, however, was precisely what the Japanese consumers, primarily tea aficionados
ranging from the daimyo to the merchant, valued from the sixteenth century
onwards” (Ibid.).

In this section I will follow the detailed historical account provided by Kwon Young-pil
The Aesthetic in Traditional Korean Art and its Influence in Modern Life (Kwon, 2007).
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painting), creates already a first distortion with the colonial imposition of
the Western artistic canon. Interestingly enough, German art historian
Eckardt is the first of a long list of authors to mention ‘artless naiveté’ and
the lack of excessive decoration as important features. In his recent
assessment of Korean aesthetics, Kwon Yong-pil suggests that Gombrich’s
notion of simplicity in Western art, praising moderation and rejecting
ornamentation, was at work as an aesthetic ideal that Eckardt tried to find in
Korean art (Kwon, 2007, p. 14).

Also in this early period, Japanese philosopher and art critic Yanagi Soetsu
(1889-1961), from 1914 onwards developed a sustained interest in Korean
folk crafts, particularly ceramics, and from 1920 on wrote numerous essays
dealing with Korean art. His famous ‘aesthetics of sorrow’ (jap. hiai no bi) —
in reference to the tragic history of successive invasions in the country —
can be claimed as the first attempt to describe a native Korean aesthetic
sensibility.® Besides its obvious paternalistic bias, ‘sadness’ as an aesthetic
category might have been attractive for Yanagi as it was closely linked to the
Japanese awareness (‘sadness for the perishability of life’) and also close to
the Western notion of pathos or ‘the tragic’. As already mentioned, Yanagi,
as a native East-Asian author, focused on the vindication of specific Korean
arts which, although considered ‘minor’ in the West, were prominent in
Japan: ceramics in particular and also various forms of folk art. Still, in his
beginnings he departed also from the strong influence of the Western Arts
and Crafts movement. In the next section, I will deal in extenso with his
contribution.

The third relevant author and the first Korean one was the art historian and
aesthetician Go Yuseop (1905-1944). In his approach, we can already
identify another trait: the close connection between art history and
aesthetics derived from his Japanese educational background. In his short
life he laid the foundation of Korean art history, trying not only to develop
a formalistic approach but also to understand the deeper cultural meaning
of works of art within their historical contexts. He also wrote about
aesthetics, especially in two articles published in 1940 and 1941. There he
identified “technique without technique,” “artless art,” “planless planning,”
“disinterestedness,” “an overall sense of pleasure” and “a lingering sense of
delight” as essential features of Korean art (Kim, 2010, pp. 83-84).
Go provided many examples of Korean artworks to illustrate his positions
and one such example is the crooked beams of the Gakhwangjeong Hall of
Hwaeomsa Temple.

In a typically colonial vein, Korean aesthetics was qualified with adjectives
such as ‘naive’ or ‘childish’. The recurrent use of paradoxically negative
expressions to refer to Korean art may also show how far apart the East
Asian aesthetic framework was from the modern European parameters.

6 One of the documents that attest to his still ambiguous colonial defense of Korean art is his
A Letter to my Korean Friends, published in 1920. An English translation can be found
in Yanagi, Soetsu (2017) Selected Essays on Japanese Folk Crafts, Japan Publishing Industry
Foundation for Culture, pp. 195-211.
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The ‘artlessness’ is indeed related to the philosophical notion of spontaneity
(ch. tzu ran), which became an artistic and aesthetic ideal in East Asia’s
higher arts, the so-called ‘arts of the brush’ (calligraphy, poetry and
painting).” It also resonates with the Zen Buddhist ideal of ‘no-
mind’ (jap. mushin).

In the sixties, Choe Sun-u, a prominent disciple of Go, went a step further
centering his research only on Korean pottery and woodcraft and defining their
aesthetic characteristics as “simplicity and naivete” (Kwon, 2007, p. 19). Also,
the English ceramic collector Godfrey Gompertz, in his monographs about
Korean ceramics published in 1963 and 1966, presented the work of the Korean
potter as “careless or inexpert with technique,” more concerned with
producing artistic effects and less interested in details (Gompertz 1964, p. 2).
Two more articles from the late seventies are relevant: one by art historian
Dietrich Seckel and another by Korean archaeologist Kim Won-yong. Both will
again characterize Korean art with traits such as ‘simplicity’, ‘spontaneity’,
‘liveliness’ and ‘informality’, which entirely apply to the description of Joseon
buncheong and, to a lesser extent, to baekja or white porcelain (Seckel, 1977,
Kim, 1979).

From the above-mentioned descriptions, the important role that Joseon
ceramics played as an inspirational source for defining Korean aesthetics as
a whole may seem clear. This centrality of Joseon ceramics was closely linked
to two factors: to Japan’s own aesthetic tastes, associated with Zen Buddhist
values and to its ambiguous position as colonial political power with regard to
Korea and towards Western culture. The combination of a paternalistic
attitude, associated to all sorts of imperialisms, with the ethical and aesthetic
values promoted by Zen Buddhism (somehow antithetical to it), influenced the
reception and idealization of Korean crafts during the occupation period.
Yanagi’s own evolution in his aesthetic assessment of Korean folk crafts, being
more and more influenced by what he called a ‘Buddhist idea of beauty’, with
ceramics at its centre, might prove instructive. It may help not only to cast
light on the complex issues derived from a double colonial process but also on
finding new avenues to solve or at least avoid typical contradictions and
dichotomies of the Western modern art system.

3. Korean Ceramics in Yanagi’s Eyes: the Power of the Collective, Use and
the Everyday

Yanagi Soetsu has eloquently been called ‘A Japanese William Morris’ (Kikuchi,
1997), having contributed like no other author to develop an Eastern ‘craft
aesthetics’. Yuko Kikuchi (2004) and Kim Brandt (2007, 2000) have underlined
the significance of his encounter with Korean art in the second decade of the
twentieth century for his subsequent development of mingei theory.® Kikuchi

7 Again, there is a very important body of research done on unintentionality and spontaneity

in art from the perspective of the Chinese tradition, connected with Daoism, mainly but also
referred in the case of the Japanese aesthetics in connection to Buddhist notions.
With regard to China, see for example Bruya (2002).

8 In Kikuchi’s words: “Yanagi’s involvement with Korea is extremely significant because his
interest in Korean crafts preceded his interest in Japanese folkcrafts and predated his
creation of the ‘criterion of beauty’” (Kikuchi, 2004, p. 126).
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specifically mentions the originality of Yanagi’s own hybridisations, first with
regard to the Western Arts and Crafts movement, and then in relation to Zen
Buddhism (Kikuchi, 2004, pp. 136—-137; Yanagi, 2013, pp. 127-157). The latter
is relevant in so far as it will mark the difference between his positions and the
British movement founded by Morris (Kikuchi, 2004, pp. 201-202; Kikuchi,
1997, p. 43).° With this distancing from a Buddhist background, he may indeed
have laid the foundation for a more original aesthetic appreciation of Korean
traditional craft objects beyond the Western modern dichotomy between arts
and crafts.1?

Thus, whereas in the first two decades of his intellectual production he was
clearly under the influence of the Western art system, even if only to reject it —
following the Arts and Crafts movement of resistance (Shiner, 2001, pp. 239-
245) — in the last part of his life Yanagi imbued his contentions with
a Buddhist religious halo (Kikuchi, 2004, pp. 136-137; Yanagi, 2013, pp. 127-
157). According to Buddhist precepts, Yanagi contended that the main human
problem was the perception of duality, primarily between life and death and
between oneself and others (Yanagi, 2013, p. 128), or, in aesthetic terms,
between beauty and ugliness.

His ideal Unknown Craftsman was inevitably inspired by the idealized image of
a Korean potter, particularly one of those who, according to his view, produced
his beloved pieces of buncheong ceramics in a state of non-duality:

Korean work is but an uneventful, natural outcome of the people’s state
of mind, free from dualistic, man-made rules. They make their
asymmetrical lathe work not because they regard asymmetrical form
as beautiful or symmetrical as ugly, but because they make everything
without such polarized conceptions. They are quite free from
the conflict between the beautiful and the ugly. Here, deeply buried, is
the mystery of the endless beauty of Korean wares. They just make
what they make without pretension. (Yanagi, 2013, 123)

In this passage his colonial and paternalistic bias is still evident in the sense
that it will still be “the Japanese eyes” the ones who perceive consciously,
whereas the Korean artisan acts naturally and almost unconsciously (Yanagi,
2013, p. 176). Yanagi’s assertions were mostly inspired by a romanticized and
poetic view which lacked any sort of historical documentation. Nonetheless,
we can still read between the lines of his contentions, mostly focused on
Korean craft examples, interesting ideas and suggestions for the eventual
arousal of a third art system: a moment of fusion where crafts, collectivity and
the everyday may be more harmoniously intertwined.

9 According to Kikuchi Yanagi can be considered one of the first ‘oriental orientalists’.
She states: “his initial narrative of the ‘beauty of sadness’ (hiai no bi), was a Japanese variant
of the Orientalism creating an exotic Other from the Japanocentric view in the colonial
power relation. This was articulated in the same manner as the Europeans who created
exotic Others in Asia, the Near and the Middle East and in Africa” (Kikuchi, 2004, p. 140).
Kim Brandt specifically refers to the complex tension in Yanagi between the acceptance and
the rejection of the modern art system when, for example, vindicating Korean art as
an epitome of craft or folk aesthetic values. Brandt states: “[Yanagi’s] earliest efforts to
promote Korean art were conducted [...] within the parameters of a highly Europeanized
frame of reference” (Brandt, 2007, p. 27).

10 Tam deeply grateful to an anonymous referee for the suggestion of this idea. I would also like
to thank Vanessa Trost for her disinterested help with the English language editing.
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Yanagi’s Buddhist ideas might find a perfect illustration in the classic
processual arts (ending with the suffix “-do’ in Japanese) associated with Zen
Buddhist values from the outset, being the Way of Tea (cha-do)
the paradigmatic example of them. However, in the case of ceramics and the
potter’s work (having ideally in mind the Korean potter) the situation varies
for a number of reasons that are inherently linked to the material conditions
imposed by pottery’s own nature. On the one hand, pottery, although it can be
practised individually, has traditionally been developed as a collective activity
in which, as the process of kiln firing illustrates, one has to rely on external
means and acknowledge that complete control is impossible. On the other
hand, the very clear utilitarian dimension, often in the context of the everyday
life of the people, links so much of this activity to our human needs that it is
hard to focus on the making process individually and as an end in itself.
As a result, the state of ‘no-mind’ is achieved ‘as a matter of fact’, in
an unintentional manner and due to the instinctive response to human needs
that have to be met on a daily basis. Yanagi would have seen here a way to
‘solve the riddle’ of the non-intentionality in the figure of the illiterate Korean
potter who acts unconsciously. He would time and again contrast him to the
Japanese one, too affected and limited by his own intellectual knowledge.'!

Yanagi truly saw these external conditioning factors of pottery as potential
advantages. From a Buddhist perspective, practical everyday activities are
perceived as an antidote against egocentrism as they remind us of our fragility
and ontological dependence on others. In this context, Yanagi referred to the
“way of grace” and “the way of Other Power” to emphasize the collective
dimension of folk crafts and invoked “tradition” as another collective preserver
of a non-egocentric order (Yanagi, 2013, pp. 132-136).

A paradigmatic example for Yanagi was the Korean buncheong ceramic wares
decorated with a technique that the Japanese called hakeme. All the apparent
constraints to which this decorative technique responded were turned into
virtues for the Japanese eye, expert in appreciating the beauty of poverty and
scarcity. About this decorative style Yanagi writes:

The Korean hakeme pottery was made by sweeping the leather-hard
green pot with a large, coarse brush full of white clay. The technique is
a simple one, and Korean potters employed it in an extremely casual
manner; they also worked very quickly, because the white clay adheres
to the pot better when so treated |[...] Here, where the craftsmen do
their work as a matter of course, is ‘the everyday mind’ of the Zen
Buddhists. (At one time this was the cheapest pottery in the world.) [...]
In Zen terms, Korean hakeme is produced prior to the formation of the
concepts of beauty and ugliness, while the Japanese imitation is
produced after the separation of the two. (Yanagi, 2013, p. 139)

In another passage Yanagi continues to explore the connection between the
non-conceptual ‘everyday mind’ of Zen Buddhism and utility, stating that it is
precisely the particular circumstance of the daily use that these objects are

1" This is even more obvious in his essay about the Kizaemon tea bowl, where he compares

the famous ceramic piece to the Japanese Raku style bowls which are defective precisely
because they try to imitate the Korean one (Yanagi, 2013, pp. 190-196).
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intended for, what favours their realization from that state of no-mind. In his
words:

Utility does not permit unsoundness or frailty, for between use and
beauty there is a close relation. Utility demands faithfulness in objects;
it does not condone human self-indulgence. In creating an object
intended for practical use, the maker does not push himself to the
foreground or even, for that matter, to the surface. With such objects,
self-assertion and error — if present at all — are reduced to a minimum.
This may be one reason why useful goods are beautiful. (Yanagi, 2013,
p. 143)

Yanagi often spoke in moralistic and affective terms about this traditional
‘craft aesthetics’, with expressions such as the above mentioned
‘faithfulness’, ‘honesty’ and ‘health’. He particularly invoked ‘trust in nature’
and ‘grace’ as the way in which the anonymous Korean potter received his
inspiration.

4. Conclusion

Two decades ago, Shiner (2001, p. 307) remarked how the dualistic divisions
of the modern art system were responsible for the progressive disconnection
of the realm of art from the life of the people and pointed to an eventual
overcoming of this fracture. In his words: “A third system of the arts
transcending the divisions of the modern fine art system has yet to establish
itself [...] The answer to a divided art is obviously not to reject such ideals
as freedom, imagination and creativity but to unite them with facility,
service, and function.” (Shiner, 2001, pp. 306-307). As a response from
Yanagi’s side, we might enrich the meaning of ‘freedom, imagination and
creativity’ if we change the individualistic egocentric perspective we usually
ascribe to those terms (as it is based on a dualistic framework), thus making
room for the integration of the complementary ones of ‘facility, service and
function’.

Again, in Shiner’s terms, “the great value of the traditional craft object,
which links it to the old idea of art before it was split into fine art and craft,
is the craft work’s relation to touch, use and the body” (Shiner, 1999, p. 453).
This somatic dimension of traditional crafts, rooted in function and everyday
use, could well fit in the Zen Buddhist idea to avoid intellectualization and
non-conceptualization (the no-mind or mushin). The reunification of
creativity and imagination with service, use and function is also welcome
and fostered in the previously mentioned atmosphere of a craft aesthetics
where a more body-oriented consciousness in a collective environment easily
prevails over the individualistic one.

Craft values, like the ones here exposed, could still be inspiring for this
enterprise of reuniting art and life, as they don’t imply so much the art
vs. craft exclusivist division that arose in the European enlightenment.
Specifically, the way in which Yanagi understood the beauty in connection to
use, as exemplified through ceramic wares used on a daily basis, shows a path
to overcome the dualistic model of detached contemplation so typical of the
Enlightenment aesthetics.
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Today, for growing fields of research on the margins of artcentrism, such as
everyday aesthetics, we may gain inspiration from Yanagi’s proposals which
intended to go beyond Western categorizations. Through his guidance, I have
attempted to present an alternative reading of the main traits ascribed to
Korean aesthetics, trying also to hint at suggestions on how to overcome
some of the dualisms of the modern art system and attend to a new third
hybrid system where utility and form, the extraordinary and the ordinary,
may reconcile in a continuum of activities that promote values similar to
those that utilitarian crafts inspire. The need to recognize our vulnerability,
co-dependence and embeddedness in a human collectivity but also in a wider
natural environment may be some of the outcomes of the ‘craft values’ that
are associated with Korean traditional aesthetics but which Yanagi, in his
later years, associated with Buddhist values in a more general and universal
scale.
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Appropriating Gugak and
Negotiating K-Heritage

K-Pop’s Reconstruction of Korean Aesthetics
in the Age of Digital Globalization

Hee-sun Kim

This paper explores global K-pop’s negotiation and reconstruction of Korean aesthetics via
the dismantling, adoption, appropriation, and transfiguring of central elements of Korean traditional
culture. Recently, K-pop groups have been incorporating traditional music and dance (gugak),
traditional attire (hanbok), traditional houses (hanok), and old palaces (gogung) into music videos
disseminated globally over digital platforms like YouTube. In their efforts to incorporate more ‘Korean-
ness’ into their musical productions and neutralize criticisms of their use of the ‘K’ prefix
as inauthentic and unconnected to Korean aesthetics, groups like BTS and BLACKPINK are redefining
‘K-heritage’ for music consumers worldwide. Along with other globally consumed Hallyu productions
like K-movies, K-dramas, and K-games, K-Pop is in the process of reconstructing Koreans’ and the
world’s view of the meaning of Korean-ness. | Keywords: Korean Traditional Music, K-heritage, K-pop,
Korean Aesthetics, Digital Globalization

1. Introduction

The label ‘K-pop’ currently refers to globally consumed popular music
produced by the Korean entertainment industry. Even though it originates in
Korea, there are two dangers in talking about Korean aesthetics in the context
of K-pop. First, many will argue it is improper to discuss Korean aesthetics in
a popular music context in the same way Korean aesthetics are discussed in
the realm of ‘traditional music’, which is thought by essentialists to constitute
the core of Korean-ness. Second, deep-rooted doubt exists about whether there
can be any value in including global popular music in a discussion of cultural
or national aesthetics.

As Lee Su-wan (2016, p. 79) observes, “the key point in understanding K-pop
lies in the tension between ‘K’, which signifies Korea, and ‘pop’, which signifies
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‘American popular music’. There is no apparent Korean identity corresponding
to the K in K-pop”. Lee goes on to question whether K-pop is even ‘genuine
Korean’ music.

At the opposite pole, Korea’s mass media often cites the global success of K-
pop as proof of the superiority of the Korean people, directly associating it
with strong nationalism, much like the media’s past treatment of Hallyu
(‘Korean Wave’). Nationalistic assertions are also sometimes made by scholars,
some of whom seek to authenticate K-pop’s immanent roots by tying it to
elements of gugak and others suggesting that K-pop is inherent in the “DNA of
the Korean people” (ChoHan, 2003, p. 22). But many also warn against
asserting a strong nationalistic perspective when analysing the global success
of K-pop.

Either way, in contemplating K-pop’s ‘Korean aesthetics’, it is important to
distinguish K-pop today from its earlier iterations, as groups like BTS and
BLACKPINK have begun to incorporate traditional arts and culture, including
gugak, Korean traditional performing arts, and various other elements of K-
heritage, into their videos, disseminating certain images, sounds, and
sentiments of contemporary Korea globally over digital platforms like YouTube.
This new phase raises fresh issues concerning ‘Korean-ness’ and Korean
aesthetics in K-pop.

This paper examines K-pop’s negotiation and reconstruction of Korean
aesthetics in its dismantling, adoption, appropriation, and transfiguring of
Korean heritage, including elements of traditional music. I begin by reviewing
earlier debates over the degree of Korean-ness in K-pop, then move to
an analysis of current examples that reveal K-pop’s efforts to lay claim to its
Korean aesthetics and the resulting emergence of K-pop/gugak hybrids.

2. Three Common Views on the Degree of ‘Korean-ness’ in K-pop

Since its inception, the question of Korean-ness in K-pop has given rise to
disputatious exchanges revolving, for the most part, around the relationship of
‘K’ to ‘pop’. The debate exhibits the inherent tensions between globally
standardized pop music’s cosmopolitanism and local music (Lee, S., 2016) or
between ‘pop internationalism and gayo' nationalism’ (Shin, 2013). Arguments
over the degree of Korean-ness in K-pop can be grouped into three points of
view:

2.1. K-pop is Local Commodity created for Global Consumers

First is the assertion that K-pop, as a global commodity manufactured in
Korea, should be treated as other Korean products like Hyundai automobiles or
Samsung mobile phones, which are not normally associated with ‘Korean-
ness’. In musical terms specifically, K-pop is considered a variant or local

Gayo is the term used since the 1950s to indicate Korean popular music, including several
genres like trot, folk, ballad, rock, dance music, and others. K-pop is used today to specifically
indicate ‘globally consumed idol dance music’ with Hip hop, R&B, electronic, rock-based
dance music produced by the Korean entertainment industry since the 1990s while gayo
refers solely to locally produced and consumed Korean pop songs. Each term signifies its
historical context and differences of cultural context within Korea.
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imitation of global music genres, including pop, rock, electronic, dance, and
hip hop, none of which, whether measured by a Western or global standard, is
specifically Korean. Further, K-pop is but a perfectly recognized local
transformational example of globalization led by Western music, such that
the ‘K’ in K-pop signifies merely a marketing brand of Korea’s “export-oriented
cultural economy” (Shin, 2013, p. 31; see also, Lie, 2012; Lee, S., 2016; Jeong,
2013; Lee, D.Y., 2006, 2011a, 2011b, 2012; Yang, 2011).

In addition, although K-pop is a product of Korea, it is created for global
consumption. This trait of K-pop underscores its ‘nationless-ness’ or global
‘cosmopolitan’ utility, under which ‘Korean flavour’ tends to get erased.
Adhering more to global music conventions and employing collective
production systems involving agencies of various nationalities ensures K-pop’s
success on the global market. The signifier ‘K’ in K-pop does not function as
an imperative and cannot be taken to signal anything about ethnically ‘Korean’
identity.

Lie (2012, p. 361) goes further, asserting that K-pop actually forfeits and disrupts
Korean culture and tradition. Among his arguments are that the singing style and
major scale of K-pop do not match gugak; K-pop fandom does not embody
traditional Confucian values, and the physical appearance of K-pop’s idols is far
from Korean people’s traditional appearance and aesthetics. Notably, Lie’s
location of the roots of Korean-ness in the Joseon Dynasty has itself been
severely criticized (Lee, K., 2016; Kim and Kim, 2015).

2.2. K-pop’s Success Flows from its ‘Korean-ness’, including its Gugak Roots

The second point of view attributes K-pop’s global success not only to its
inherent ‘Korean-ness’ but to the innate superiority of the Korean people.
Though this view is most often found in Korean media, it also has its proponents
in academia, where scholars have asserted that, musically, K-pop is based on
jangdan (rhythmic cycles) and that it bears traditional Korean characteristics, like
hon (spirit/temperament), collectivism, and Confucianism. It has been argued
that many Hallyu products feature the aesthetics of other Korean arts, like
sinmyeong (cheerfulness) (ChoHan, H., 2003, p. 22; Lee, D-S., 2011). From this
perspective, K-pop should seek to reinforce its existing cultural connections by
incorporating more gugak elements, so the criticisms of those like Lie (2012) who
accuse K-pop of existing outside of and even corrupting Korean traditions might
be put to rest.

2.3. K-pop Embodies Cultural Traits of Korea

The third view asserts that K-pop is ‘Korean’ in various cultural dimensions, even
if it is a musical variant of Western popular music. The ‘K’ in K-pop from this
perspective is a signifier of cultural distinction. The studies enquire into the
elements of Korean-ness in K-pop, while taking caution not to fall into culturally
essentialist theory or claims of national superiority. In assessing the Korean-ness
signified by the ‘K’ in K-pop, scholars in this group look beyond the music itself to
the Korean-ness in the internal culture of the bands and their production
companies, marketing strategies, and fan relations.
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Lee Gyu-tag (2020) contends that all local variants of pop music possess both
the universality of global pop and certain local characteristics, making K-pop
‘Korean’ music. His analysis of the ‘K’ in K-pop takes into account a variety of
elements, including Korean lyrics, modes of musical hybridity, stage designs,
group dancing and costumes, music video production qualities, the idol system
of entertainment companies, an emphasis on moralistic principles, and
fandom culture, in addition to its traits as local pop music. Similarly, Shin and
Kim (2013, pp. 258-259) note that K-pop has a contemporary Korean origin in
which Korean-ness indicates the very Korean production strategy of
a ‘systematic recipe’. Further, the business of K-pop incorporates a Korean
jaebeol (conglomerate) business approach, as vertically integrated
organizations build a brand identity with global business market directivity, all
features of K-pop entertainment corporations’ in-house systems.

Kim Sujeong and Kim Sooah (2015, p. 18) find Korean-ness in the culture
surrounding K-pop’s artists and their fans, e.g., in the borrowing of
expressions of Korean ethos, specifically naming ‘collective moralism’,
an important ethic of contemporary Korean culture, as an organizing principle.
Their analysis cites K-pop’s educational system for trainees as the key
component of K-pop’s in-house production systems and its emphasis on good
behaviour as reflective of Confucian values. Some point to the lyrics of K-pop
love songs, which exclude the sex, violence, and drug subject matter commonly
found in American pop, and in the humility and sincere gratitude K-pop’s idols
consistently communicate to their fans.

The above three existing views on Korean-ness in K-pop all acknowledge that,
while the degree of ‘Korean-ness’ in K-pop may be debatable, K-pop does
possess and project certain Korean aesthetics. But the recent phenomenon of
K-pop groups incorporating more gugak and K-heritage elements into their
performances signals a new K-pop phase that requires a reframing of
the discussion around its Korean-ness.

3. K-pop’s Recent Negotiation of Tradition and Reconstruction
of ‘Korean-ness’

3.1. Gugak’s Ambiguous Status in Modern Korea

Before analysing the implications of K-pop’s recent incorporation of gugak into
its performances, the ambivalence and isolation of gugak in modern Korean
society should be mentioned. Literally ‘national music’, gugak refers to all the
transmitted musical genres from the Joseon Dynasty (1392-1919), including
royal court music, elite music, professional folk music and folk community
music. During the Japanese colonial period, the term denoted Korean music,
differentiating ‘local’ music from ‘foreign’ music. Among the music and other
media popular in that period, gugak was considered ‘pre-modern’ compared to
Western and other foreign and local contemporary musical forms.
After independence from Japan in 1945 and establishment of the Republic of
Korea in 1948, gugak became ‘national music’ symbolizing Korea’s spirit,
history, and culture (Kim, 2012a, p. 9; Kim, 2022, p. 119). Gugak began to be
seen as ‘museum’ music, valuable to keep as a heritage but not for everyday
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enjoyment by modern Koreans. For a long time, gugak’s location in modern
Korean society has thus been ambiguous, i.e., culturally valued but socially
marginalized.

3.2. K-pop’s Appropriation of Gugak, 2010 - present

The earliest attempts at integrating gugak and K-heritage into K-pop occurred
in the early 2010s. An impressive early piece, ‘No Mercy’, was released in 2012
by boy group B.A.P. (TS Entertainment). The piece climaxes with gugak sounds
produced by various traditional instruments: kkwaenggari (small gong), jing
(large gong), buk (drum), and gayageum (12 string zither), with the chuimsae
(exclamation, vocal encouragement) ‘eolssu’ (which appears in traditional folk
music) as part of the lyrics. Bullandan-ga from the Korean hip hop crew
BULLHANDANG, released in 2013, begins with an excerpt from the pansori
(narrative singing) Jeokbyeokga (The Story of the Red Cliff). In 2014, boy group
Topp Dogg released Arario, where even the title of the piece is borrowed from
the famous folk song Arirang. The piece begins with an intro by gayageum
ensemble and incorporates various gugak sounds, including buk, taepyeongso
(conical double-reed oboe) and pungmul (farmers’ band music), along with
chuimsae ‘eolssu’ and ‘jota’, and various folk plays like talchum (mask dance),
and sajachum (lion dance). The group’s official music video is filled with
various K-heritage signifiers, including hanbok, gat (traditional horsehair hat),
byeongpung (folding screen), mapae (King’s medal), buchae (traditional folding
fan), and gisaeng (female entertainers). ANTHEM by boy group iKON (YG
Entertainment) is a 2015 single by members B.I. and BOBBY. The Korean title
of the piece Irioneora (Call for admission) is a traditional entry greeting for the
elite yangban class; the lyrics include ‘eolssu’ and ‘deonggi deok kung
deoreoreoreor’ (oral mnemonic of the jangdan rhythm). Boy group VIXX (Jelly
and Fish Entertainment)’s Shangri-La in 2017 inserted the sound of gayageum
and images of buchae fan and hanbok attire to express a dreamlike oriental
fantasy. SM Entertainment’s boy group TEN’s ‘Dream in a Dream’ from 2017
employs various images from K-heritage. The most impressive attempt was
made by the world-renowned BTS (HYBE Entertainment)’s ‘IDOL (BTS, 2018a),
the official music video for which includes various Korean images of the
pavilion, hanbok, buchae, pine tree, and tiger, with chuimsae ‘eolssw’. Further,
BTS’s 2018 MAMA stage performance begins with a long intro section with
traditional performance of samgomu (three drum dance performance),
pungmul, talchum, sajachum with gayageum, and taepyeongso, while members
wear hanbok and hold buchae fans (BTS, 2018b). ‘FIANCE’, a piece released by
idol rapper MINO (YG Entertainment) in 2018, also incorporates various K-
heritage images of court, the musical instrument bipa lute, buchae fan, and
hanok. In 2019, the boy group ONEUS (RBW Entertainment) released ‘LIT’,
utilizing various traditional sounds and images, including hanbok, minyo folk
songs, a traditional rope-walking performance scene, daegeum (transverse
bamboo flute,) buk (drum), pavilion, daego (large drum), and taekwondo
(Korean martial art); their stage performance shown on the Mnet TV program
‘Road to Kingdom®, also incorporated taekweondo. ‘Follow’, by boy band
MONSTRA X in 2019, shows traditional hanbok in the music video. The girl
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group Oh My Girl’s cover of ‘DESTINY’ (originally released by the girl group
Lovelyz) transformed the piece with full gugak sound.

In 2020, K-pop’s appropriation of gugak and K-heritage was put in full view
with the release of two major global hits from the idol groups BTS and
BLACKPINK. The first was BTS member Sugar’s ‘Daechwita’ (August D, 2020), a
single released under his artist name August D. The title borrows that of
a representative gugak form, the court military marching band music for the
King’s leaving and return to the palace during the Joseon Dynasty. The music
begins with the original soundtrack of ‘Daechwita’ from the National Gugak
Centre with the full sound of gugak, continuing and blending with August D’s
rap and electronic sound. The music video captures various scenes from
the palace and marketplace overlapped with contemporary scenes; most of
the scenes evoke a historical K-drama or K-movie. ‘How You Like That’ from
girl group BLACKPINK (YG Entertainment), which features the members
wearing modified hanbok at the end of the official 2020 music video, made big
news in and outside of Korea (BLACKPINK, 2020). Following these, boy group
A.C.E. released two pieces, ‘HJZM: The Butterfly Phantasy’ and ‘Goblin’ (2020),
with main themes borrowed from tradition. Project group Woozoo Hipjaengi
released the piece ‘Hallyang’, a hip hop song with various gugak elements,
which the producers dubbed ‘Joseon Hip Hop’. More recently in 2021, the boy
group Stray Kids (JYP Entertainement) released ‘Sorikkun’ (Stray Kids, 2021),
which resembles a historical K-movie, with the music video featuring various
traditional sounds and images, like a folding fan, old palace, hanbok, pungmul
band, daechiwta band, and sajachum. Even the title ‘Sorikkun’ equivocally
references pansori singers and the idols themselves. More and more
productions like boy group ONEUS Theatre’s ‘LUNA’ (2021) and RAVI’s
‘Asura’ (2019) and ‘Beom’ (2021) are incorporating gugak’s sounds.

3.3. Three Elements of Gugak found in Contemporary K-pop
Performances

The ways K-pop artists are negotiating and constructing Korean-ness through
appropriating gugak and K-heritage can be divided into three categories:
music, visuals, and performance. These correspond well to K-pop’s core traits,
as forged in the genre’s ‘trans-media’ strategy (Hong, 2014, p. 130), which
transformed K-pop from aural music to audio-visual performing arts and
turned singers into performers. Visual elements, such as hi-tech staging and
music videos, costumes, make-up, and storytelling narratives in both music
videos and stage performances have become essential complements to K-pop’s
perfectly produced music and dance choreographies.

The first element of K-pop’s appropriation of gugak is music. But the devices of
appropriation are diverse in terms of depth and analysis. The most popularly
utilized methods involve borrowing the sounds of specific musical
instruments, use of part of the jangdan rhythmic cycle, incorporation of parts
of specific gugak genres, and insertion of chuimsae into the lyrics. For the most
part, these are superimposed in fragments often digitally deformed or
distorted by synthesizers.
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The visual elements, usually seen in music videos and stage performances,
utilize various Korean images like wearing modified hanbok and various
symbolic images of old houses, pavilions, palaces, folding fans, folding screens,
and tigers. Often these Korean images mirror the main theme and narrative of
the music video, mimicking images of K-dramas and K-movies.

Figure 1: BLACKPINK “How You Like That” Source: Caption from You Tube,
BLACKPINK “How You Like That” Official MV by the author. Copyright: YG
Entertainment INC.

Figure 2: STRAY KIDS “Sorikkun” Source: Caption from You Tube “Sorikkun”
Official MV by the author. Copyright: JYP Entertainment
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Figure 3: August D “Daechwita” Source: Caption from You Tube
“Daechwita” Official MV by the author. Copyright: HIBE Co.

In the performance dimension, the most significant display of gugak in a live
K-pop piece was BTS’s MAMA (Mnet Asian Music Award) performance of
‘IDOL in 2018. Bukchum, talchum, pungmul, fan dance, lion dance, and various
gugak performances opened the stage as the intro for ‘IDOL with BTS
members. Other K-pop groups’ music videos also insert fragments of gugak
performances into scenes filled with symbols of K-heritage.

Figure 4: BTS “Ido]” MAMA Stage Performance Source: Captions from You
Tube BTS “Idol” MAMA Stage Performance by the author. Copyright: HIBE Co.

A very recent phenomenon related to this topic is the growing interest in
contemporary gugak and K-heritage by major Korean media outlets.? In 2020,

2 For the interest on globalization of gugak, see Kim (2012b).
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the pansori based band LEENALCHI released ‘Beom Naeryeo Onda’ (‘Tiger Is
Coming’), and their music video series ‘Feel the Rhythm of Korea’, produced by
the Korea Tourism Organization and featuring the Ambiguous Dance
Company, became a big hit (LEENALCHI, 2021). Consisting of three female and
one male pansori singer with electronic bass and drum, LEENALCHI’s music
became a soundtrack to the pandemic era. Through YouTube, their music
rapidly reached global audiences, with media outlets dubbing their music
‘Joseon Pop’ and ‘Gugak with Hip’. Along with other contemporary gugak bands
including Jambinai, Ssing-ssing, Lee Hee-moon, and ADG7, the gugak
syndrome has moved into the centre of popular culture and extended its global
reach.

Figure 5: LEENALCHI and Ambiguous Dance Company “Beom Naeryeo
Onda” Source: Captions from You Tube, Feel the Rhythm of Korea by the
author. Copyright: Korean Tourism Organization

Figure 6: Kim, Jun-su “Daechwita” Source: Captions from You Tube
“Daechwita” Pungnyudaejang by the author. Copyright: JTBC Music
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Recently, two TV audition shows, including Joseon Pan Star (MBN, 2021) and
Pungnyudaejang (JTBC, 2021), featured hybrids of gugak and gayo music, with
various K-pop numbers sung by gugak singers in gugak style, often borrowing
from pansori narratives. It remains unclear and arguable whether these hybrid
kinds of music should be called gugak or K-pop. However, it is certain that with
the advent of these contemporary gugak in Korean popular culture, K-pop is
increasingly affiliating its image with more authentic, trained gugak musicians.
It is equally certain that K-pop is gaining ground in its effort to achieve
‘Korean-ness’ by negotiating elements learned and borrowed from gugak. For
example, the music video for ‘Hallyang’ (2021), produced by project group
Woozoo Hipjaengi and released after the big hit ‘Beom Naeryeo Onda’,
resembles a kitsch-hip performance with LEENALCHI and the Ambiguous
Dance Company. In addition, August D’s ‘Daechwita’ (Kim, 2021), BTS’s ‘IDOL,
BLACKPINK’s ‘How You Like That’ (Jang, 2021), and others were sung by
various pansori and minyo (folk song) singers in the TV shows mentioned
above, resulting in a brand-new style of K-pop. Meanwhile, several K-pop
groups’ stage performances accompanied by gugak orchestra have been
attempted (Tomorrow x Tomorrow, 2021).

These phenomena of hybrid gugak and K-pop, and K-pop’s adoption,
appropriation, and transfiguration of K-heritage, are gradually widening its
spectrum and now raise expectations for the construction of a new
contemporary hybrid Korean aesthetics. At the same time, the music is reaching
global audiences through SNS, with the potential for expanding international
exposure to and understanding of gugak.

Conclusion

Today, K-pop is solidifying its ‘Korean-ness’ through various strategies, opening
an interesting new phase of global K-pop. Over its first decade, K-pop did not
consider incorporating ‘local’ flavour, or intentionally excluded it in service to its
global cosmopolitan image. However, the recent transformation of K-pop, which
has earned its ‘K-brand’ status, indicates an aspiration to be the lead purveyor of
Korean aesthetics on the world’s stage. The above-cited examples of K-pop’s
embrace of tradition and heritage provide appropriate texts for introducing new
discussions on Korean aesthetics. As examined earlier, when K-pop artists
borrow gugak, the result is neither gugak nor crossover music. However, it is clear
that their musical, visual, and performance elements increasingly lean strongly
on gugak and Korean heritage.

Is there now an argument to made for embracing the ‘Korean-ness’ in K-pop?
While finding the answer requires a careful case-by-case examination of
the whole process of production and consumption, this paper advocates doing so
for three broad reasons.

First, K-pop’s attempts to bolster its ‘Korean-ness’ provide concrete proof of the
bands’ current confidence in their place behind the ‘K> and will likely accelerate
the removal of any earlier doubts as to K-pop’s ‘Korean identity’. For its Korean
fandom, K-pop evokes feelings of Korean national identity and cultural pride,
while for its fandom abroad, the ‘K’ in K-pop declares its ‘Korean-ness’.

36



Second is K-pop’s global responsibility as a representative of Korea, as asserted
by music critic Kim Young-dae in his analysis of BTS’s ‘IDOL (2019, p.198).
While K-pop historically excluded Korean sounds to enhance its universal
marketability, today, globally renowned K-pop stars like BTS and BLACKPINK
are displaying more confidence in showing their Korean-ness to the world.

Third, certain elements of gugak and K-heritage are being incorporated into
musical, visual, and performance materials as new, strange, and curious
ingredients that add ‘flavour’, as is often done in the world and local pop music.
Often in the past, K-pop’s treatments of gugak have been musically ‘stateless’,
while visual images emphasized ‘oriental fantasy’, thus giving rise to the
denouncement of the idea that these appropriations relate directly and
exclusively to ‘Korean-ness’.

In K-pop, ‘Korean-ness’ is negotiated and constructed. Its negotiated and
constructed Korean aesthetics, dismantle, borrow from, appropriate, adopt, and
fragment forms believed to be inherently Korean but cannot, in themselves, be
considered ‘essentially Korean’. By negotiating tradition, K-pop is claiming its
Korean-ness by constructing a new contemporary Korean aesthetics as popular
aesthetics. The K-aesthetics of K-pop and its hybrids lie outside the debate on
‘authenticity’ since the question of aesthetics is local and not a measure of pop
music’s value. Another phenomenon of gugak’s appropriation by K-pop is the
possibility of creating a new contemporary hybrid of Korean aesthetics, which
will be an interesting subject of study in the near future.

By embracing K-heritage, K-pop’s performers are successfully neutralizing
doubts about their right to the prefix ‘K’ as a signifier of Korean cultural identity.
Regardless of the claim by essentialists that K-pop only inherited ‘genuine’ K-
aesthetics by coupling with various globally consumed Hallyu productions,
including K-movies, K-dramas, and K-games, K-Pop has the potential to lead ‘K-
heritage’ in the reconstruction of K-aesthetics in the age of digital globalization.
At the same time, it is apparent that K-pop’s negotiated K-aesthetics will be
considered ‘contemporary Korean aesthetics’ globally since K-pop is so bound up
with global production and consumption. Thus, today’s K-pop becomes an apt
vehicle for carrying forward the debate over what constitutes authenticity when
it comes to Korea’s traditions and the continued utility of splitting Korean arts
aesthetics between ‘pure/elite’ and ‘popular’ arts.
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Cho Jihoon’s Korean Aesthetics:

the Concept of "Meot’

Soohyun Kim

Cho Jihoon’s aesthetics is based on the Confucian literati’s spirit, choesado, and on the Buddhist idea of
non-duality. He presented the theory of meot, meaning taste originally, as a Korean-specific aesthetic
category in his Study of Meot, where he synthesized the previously discussed theories of other scholars
into twelve elements. Discussing the formal characteristics of works that have the aesthetic quality of
meot, he took unrefinedness as basic, and cited diversity, eurhythmy, and curvature as its subtraits.
Discussing the compositional power or method of expression that provokes meot, he took hyper-
standard as basic, and the subtraits include maturity, distortion, and playfulness. Furthermore,
he discussed meot as an emotion or idea that Koreans live with, where the most basic one is otiosity
(impracticality), and assimilation, moderation, and optimism are its subtraits. Finally, he identified
meot as the ultimate aesthetic state with pungryu, a lifestyle in harmony with Nature, which is
originated from the ancient Silla period. | Keywords: Taste, Meot, Non-duality, Pungryu

1. Introduction

Cho Jihoon (1920-1968) was a modernist poet, an essayist, and a critic active in
the fields of artistic and political criticism. He published a wide range of
articles on the history, folklore, language, and arts of Korea. Cho (1996b) was
a professor of Korean literature at the Korea University, where he also served as
the first director of the Institute for National Culture.

Cho’s aesthetic theory was based on the Confucian literati’s spirit, cheosado,
emphasizing the human posture of constancy and the reclusive attitude, and
on the Buddhist idea of non-duality to break the dichotomous discrimination.
In particular, he applied these theories to the characteristics of Korean
aesthetic consciousness, synthesizing the famous debate! in his days around
the aesthetic concept of meot. Cho formalized his own theory of meot in a long
essay entitled Study of Meot, published in 1964.
1 The debate about meot started in the field of Korean language and literature at the end of
the 1950s and gradually expanded to discussions of aesthetics. It was initiated by Jo Yun-Jae

(1958), who refuted that meot could not be Korean-specific beauty. After a rebuttal by Lee
Hee-Seung (1959), Jeong Byeong-Wook (1959) and others participated in this debate.
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Although it is possible to find out some feature of meot in ancient Korean
works of art, the word meot itself is a neologism derived from maat (meaning
taste, or appetite) in the 19" century, when it was marked by turbulence of
traditional and modern cultures. It is used as an aesthetic concept in
an evaluative sense, referring to one of the typical artistic qualities of Korean
arts. In this respect, it is like the Indian aesthetic concept of rasa, which
implies both gustatory taste and aesthetic relish. Therefore, meot may be
understood as Korean rasa or, for short, K-rasa.

Meot reflects an objective feature as well as a subjective feeling, which is
specific to the Korean disposition found in traditional culture and lifestyle. It is
both a formal quality of trans- or hyper-standard on its objective side, and
an emotional quality of the arousal of aesthetic feeling on its subjective side.

In its widest possible definition, meot can be equated with the beautiful
(areumdaum), whereby it refers to beauty in general, and also includes the fine
(goeum) and even a modern taste. Before Cho, scholars tried to define
the characteristics of Korean aesthetic consciousness based on a unitary
principle. But Cho treated meot as one of the aesthetic categories that, along
with the beautiful and the fine, compose the Korean aesthetic consciousness.
It was important to him that meot ought to be a specific aesthetic category
that is to be differentiated from other Korean aesthetic concepts.

2. Perspective in the Korean Art History

In a short essay? about Korean art tradition, Cho showed a glimpse of his view
on Korean art history, which he divided into four periods. The first era from
the tribal alliance to the Three Kingdoms (BC 56—-AD 675) is characterized by
the Art of Power. The second era from the time of King Munmu to King
Heungdeok of the Unified Silla (676-935) brought forth the Art of Dreams,
which was highly influenced by Buddhism. These eras of constructive creation
were followed by the eras of succession and imitation. The third era span from
the late Unified Silla to the Goryeo period (936-1392), and Cho Jihoon
characterized it as the Art of Sorrow. In the fourth position, Cho defines the art
in Joseon period (1392-1910) as the Art of Meot.

Cho said that the Art of Power focused on heroic majesty rather than details;
and the Art of Dreams was a balanced expression between a vibrant mind
(content) and an ideal body (form). The Art of Sorrow, Cho said, is connected to
the idea of the Pure Land and Zen in the condition of people’s discouragement
and indifference as they were struggling with the hardships of a feudal society.
The latter art can unfold in two directions. One is to shift from emptiness and
sorrow to hedonistic romance. At that time, “the standard is scattered, and the
regulation is laid down, and the technique is uneven and starts to flow in
an asymmetrical way”. The other is to seek a romantic utopia by purifying
complex emotions in sorrow, such as is materialized in Goryeo porcelain. Then,
“the sorrow of emptiness achieves the beauty of chastity, and the spirit of non-
symmetry and imbalance represents the climax of the nature-like
artificiality” (Cho, 19964, p. 295).

2 The essay is titled as Prototypes of Korean Art (Cho, 1996d, pp. 291-297) published in 1948.
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The Art of Meot is characteristic of the arts of the Joseon Dynasty, which
adopted Confucianism as its ruling ideology. In its early days, “the ideas of
naivety and integrity against luxury and fragility” was the spirit of that time.
Accordingly, the Art of Meot was at first based on the beauty of naivety and
eurhythmy. However, as such intentions dwindled, the ideology of reclusion
based on cheosado was born.

Cho Jihoon’s perspective on art history responded to the task of
reconstructing Korea’s national art just after the liberation from Japanese
occupation. The scholar anticipated that “only in the unity of power and
dreams can the weakness of the Art of Sorrow and of Meot be
overcome” (Cho, 1996d, p. 297). He apparently felt a certain problem within
the art and culture of his days, when sorrow and meot were mainstream
emotions throughout the period of Japanese occupation, and until after the
Korean War. That is to say, the passive aspect of the Art of Sorrow is
“to spend time in decadence or praying, engulfed in self-derision, despair,
and resentment”; and the negative aspect of the Art of Meot flows “from
reclusion, rebellion, and expectation, consistently with lamentation and
confidence”. I can interpret Cho’s vision of Korean art for the future
as follows: The decadent traits in the Art of Sorrow are to be overcome
through its union with the Art of Power. And it is suggested that the Art of
meot ought to be united with the Art of Dreams to acquire classical harmony
or moderation.

Cho’s view on Korean art history has the practical content to describe
the aesthetic consciousness of each era. Therefore, words such as power,
dreams, sorrow, and meot, that represent each era, function as aesthetic
concepts as are respectively the heroic, the harmonious, the sorrowful, and
the meot. As the word meot is difficult to translate into English, almost all
scholars have argued that it is a unique characteristic of Korean aesthetic
consciousness, and by consequence untranslatable. “The Art of Meot would
proudly have the power of confidence in the midst of sorrow, being
characterized by brightness and sophistication amidst simplicity and rough-
savor” (Cho, 1996d, p. 296). It is difficult to find any foreign term that
corresponds to an aesthetic predicate expressing such complex and
ambivalent properties.

3. The Study of Meot

It is remarkable that Cho had published an essay® on meot almost 20 years
before he completed his study in 1964. Therein, he presented this concept as
an almost metaphysical, primordial idea. This indicates that his vision was to
encompass the three religions of Confucianism, Buddhism, and Taoism from
early on, and that he finally found a source of his theory of meot in
the ancient Korean pungryu* ritual of the Silla period.

3 The essay is titled as Treatise on Meot (Cho, 1996c¢, pp. 56—59), written in 1941.

4 The literal meaning of pungryu is wind-flow. However, it has diverse meanings such as a kind

of music, nature-like lifestyle, and the ancient ritual institution (pungryu-do). It is also
a Korean-specific aesthetic concept, which comprises subtraits such as naturalness, humour,
and meot. Min Jooshik (1986; 2003) discussed pungryu in relation with the theory of meot.
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His Study of Meot® first begins by linguistically distinguishing it from general
aesthetic concepts. The distinction between the beautiful (areumdaum), the
fine (goeum), and the meot is as follows: While areumdaum is a word that
represents general, world-wide beauty; the other two represent Korea’s
specific sense of beauty. Cho claims that meot is the most unique form of
Korean beauty. The impossibility of translating it builds the basis of the
argument that meot represents Korea's unique consciousness of beauty.

Cho’s theoretical system provides a framework for discerning aspects of meot
as an aesthetic concept. He discussed the aesthetic contents of meot by
dividing it into three: (a) formal beauty, (b) expressive beauty, and (c) spiritual
beauty. (a) and (b) are developed by dividing the theory of meot into an inner
moment and a creative moment of an artwork, which are related to aesthetic
consciousness. (c) deals with the characteristics of the traditional spiritual
ideology or philosophy of life, that support the Korean aesthetic consciousness
of meot.

Each of these three moments is explained by dividing it into one basic trait and
three subtraits. Cho Jihoon’s description of those twelve traits are as follows:

a.1. Unrefinedness: module of a form not completely geometric

a.2. Diversity: expression of disposition to escape from monotonous, flat, dull
style by varying it

a.3. Eurythmy: state of dynamism in which motions to stop occur incessantly

a.4. Curvature: linear form of cursive shape in mobility

b.1. Hyper-standard: entering into a standard and coming out again to give
birth to a new one

b.2. Maturity: mastership, craftsmanship
b.3. Distortion: deformation

b.4. Playfulness: creative principle from the feeling of leisure and gaiety

c.1. Otiosity: impracticality, disinterestedness, non-usefulness, superfluous-
ness

c.2. Assimilation: harmonious order and enjoyment without any serious
conflict between ultimate reality and mundane world

c.3. Moderation: feeling guided by intellectual temperance, not riotous or
indulgent

c.4. Optimism: cheerfulness without risk or urgency
5 The Study of Meot, first published in 1964, is compiled in Cho Jihoon’s Complete Works (Cho,

1996e, pp. 357-443). It is also included in his essay collection Stone Aesthetics (Cho, 1996a,
pp. 63-170). In this paper, citations of this text are from the former.
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4. Formal Beauty

What kind of form is meot? What are the formal characteristics of a work that
accompanies the aesthetic quality of meot? Cho took unrefinedness, diversity,
eurythmy, and curvature as its formal traits. This theory is a compilation of
works of previous theoreticians since 1940’s, who focused on meot as a formal
characteristic of the Korean art.

a.1 Unrefinedness

Some kind of Korean artworks has the form characterized by having a module
that is not completely measured in geometric scale. Such an opinion was
previously proposed by Koh Yu-Seop, the first modern scholar of aesthetics
and art history. In Essay on Some Characteristics of Korean Culture of Art® Koh
said that unrefinedness in architecture comes from Korean people’s rich
imagination (“abundance of fancy and constructive power”) (Koh, 2005, p. 18).
Cho extended this opinion to art in general. According to Cho Jihoon, among
traditional Korean music of the pentatonic scale, a wonderful rhythm can be
found in “the use of chromatic semitones that break regularity and normality
of achromatic progression” (Cho, 1996e, p. 419). Such can be found in a song of
yukjabaegi or gayageum sanjo, which is a piece of music played on gayageum, a
twelve-stringed zither-like instrument. The formal freedom of breaking out of
traditional versification is an example of unrefinedness as a formal beauty of
meot.

a.2. Diversity

Diversity is an expression of the will to escape from monotony and to make
subtle changes. In this sense, the opinion that diversity is a formal attribute of
meot can be found also in Koh’s saying that “meot is an expression of diversity
through action” (Koh, 2005, p. 18). On the other hand, Lee Hee-Seung (1959)
talked about characteristics of the ‘more than necessary’ and the ‘spree’ as
elements of meot, that also indicate diversity of a form. He said, for example,
that the length of a Korean costume called hanbok is very uncomfortable, but
the reason one endures such inconvenience is because of one’s own style,
which is meot-daelo. This opinion suggests an important point about meot as a
formal beauty, namely that meot is contained in an excessive form that is
impractical. Like the clothes in hanbok, for us to feel stylish, patience is
required to endure the inconvenience. It hence can be said that the formal
characteristic of meot is an over-decoration, which is tolerated in the case of
meot. What Cho said about diversity also refers to this kind of excessive
decoration.

a.3. Eurythmy

One feels a certain pleasure when those extra forms have rejoicing rhythms.
Such beauty is “the beauty of dynamics”, that is, “the beauty seen in varying
processes of presentation” (Cho, 1996e, p. 424). According to Cho, meot
appears in the process of shifting from one movement to the next. Therefore,
the essence of the formal beauty of meot is ‘dynamic stability’. The beauty of

6 Koh Yu-Seop’s article was originally published in Chosun Ilbo in 26-27 July 1941.



a form lies in the movement rather than in the static state, to be more precise,
in the fine movement rather than the turbulence. Therefore, a brief pause
while moving quickly creates a higher level of meot.

a.4. Curvature

Curvature is curved linearity. Lee Hee-Seung (1959) said that Koreans with a
taste of meot just feel bland about a straight and flat thing, they do not enjoy it.
The curved shape represented by the roof of a traditional Korean house, hanok,
contains such a savour, which can be said to be spicy and not bland. But Cho
Jihoon mentioned that there is no taste in an excessively curved form. In other
words, the curvature of meot is achieved through harmony with straight lines.
Furthermore, Cho noted that the characteristics of line are freedom and
change, and that linear form represents a state of mobile tendency (Cho,
1996e, pp. 427f.).

In summary, the rough-savoury taste accompanied by asymmetrical form, the
lavish taste of various forms with excessive decorations, the spree taste
contained in rhythmic form, and the spicy taste permeated in the curved form
are included in the category of the meot as a formal attribute of Korean beauty.

5. Expressive Beauty

Meot as expressive beauty refers to the creative aspect that instils it in
artworks, and as such stands in relation to the artist's power of composition or
artistic skills.

b.1. Hyper-standard

Cho had defined meot as a hyper-beauty distinguished from the normal beauty
of the fine (goeum). Therefore, when discussing hyper-standard, Cho takes it as
the basic trait of meot. Hyper-standard means “entering into a standard and
coming out again to give birth to a new one” (Cho, 1996e, p. 429). And its
subtraits are maturity, distortion, and playfulness.

b.2. Maturity

For Cho Jihoon, maturity means not just getting used to a standard, but also
having completed enough training to overcome it. Therefore, maturity is
“skillfulness and standard of Nature acquired through artful exercise at
last” (Cho, 1996e, p. 429). In this sense, meot is not something that is made and
practised, so much as something that is spontaneous and evoked from within.
In this way, when meot overcomes artificial intention and becomes a natural
flow, its maturity appears as the beauty of ‘graceful naivety’.

b.3. Distortion

Distortion is deformation in style. Examples are: Putting a cap on sideways;
placing the keyhole of a door plate in the centre of the circle, but somewhat
obliquely drilled on one side of the upper radius; decorating a closet or shop
repair in a very simple way, and suddenly engraving a subtle distorted pattern
on the ankle. Such distortions are “to create a unique or higher-order taste
that is not felt in normal forms” (Cho, 1996e, p. 431). According to Cho,
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distortion takes on the spiritual tints of transformation, ingenuity, humour,
and abstraction.

b.4. Playfulness

Playfulness is a principle of expression that stems from the feeling of leisure
and gaiety. It is based on the surplus coming from maturity, and the humour
coming from deformation. Mature technique in string-instrumental music
expresses meot through playing vibrato (nong in Korean). Similarly in dance,
the subtle movements of the shoulders and fingertips are seen as the
expression of a gentle playfulness. And in the traditional Korean sword dance,
meot comes from the performer’s distorted costume and playful movement.
Cho came to understand that it is playfulness that expresses the excitement of
meot.

However, Cho believes that playfulness is the most dangerous element
corrupting meot. If meot loses the standard of harmony and moderation, he
said, “it falls into a variety show of skills and gets beyond a joke” (Cho, 1996e,
p. 434). In other words, playfulness can cause a moment which turns meot to
nonsense. This is what Ko Yu-Seop (1941) had pointed out before, and Cho also
saw it as a weak point of meot that had to be overcome.

6. Meot as Spiritual Beauty

Cho said that the most basic in meot as spiritual beauty is otiosity
(impracticality). At the lower level of it, assimilation, moderation, and
optimism are its subtraits. These go beyond the limits of aesthetic categories.
In other words, these are elements of the traditional ideology or life
philosophy. This theory also embraces the pioneering ideas of Shin Seok-cho
(1941) and Lee Hee-Seung (1959). Shin regarded the nature-friendly life
philosophy of literati in the Joseon Dynasty as a key idea that operates on the
basis of the aesthetic consciousness of meot. And this opinion has been shared
by Cho.

c.1. Otiosity

Cho did not give any definition of ‘impractical’ or ‘practical’ in relation to
spiritual beauty. He just referred in this context to the common theory of
traditional aesthetics such as that of disinterestedness and play drive. The
question I would like to pose here is: Why did Cho Jihoon view the essence of
meot as impractical? I suppose it has something to do with a theory brought
forth by Lee Hee-Seung (1959), who defined the latter as the excessive, the
‘more than necessary’. In this regard, there exists an English translation of
meot suggested by Yangha Lee, who once called the Korean lifestyle to be
otiose.”

c.2. Assimilation

Assimilation refers to the union with dust, héguangténgchén in the Taoist
classic Tao Te Ching by Lao-Tzu, which means to soften the inner light and

7 Zoh Johann (1999) noted that Yangha Lee, a scholar of English literature, translated the term
meot as ‘otiosity’ in English.
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become like the dust of the world. In the sense of hiding one's talents and
assimilating with worldly people, it is also called xudntong, unfathomable non-
discrimination. Accordingly, Cho defines meot as “a world of harmony, order,
and joy free of strife, conflict, and reclusion” (Cho, 1996e, p. 437). Assimilation
contains both nobleness and popularity at once. In meot, both the spicy
posture of constancy of cheosado and the unsettled nonsense of over-
abundance are avoided at all.

c.3. Moderation

Even if there is luxury in the otiosity of meot, it must be balanced by
moderation. True meot should be supported by high culture and noble thought,
followed by cultivation and temperance. This theory is based on the way of
harmonious fitting, once suggested by Shin Seok-cho (1941). In a word, it can
be said to be moderation rather than indulgence in emotional expression. As
meot has balance and stability, harmonious fitting can be regarded as
contradicting itself with its features of unrefinedness and distortion.
Harmonious fitting, however, is not at odds with the harmonization of
diversity and the modulation of unrefinedness. In other words, the harmonious
fitting of meot is eurhythmy through distortion, that is, of modulation. Thus,
Cho explains, “if modulation is done as it is, even in a text that seems to be
frenzied or sloppy, the meot is established” (Cho, 1996e, p. 438).

c.4. Optimism

Optimism is based on harmony and moderation, sincerity and prudence, and
refers to a leisurely life in nature, and a state of spontaneity, a lofty spirit. On
the level of optimism, one can calmly enjoy the essence of meot in oneself
without looking for it in a bustling state of mind. It is also in the sense of meot
that cheosado’s ideology of reclusion causes a passive rebellious attitude in
modern Joseon literature.

Cho explained that the ultimate meot is “the state of extreme delight that free
indulgence suits standard” and “the state of non-obstacle that spontaneous
act suits standard” (Cho, 1996e, p. 439). And he identified the ultimate meot
with the state of pungryu, a life that enjoys the beauty of harmony with Nature
(Cho, 1996e, p. 443).

7. Beauty of Non-Duality

Meot is one of the historically established aesthetic concepts of Korean beauty.
Unlike the beautiful or the fine, the meot is much younger in that it has been
coined and used since the late 19™ century only. Therefore, it is closely related
to the common Korean aesthetics of the period of modernization. Cho
described the aesthetic concept of meot as both transformative and tasteful.
Accordingly, the aesthetic feeling of the meot as tasteful (meot-sreoum) occurs
when a form deviates slightly from the standard, and thus has a break-through,
so that extravagance arises. It is not enough to find the tasteful in things that
are out of the way or are arbitrary. The stylish result of meot produces not only
an unconventional taste, but also a harmonious aesthetic relish. Seen in this
way, the formal characteristics that give rise to meot include both the formal
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and the transformed, the harmonious and the discordant. Furthermore, it is
not a logical contradiction but a case of aesthetic category conditioned
historically, that both taste and elegance are included in meot.

In retrospect, Cho’s aesthetics is a product of intellectual pursuits undertaken
during a period when Koreans called for the reconstruction of national culture
after independence from Japan’s annexation. It is also true that his theory
shows some limitations today. In particular, the aesthetics of dynamic force
exerts greater appeal than the traditional aesthetics that had been based on
reclusion and serenity. This is probably because, as Cho hoped, the aesthetics
of sorrow and meot had reached a point where they were united with the
aesthetics of power and dreams. The elements that make this change possible
are included in his meot theory itself. This is because meot, as an aesthetic
concept, is characteristic of non-duality, that moves beyond the modern
thinking in dualisms.

The complexity of the concept of meot logically encompasses or transcends the
positive and the negative. In Buddhist aesthetics of Zen, a concept related to
such a logic is the beauty of non-duality. “There is no difference between
imperfection and perfection, to grasp perfection in imperfection and to see the
absolute in relative things” (Cho, 1996e, p. 326). What we find here is a logic
that transcends an ordinary level of discernment, which would hold that
perfection is to be beauty and imperfection to be ugliness. In delineation
thereto, Cho mentioned that the world of Zen is not the land of balance,
symmetry, harmony, and logic, but of in-congruent harmony, illogical logic,
and purposefulness without purpose.

By consequence, the here outlined theory of meot is about the beauty of non-
duality on the basis of the highly developed Buddhist thoughts of Avatamsaka
and Tathagatagarbha.® According to Cho, “[the aesthetic property of] meot is
neither secular nor profane. To call it classical, it has a vulgar aspect; and to
call it ordinary, it has a secular exultation. Indeed, there is a subtle tightrope
that crosses the subclass and does not fall on either side, and on that thin line
there is a great way of meot” (Cho, 1996e, p. 439). In his aesthetics of meot,
such a state of enveloping logic is latent. It is the product of mental relaxation
and free play. And it also goes hand in hand with pungryu since it is like wind-
flow trembling and flowing with a sense of beauty.
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No Extravagance in Poems

A Linkage between Toegye’s Poetic Aesthetics
and Life Realm

Zheng-ying Ma — Heng-dong Xu

Experiences in the heart is one matter and literary writing is another: Toegye (1501-1570, a famous
Korean Confucianist), however, would rather regard the two as a completely unified process, which
amalgamates an immanent quality and a literary style, without isolation between them. Toegye
stressed and valued the purity of the first experience, i.e., the filtered and the purified in the heart,
which would flow into the second experience and purify it as well, ultimately cultivating it into
a complete aesthetic experience. Poetry should be solely triggered by positive emotions, being
aesthetically clear and pure, with no extravagance inside. A plain and ordinary style of literary writing
is thereby formed and is regarded as a natural access of transcendence to a philosophical, ethical, and
aesthetic connotation which is pure, rich, and profound, ‘shaping to Sagehood’ in Confucianism.
Emotion plays the role of a cementing force that unifies all these factors and sections for life
aestheticization. | Keywords: Toegye, Poetic Aesthetics, Plain and Ordinary, Life

Yi Toegye (1501-1570), a famous Korean Confucianist, honoured as “Zhu Zi
in Korea’ and ‘Eternal Master of Koreans’, devoted himself to temperamental
rationalism which is not philosophy or moral ethics only, but of aesthetics like
art philosophy. In literature, Toegye wrote more than 2000 poems in total.
In theory, his poems and poetics not only contain aesthetic thoughts of poetry,
but also show his realm of personality and life aestheticization.

1. An Aesthetic Experience in Fulfilment from Writer to Literary Style

Confucianism ascribes importance to ethics, giving a perspective of inward
reflection and examination to ultimately realize personal/moral cultivation
and perfection. Referring to literature, it is required to unify immanent quality
(especially moral quality) and literary style, principle probing and literary
writing as a whole. Hence, “All literary writings flow from the heart, so
the works are like nature itself, in high quality, with remarkable texture,
reasoning and righteousness” (Toegye, 1997, p. 98-99, Vol. IV). What Toegye
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indicated is rightly the unity between literature and morality — the quote
“all literary writings flow from the heart” means the literary writings should be
in unity with natural morality. In the opinion of American aesthetician John
Dewey, “We have an experience when the material experienced runs its course
to fulfillment”, such as finishing a piece of work or a problem receiving its
solution, “Such an experience is a whole and carries with it its own
individualizing quality and self-sufficiency. It is an experience.” (Dewey, 1934,
p. 36-37). As separated, those experienced in the heart are defined as one
experience and literary writing another experience, but Toegye would rather
regard the two as one complete experience in fulfilment. The experience of
literary writing comes from the one in the heart, that is to say, in case
of disunity between immanent quality and literary style, i.e., isolation between
them, the more attractive, singular, or majestic the poem is, the uglier and
worse the writer is.

Referring to the relationship between immanent quality and literary style,
there was no lack of discourses in history. In France, Buffon (1957, p. 151),
proposed “the style is the man [le style, c’est ’homme]” which is controversial in
a literary regard, and is always erroneously identified as the unity between
writing and writer. According to Qian Zhong-shu (1984, p. 165),
a contemporary Chinese scholar, “It’s a misinterpretation out of context that
we always quote Buffon’s ‘le style, c’est ’homme’ as an analogy when talking
about ‘the writing is the writer’. In fact, Buffon’s ‘discours’ indicates that the
knowledge is out of man [hors de I’homme]. As for literary writing, each writer
has his own method, which is based on himself (/dejI’homme méme).” It should
be elaborated from two sides: the reader gets to know the writer from his
writing and the writer writing with what he owns. The conformity between
immanent quality and literary writing, in the opinion of Qian, lends itself only
to those existing cases for moral judgment, and the standpoint aforesaid shows
a lack of foresight. In fact, as for the objects the literature writes, it may
dissemble the hypocritical, but the style of expression may often
unintentionally reveal the immanence. “That ‘the writing is the writer’, just
lays here, not there” (Qian Zhong-shu, 1984, p. 163), as stated poetically by
Qian. Concretely, the relationship between writing and writer should be
synthetically considered from the factors including thought, emotion,
personality, temperament, selfhood, form and rhetoric, aesthetical preference,
art aptitude, etc. Furthermore, a millimetre miss is as good as a thousand miles
miss, so it is important to accurately set the adaptation scope and limit, just
like the afore-quoted “lays here, not there”.

As for Toegye, his view that “all literary writings flow from the heart”, i.e. unity
between literary writing and natural morality, lays particular stress on
an innate ideal moral quality, which is a kind of study starting from
the writer’s inward world and then radiating to his writings rather than a study
on the external relationship between the two factors, being similar to Qian’s
view “here, not there” to a certain extent. In this sense, Toegye highly praised
Tao Yuan-ming’s literature and morality: In respect to the immanent morality,
Tao was “upright and outstanding, free from vulgarity”, in the sharp sense of
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“justice and integrity”; in respect to poem writing, he was “elegant and
indifferent to prosperity, no intention to rhetoric, but consequently wording in
nature and in high quality, with classical connotations inside”; in respect to
aesthetic reception, “readers leave a lasting and pleasant aftertaste, feeling
free from the world and from everything limited”; and in respect to cause and
outcome, “the justice, purity and rectitude formed firmly and more inside, and
were then presented in writing as external, naturally without any
artificialness” (Toegye, 1988, p. 314, Vol. IV). On inference with “an experience”
consisting of two experiences aforesaid, if the former experience is its
connotation, then the latter experience is its form. The former experience,
i.e. Tao’s immanent morality “upright and outstanding, free from vulgarity”
and sharp sense of “justice and integrity”, is the essence, then the latter, i.e. his
literary writing, is the art. The two conjointly form a richened and complete
aesthetic experience in fulfilment, that is, unity between literature and
immanent morality, in which the process evolves “naturally without any
artificialness”. “In such experiences, every successive part flows freely, without
seam and without unfilled blanks, into what ensues. At the same time there is
no sacrifice of the self-identity of the parts” (Dewey, 1934, p. 37-38). Because
of the integrity of the two parts, Toegye’s aesthetic experience is different from
Dewey’s “an experience”, but indeed has the same characteristics of
the relationship between the “successive part” and “what ensues” (Ibid.) since
they undergo “naturally without any artificialness” (Toegye, 1988, p. 314,
Vol. 1V).

Conforming to the view aforesaid, Toegye stressed and valued the purity of
the first experience, i.e., the filtered and purified, and emphasized the effect of
the first experience flowing into and purifying the second. In a poetic review,
“In your poem, there are many good verse lines, but it’s a pity that they are
mingled with some unnecessary words and sentences which lower down
the overall poem quality. I wonder such shortage should not be existing since
you are quiet of temperament and honest of learning, maybe in your heart are
there many unnecessary weeds mingled which cannot be extirpated
timely?” (Toegye, 1997, p. 110, Vol. III) What Toegye commented here implied
different relationships between the two experiences: In a valuable sense, the
first experience, when it is “quiet of temperament and honest of learning”,
would freely and naturally flow into the second experience, then the second
experience would consist of natural and high-quality literary writing, and
finally this process forms one complete aesthetic experience. Contrarily, if
the first experience is not pure, with “unnecessary weeds mingled”, without
improvement inside, that is to say, there exist some “seam” and “unfilled
blanks” between the two experiences, as a result, the first experience could not
flow forward because of the obstacles, and in such case, we could not form
a complete aesthetic experience, even being inferior to common letter writing,
letting literary writing alone.

In the flow, whether the literature shows immanent quality or not lies in
emotion. In Toegye’s poetry criticism, emotion is a key word: “Poem writing,
even though a trivial skill, roots in emotion as essence” (Toegye, 1997, p. 206,
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Vol. II). “Poetry, as an art presented in wordings, should be out of emotion for
achieving the fulfilment of immanent quality and reasoning in it. The one who is
really gentle and sincere will naturally present upright and harmonious verses,
on the contrary the one who is flighty and fidgety will present flashy
compositions” (Toegye, 1988, p. 314, Vol. IV). That is to say, the poems written by
those who are rooted in loyal love and sincere integrity are generally far more
superior. In this case of emotion, the writing is the writer himself and poems
become much more significant since they are the visible forms of writers’ inward
world, even though poem writing is regarded as a trivial skill. It may seem that
Toegye’s poetry criticism takes emotion theory at its philosophic foundation.
He regarded emotion as a cementing force conforming to the literature and
immanent quality and reasoning. It unifies confined artistic verses with infinite
connotations and integrates different experiences into one aesthetic experience
in fulfilment. “Emotion is the moving and cementing force. It selects what is
congruous and dyes what is selected with its colour, thereby giving qualitative
unity to materials externally disparate and dissimilar. It thus provides unity
in and through the varied parts of an experience. When the unity is of the sort
already described, the experience has aesthetic character even though it is not,
dominantly, an aesthetic experience” (Dewey, 1934, p. 44). What Dewey says is
nearly close to Toegye’s thought here, but in Toegye’s unity with emotion as
a cementing force, the consecutive and fulfilled experience in two has
an aesthetic-dominated character or, it is an aesthetic experience at all.

In Confucianism, emotion is divided into an immanent one and an individual
one. In Toegye’s view, poetry and emotion are in constant dialogue: poetry roots
in immanent emotion in the sense of philosophy, and reacts to individual
emotion. However, individual emotion is always varied, positive or negative,
so emotion’s uprightness and its launching depend on spiritual access to
the clearness and rightness (in daily life and in literary writing), the heart
responds to external things and then reflects inward to improve our emotion.
“Poetry never misleads anything, but man always misleads himself / While
poetic taste and emotion cannot help rising.” On one hand, this poem of Toegye
called Singing Poem tells the effect of a negative motion and on the other hand,
it emphasizes the cementing role of positive emotion. “It’s totally wrong to look
down upon the literature, with which the heart may be set right” (Toegye, 1997,
p. 34, Vol. IV). The “heart” here indeed refers to individual emotion, just like his
poem Shinhae Early Spring IV: “Since versing may well wipe out melancholy /
I’d like to sing poems repeatedly.” Furthermore, the experiences of emotion and
poetry, as well as landscape in daily life, are unified and, “Poetry becomes
indispensable for whenever we encounter landscapes and emotion
rises” (Toegye, 1997, p. 103, Vol. IV). His poem Re-Rhyming after the Former Poem
II: “See floating dust, from window and in sunset / Sing poems and verse
frequently like wheel shift / Never laugh at literary writing as trivial / It would
convey those subtle in the heart to be visible and real in art” also echoes this
thought. In all, the so-called “heart”, “melancholy” and “subtle”, as well as
the daily life of “landscape”, “floating dust” (a metaphor) etc. are dyed with the
colour of upright emotion, thereby conjointly forming an aesthetic experience
in fulfilment.

53



2. A Natural and Free Aesthetic Flow between Literary Writing and Life

According to the records of Toegye’s speeches, “Toegye liked writing poems and
reading Tao Yuan-ming and Du Fu’s poems and loved Zhu Zi’s poems especially
in his later years. He wrote poems in an elegant and beautiful style in his early
years, later on in an unadorned style without any extravagance, returning to
a classical, honest, quiet and brief style of prose. It is thus evident that he who
has virtue must present good literary works, and a talented gentleman is not
a mere vessel [...] His poems are primitively simple, briefly and unadorned,
conformed to himself internally and externally” (Toegye, 1997, p. 20, 103,
Vol. IV). By inference, as corresponded to the unity between immanent quality
and literary style, reasoning search and literary writing aforesaid, the literary
writing style of Toegye may, as induced, be primitively simple, classical, elegant,
fresh, honest, brief, peaceful, quiet, easy, plain, ordinary, and unadorned without
extravagance (referred as plain and brief in this paper hereinafter).

Those categories alone have been regarded as important artistic characters and
aesthetic tastes in daily life. Since originating from nature, they are conformed
to natural essence, opposite to the factitious, artificial, unnatural, extravagant
etc. With such settings, they are applied to standards of arts and judgments on
people. Only when poems have such aesthetic characters, can they be highly
graded. Zhu Zi highly praised Tao Yuan-ming, and commented that his poems
“are peaceful and quiet, as from nature” (Li Jing-de, 1986, p. 3324). Successively,
Toegye highly praised Zhu and Tao’s poems, meanwhile commented his own
poems “are brief and nothing inside, so not well-liked” (Toegye, 1997, p. 103,
Vol. 1V). Against the modest linguistic description, it is indeed a high literary
skill that is difficult to reach, because it requires presenting meaningful and
long-lasting aesthetic tastes from a natural, plain, and amiable writing style.
Outwardly it seems easy, plain, and ordinary, but inwardly it is endless.

Those categories, in addition to evidently referring to an external style, are also
contained in the relationship between style and content and in the thought of
poetry, being in a mutual and equal status. “Down and out, not to know years
passed though / Get up to lofty tower again and sing poems while wandering /
Wipe extravagance out from poetry / Overlook the jade islet in river while
smiling without speaking.” In this poem Lofty-Stone Tower by Toegye, the so-
called “extravagance” refers to bursting, flourishing and prosperousness,
diverseness, material utility, restlessness, and flightiness etc. in daily life. So in
a contradictory sense, the verse leads to a quiet and indifferent mood, shown
both in style and content. For instance, a poem recording a travel in a famous
mountain, would describe inevitably the mountainous beauty, magnificence, and
singularity as the main content, but these characters are different, so the
description should be made at an opportune point to juxtapose these feelings.
Conversely, “Once one likes perplexing eloquence or paradox, or overstates by
sophistry, eventually he will be untamed and infatuated, fall into heresy and fail
to seek back his lost mind” (Toegye, 1997, p. 206-207, Vol. II). In Toegye’s view,
going beyond the limit is as bad as falling short, so are the mind and literary
writing.
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Firstly, the stylistic relationship between elegance and content, just as
between form and content, is also plain, easy, and equal when communicating
with each other. Toegye insisted that readers have no time to contemplate
when reading flowery and unconventional words, even though they are
attractive, encouraging, and exciting. It is tongue-tying to read uncommon and
awkward-sounding words, and those whose understanding is vague will
bewildered the reader more. Therefore, it is best to wipe out the odds, the
uncommon, the excessive and the vicious, in a word, just for plainness and
ordinariness. Secondly, the connotation itself shows in purity. Choe Geun-
deok, a Korean scholar, commented on Toegye’s poems from the stance of
purity, concluding that, since the Li (like reasoning), refined in perfectionism,
is a clear, bright and pure entity, so Toegye did his utmost to uphold it, which
shows his will to pursue purity. Thereby in poetry composition, “Toegye took
the water (sea, pool or river), moon, snow, sunshine, cloud, mirror etc. as
a recurring poetic metaphor, where most of these images symbolized
purity” (Choe Geun-deok, 1998, p. 76-77). The concept “purity” here refers to
Toegye’s devotional pursuit for pure philosophical, ethical and aesthetic
connotations in poetry — The categories such as simple, quiet, unadorned etc.
aforesaid are most likely equal to purity. In this sense, it can be generally and
alternatively called Sagehood, which is the superlative ideal personality
of Confucianism, including the sense of social responsibility, awareness of
national eventualities, rational spirit, broad mind, spiritual transcendence,
natural and free feelings. As in literature, it is contained and symbolized in
a plain and ordinary style. In another word, such style is an extension and
pursuit of the Sagehood, and additionally, the pursuit for purity of Sagehood
plays a decisive role, and the corresponding style is the embodiment of such
Sagehood and pursuit. This just evidences the unity between immanent quality
and literary style, but here it is a natural and free mutual flow between
the experience of literary style as form and the experience of Sagehood as
connotation.

The transcendence from the plainness and ordinariness of literary style to
a philosophical, ethical and aesthetic connotation which is pure, rich, and
profound, is just a kind of ‘shaping to Sagehood’ in Confucianism. On one
hand, the poetry will be rigid and too serious if there is only connotation
inside but no plain and ordinary style; on the other hand, it will be too simple
and vulgar if there is no connotation inside. This is an expression of the Neo-
Confucianist idea on the relation between artistic conception and Sagehood.
At first glance, Toegye’s poems are indifferent and empty, but meaningful after
a long time, as they “are ordinary but magnificent, deficient but filled, quiet
but active, because soundless and restless nature reasoning is laying in” (Choe
Geun-deok, 1998, p. 86). Such unifying attributes could also be depicted from
the angle of “harmony of man and nature”. “In deep spring, flowers cast
the colours of themselves on bamboos / In breeze, rain inclines into small
pools / In silence, spring fountain twitters / In a whisper, seemingly reciting
my poems.” This poem Mungyeong Kyeongwun Pavilion II by Toegye describes
the scenery and is also written in metaphors. The images including spring,
flower, bamboo, breeze, pool, mountain etc. are clear, plain, and ordinary, so is
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the literary style, so are my heart, my poem, and philosophical, ethical and
aesthetic connotation; the spring is singing poem, its voice is just the song,
vice versa; the spring is singing while telling the reasoning and aesthetics... All
those flow naturally and freely to each other to be complete in harmony
between man and nature.

In the same aforementioned ways, emotion plays a role in cementing force in
the flow. In Toegye’s aesthetics, poetry is sourced from the immanence which
is embodied from the heart as an integrating centre where all reasoning is
possessed. The heart, without material boundary, without interior and exterior,
exercises control over the immanence and everything where it is
comprehensive and universalised. Emotion keeps silence in the heart, and acts
when flowing out from it, “It is like water. Reservoir is the source of stream,
and stream is from reservoir. When emotion is in the heart, there leaves no
trace, like the reservoir; when it flows from heart, it is presented, like the
stream. They are both consisting of water, not different from
emotion” (Toegye, 1997, p. 41-42, Vol. IV). When emotion launches and flows
out, it responds to and dyes external things, in a dynamic status, becoming
an aesthetic feeling and thereby reaching the realm of plain and ordinary but
transcendental Sagehood. As for literature, “Whenever inspired by emotion,
one will compose poem for it” (Toegye, 1997, p. 383, Vol. II). Those thoughts
are also shown aesthetically in his poem Living in Seclusion and Singing Poems
in Four Seasons, “To see my emotion in garden flowers / And a beautiful world
in courtyard grasses.” The flowers and grasses are dyed with human emotion;
the emotion dyes not only the natural objects like flowers and grasses limited
in a small space, but also the universe and everything with its vibrancy, and
the limited transcends to the unlimited. Therefore, as the natural objects like
flowers and grasses in the gardens and courtyards become aestheticized, so do
the universe and everything.

So does daily life. The pure (plain and ordinary) should be adopted in daily life,
being equal to the unity between immanent quality and literary style,
as “conformed to himself internally and externally” (as aforementioned). It is
a kind of everyday literati aesthetic taste. Toegye believed that if the heart is
pure, the poetry will be pure, and so will be the landscape and life; if the
emotion is pure and plain, the body will be pure and relaxed, and consequently
so will daily life. This is the application or extension, in daily life, of his verse
aforesaid about wiping “extravagance out from poetry”. Daily life is just
aesthetic and ordinary life, when it is linked with literary writing with no
extravagance, it becomes plain and ordinary as well, and a complete aesthetic
experience in fulfilment is formed. “Poetic imagination flies around the
cosmos / Though awkward at making a living, aesthetic tastes long lasts.”
As indicated in this poem Re-rhyming after Kim Sun-geo’s Poem II by Toegye,
literary writing is not only harmonious with the world but also integrated into
daily life, no matter if one is poor or better off, man shall never lose his pure-
poetic interests and aesthetic tastes, aestheticizing the daily life. Toegye, on
his last day alive, had the potted wintersweet watered, since “getting naturally
real, pure and aesthetical in daily life when sitting at leisure by
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wintersweet” (Toegye’s poem Wintersweet Secluding at Lonely Mountain). Daily
life is just like the wintersweet because it is called “my brother” as a metaphor
of aesthetic taste in daily life. Furthermore, poetry is well-matched with daily
life. The “sitting” is a kind of common daily life and the “sitting at leisure” is
a kind of life aestheticizing. When the “sitting at leisure” is written into poetry,
the poem is alive and the life is poetic; with the association of poetry, daily life
of “sitting” becomes “leisure” and “real, pure and aesthetical” in beauty. In this
way, the daily life aestheticization is also a kind of Sagehood.

Conclusion

The reasoning, as supreme noumenon, is the source of every phenomenon, so
as in Toegye’s poetic aesthetics, the reasoning as noumenon and the poetry
and life as phenomena get unified without any seam, in which positive
emotion (being aesthetically clear, pure, and so on, no extravagance inside, like
in poetry as an instance) plays the role of a triggering and cementing force.
By the relationship between noumenon and phenomenon, Toegye put poetry
and life into the frame of man and nature, in which all factors and sections
flow naturally and freely to each other and unify as a circulating circle with the
cementing force of emotion. Those factors, sections and their opposites,
including essence vs. phenomenon, generality vs. particularity, content
vs. form, connotation vs. image, and arts vs. daily life, etc., were integrated into
“an experience” (a varied experience compared to Dewey) by Toegye, which is
one aesthetic experience in fulfilment consisting of selected and filtered
experiences without any seams or unfilled blanks. It is not a simple-mixed
paste, and in each branch experience “there is no sacrifice of the self-
identity” (Dewey). As compared, it may be called “an experience” of harmony
between man and nature.
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The Spectrum of Aesthetic Issues

in the Modern Development of t!
Joseon Literati Genre Gagok (J}%

Mikyung Park

To Korean people by the end of the 19th century who had previously enjoyed only traditional music
genres, the music introduced by the hands of the missionaries must have been very new and
unfamiliar. One hundred and a few decades since the meagre beginning of the meeting between
the two has now passed, Korea has transformed into a modernized society where all kinds of music are
performed and enjoyed, among which Western classical and popular music exist with considerable
weight. In the course of the development, there were constant exchanges between Korean traditional
music and Western music. Korean traditional music has been subject at one end to defensive
modification under the motto of transmission and at another end to aggressive destruction of some
core aspects of the tradition under the motto of re-creation. This phenomenon creates important
aesthetic issues in this study deals with the spectrum between the two ends drawn up by
the traditional vocal genre, gagok. | Keywords: Pungryu (J i), Sijo (IR ), Poetry Song (5% &),
Heterophony, Korean Cultural Treasure

1. Introduction

At the end of the 19th century, music introduced by Christian missionaries
must have been very new and unfamiliar to Koreans, who had until then
enjoyed only their own inherited music genres. More than one hundred years
on since the first encounter, Korea has transformed into a modernized society
in which all kinds of music are performed and enjoyed, but chief among them
are now Western classical and popular music genres.

More recently, Korean traditional music has been supported and protected by
the government against the influence of Western art and popular music genres.
It has been a subject of both, at one end, defensive modification under the
motto “transmission,” and at other, aggressive destruction of some core
elements of tradition under the motto “re-creation.” These contrasting
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phenomena have engendered various reactions by both artists and audiences,
and raised important aesthetic issues.

The fact that Joseon Dynasty (1392~1910)’s literati enjoyed the poetry song (&F
i) genre gagok until the early 20th century makes us wonder at the factors in
its current obsolescence. This paper tries to answer the question by examining
the status of its current existence. It also attempts to summarize its theoretical
heritage by examining its musical and aesthetical features. I will review
various contemporary performance reproductions and critically diagnose what
elements were kept and which were disposed of.

2. Hold Fast to Traditional Performance Styles or Pursue Modern
Audiences?

Hoping for Korean traditional music to be fully revitalized, Korean traditional
music has been supported through government policy. Currently, the
vitalization of gugak (& %% literally "National Music”) has become a noticeable
phenomenon in our society. However, this paper asked if the result is not
simply only quantitative? The number of concerts, performing groups,
broadcasting frequency, and percentage of Korean music materials in
textbooks etc. has increased, but what is happening to the music itself?

It seems that the performance culture of Korean traditional music has moved
only toward polarized ends, with little in between. On one side, the institution
of the cultural treasure system, which designates only one or two “treasures,”
and emphasizes preservation, has led to fossilization of the included genres.
At the same time, on the other side, gugak, as “national music” for the 21st
century, is expected to be newly created music for the future. As a result,
preserved traditional music has been antiquated and newly created music
remains obscure. Modern gagok performance practices also lie along
the spectrum from fossilized to be disqualified.

Gagok best exemplifies Korean music’s aesthetics, we have believed. It is
a genre with melody, rhythm, tempo, texture, form, structure, and
organization, all of which are unique. These elements are in harmony with
each other, accomplishing a particular musical totality of sound.

Gagok appears, however, very strange to modern Koreans familiar mainly with
Western or popular music. To them, the melody is too windy, the rhythm too
complex, the tempo too slow, and the texture and harmony either too simple
or aesthetically beyond one's comprehension. Such domestically “foreign”
qualities in all these elements often block an audience’s ability to perceive the
form and structure, and its aesthetics of the music.

The description and traditional scores are difficult to comprehend. Of the
various Korean traditional music genres, gagok is now the most avoided and
least understood genre by contemporary Koreans. It is ironic because the genre
has received the most serious academic attention from scholars. It has become
a highly researched area, producing significant results. Some of the fruitful
result of their research on the uniqueness of gagok will be shown below.
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3. Traditional Performance Styles of Gagok: its Identity and Uniqueness
3.1 What is the Poetry Song Genre, Gagok?

There is a long history of its creation, development, & ascendency, during
the Joseon (Yi) Dynasty (1392-1897). We have nearly 100 music manuscripts
and 150 song collections through which its history may be constructed.
Research has divided in two ways by scholars of music and literature,
the former the music, the latter the lyrics. Music scholars treat this as a music
piece; literature scholars approach it mainly as a poetry sijo (IFiH).

The singing poetry genre is difficult to deal with seriously because of its dual
identity. The final product of it is not to be read but to be heard. Its final
channel is the performance not the paper. While the aspect of the sound in the
genre is, a crucial element, it is often excluded from its due treatment. While
the division between music and lyrics seem clear, but certain tonal or rhythmic
prerequisite of the lyric poetry may belong to the realm of music. Recitation or
ballad in poetry genre, and rap or recitativo in music genre are actual fill-ins
between the artificially drawn differentiating areas of poetry versus song.
However, the dualistic genre identity must have not been easy to maintain,
finally settled into two divided disciplines. Pro and con debate on the division
appeared actively around in the early 20™ century. Gagok is currently viewed as
a music genre. Its basic text, earlier sijo, has transformed now as a literary
piece. Sijo became a representative Korean literature. On the other hand, gagok
is a rather a well-finished art, a musical masterpiece, considered as a cultural
treasure. The situation makes us wonder what its modern version look like.
Would modern sijo writer write a new piece with expectation ever to sing to
any of gagok’s song-type? Would any modern composer create any new song-
type, let alone a new performance set?

3.2 Performing Identity of Gagok: its Construction and Characteristics

Most of the song collections provided information on what kind of song-type (i
) is to be sung in order in a performance, and in addition to each song-type,
what sijo piece may be sung. The structure of a gagok as a full cycle
performance was gradually build up historically as new variant song-types
were added one by one dove-tailing to the original or existing song-types set.
Since no further accumulation took place at the end of the 19t century, and
there are three song-types set, proof materials of the original, which appeared
in the early 17t century's music score, the tradition shows its concrete flow of
300 years. Meanwhile in addition three performance versions (according to
singer’s identity) evolved, one each for male and female, and for male and
female in alternation. Eventually in result, about 66 variant song-types
developed to cover the three performance versions. During these times,
thousands of sijo poems were produced and collected with information to what
song-types they are made to sing to.

In the early Joseon Dynasty, gagok was thought to be the music to cultivate
moral culture based on the idea of Confucianism by the ruling class and
Confucian literati (Figure 1). By the middle of the dynasty, changes occurred so
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that the middle-class people joined into the gagok performance culture with
expressions mainly of their city life. Such change is clearly engrained as shown
in the structure of the full cycle of gagok performance. While in the beginning
and end the slow earlier song-types of a dignified and noble class dominate,
the middle is filled with fast ones with various atmosphere expressing the joys
and sorrows of middle class' life. The slow song takes about ten minutes, while
the faster songs in middle take about three to four minutes each.

Figure 1. Sin Yun-bok (no date) Sangchunyaheung. Gagok
Performance Scene in 18™ Century.

It depicts the scene of a banquet held at the patronage
of a noble family on a spring day when azaleas started to
bloom. By the red belt worn over the coat of arms,
the protagonists seems to be nobles with the class of the dang-
sang. Two gisaeng (% 4£) and three musicians were called for
the banquet.

The full-fledged scale of a gagok performance takes hours to perform without
a break. It became a full-day amusement. All the songs in the performance are
introduced by the names of the song-type, not by individual titles nor
the incipits of their sijo poems to which the music is set, although these may
seem sometimes used as a secondary title.

Performers of gagok songs are one or two vocalists, and six to eight
instrumentalists (Figure 2). In the stage, the vocalist(s) sit in centre front,
behind whom sitting instrumentalists in a line (Figure 3). The vocalist and
accompanying ensemble together! perform a constant flow of polyphony.
The ensemble play the same melody as the vocalist but provide spontaneous

There are four chordophones, three aerophones, and one membranophone: geomungo (zither
with frets), gayageum (zither with bridges), sepiri (oboe), daegeum (flute), haegeum (bowed
lute), yangeum (dulcimer), danso (flute) and janggu (hourglass drum).

MIKYUNG PARK The Spectrum of Aesthetic Issues in the Modern Development...



deviations idiomatic to each instrument. The interaction between
accompanying ensemble and voice create a rich heterophonic texture that is
characteristic of Korean traditional music. In addition to playing with vocal
melody, the ensemble undependably provides prelude (X & & before or after
of each song-type) and interlude (&R & between its 3'¢ and 4t part).

Gayageum Haegeum  Daegeum  Sepiri  Janggu Geomungo

Namchang gagaek Yeochang gagaek

(Male singer) (Female singer)

Figure 2. Typical Stage Scene of Gagok (7#Ki) Concert

Accompaning Instruments

o (zither with frets),

pasrglass. drum)

Figure 3. Layout of Accompanying Instruments

3.3 Tonality and Tone Management

The melody of gagok is based on two types of mode, ujo (JJ5) and gyemyeonjo (57
[E #8), and ujo is a pentatonic scale in Sol mode, gyemyeonjo a tri-tonic scale in
the La mode. Ujo expresses a magnificent and peaceful, whereas gyemyeonjo
the sadness or pleading mode. The modal structure of the full version of gagok
performance starts with an ujo at the first song-type, and in the middle, turns
into a gyemyeonjo, and again back to ujo and finally returns and end in
the gyemyeonjo song-types. The main notes of the scales are the tones that
the player articulates on while in singing the melody, the technique of
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controlling those tones between and around is a unique element in gagok.
It can be discussed within the broad framework of tone-management or
vocalization, and it is expressed as sigimsae (ffi & technics of fluid use of tones,
especially of various and delicate timbre).” Of particular, importance is
a specialized technique for the ensemble’s tone management, the methods of
variously trembling (yoseong #% & ‘vibrating sound,” teoseong ;& # ‘sliding
down sound,’ chuseong #£ & ‘pushing up sound,’ jeonseong 1 & ‘stamp sound’),
and particularly for singers the unwinding the vowels in vocalization.

3.4 Forms Individual Set up for Poetry and Song

The text of gagok is the poetry genre sijo with three lines of four feet (% #)
each. This three line/four feet form was not used with the musical treatment of
the sijo, interestingly. Instead, the first line of sijo was divided into two
separated musical phrases and second line became the third musical phrase.
The third line of sijo was not cut in half but oddly divided into first foot and
remaining three feet. From a poem with a similar length of three lines of four
feet each, five parts of long and short phrases (& %5 1) were conceived, and the
climax of the shortest passage was nailed in the fourth part, prepared by the
third part's dense accumulation and thus finalized in an amazing new poetic
structure for a musical treatment (Figure 4).

(&%) Poetic Form: 3 lines (1T): 3 lines with 4 foot each Syllable meter
#E: (0]HT) KFEML Mz (EIE)E. 3434
& Z2HA 0|2 R O|2Ct 4243
#E: ?2|= EjEYHY 52158 Stelt 3543
() Music Form: 5 parts (E): 5 parts of long and short phrases Syllable meter
13 (Ol3E) ATER, 34
2% MelT ENE)MOiEC 34
3% ZZHA 0|8 Bogi O|2C} 4243
4% 22|, 3
SE EfEEUY s1=8 Steat 543

Figure 4. Forms of Poetry and Song in Comparative Format of Taepyeongga (A F#%)

Transliteration of Taepyeongga

1st line: (I-ryeo-do) tae-pyeong-seong-dae jeo-ryeo-do (tae-pyeong-) seong-
dae ro-da.
2nd line: yo-ji-ir-weor i-yo sun-ji-geon-gon i-ro-da.
3rd line: u-ri-do tae-pyeong-seong-dae-ni nol-go-nol-yeo ha-no-ra.

Translation of Taepyeongga (National Gugak Center, 2018)

Here is the great peace of the age of the sages, and there, too, the age of the sages,
Yao's sun and moon, Shun's heaven and earth
We too live in the great peace of the age of the sages, so we will play, and play.
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Figure 5. Namnyeochang Gagok, Kyemyeonjo Taepyeongga ‘I-ryeo-
do’ (9:00).

Taepyeogga is the last song-type sung in every gagok performance
version and is the only male/female duet song-type. The song title is
often used as such but its official song-type is Isakdaeyeop, and its
mode is kyemyeonjo.

In the video subtitles, you can find information on singer, mode,
the title of the song-type and incipit of the sung poetry sijo in Korean-
style quotation marks (<...>). See (Namnyeochang Gagok, 2013).
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Figure 6. Notations of the Gagok with various musical symbols
Yeoneumpppyo GEEE) (Left) and Supabo (KIqE) (Right) (Sin, 2008,
p. 149).

The left is a notation that adds a symbol indicating the intonation,
pitch, length, and other musical expressions of the tune to the melodic
transcription of a vocal piece such as Yeoneumpyo. The right is a water
wave notation that expresses melodic progression. There were the two
types of music scores for the Joseon Dynasty's songs: in the 18t
century, "Supa-type" scores were mainly used, and in the 19t century,
"Yeoneum-pyo" scores were mainly used.
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Figure 7. Modern Music Score of Taepyeongga ‘I-
ryeo-do’ (First Page) (Hong, 1981, p. 78).

This notation is called ‘Jeongganbo’ (}: [ % Korean
Notation System Shaped like a Well, '#'). Main
element of its system is rhythm. Each square means
a beat, and since gagok’s rhythmic frame is 16-beat.
16 squares are laid and over some of which the
syllables of poetic text be expected to be filled
appropriately. The notation reads from top to
bottom and right to left. Top space gives the full text
of sijo (should be read from right to left). In the
space below, far right column gives information on
the piece: from the top on the mode and title the
song-type's, secondary title e.i. the sijo incipit and
its time length. The second column is the notation
for janggo, an hourgless drum, of its playing
techniques. From the next column, the song
notation begin and follow through, in addition to
main notes, various techniques for singing
manipulations are also inserted.

The Spectrum of Aesthetic Issues in the Modern Development...



3.5 Rhythmic System and Laying out the Text

The rhythmic aspect is highly complex. It is very difficult to follow since its
repetitive base is not typical 2 or 3 beats but 3, 3, 2. Most of the song-types in
the gagok genre are performed to a 16-beat rhythm cycle (jangdan £ %5) with
the typical grouping, 3, 3, 2, 3, 3, 2, which may appear odd to someone used to
Western music. Expressed as a fast tempo, the result would be syncopated with
many off beats and thus easy to perform. However, in a slow tempo it is very
difficult to sing. In the 16-beat cycle, the important percussion strokes occur
on the 1st, 4th, 7th, 9th, 12th, and 15th beats. Over this mysterious frame,
the syllables of the lyrics are laid mostly on the 1st, 2nd, 4th, 6th, 12th, 13th,
and 15th beats. For the fast kind of song-types usually found in the middle of
the cycle, such as Nong-Nak-Pyeon (57-%&-#f, lit. “Playing with, enjoying, and
remaking”), a 10-beat condensed rhythmic cycle has evolved.

1 || & 4 5 6 7 8 91011112113 |14|15] 16
@ 1 A 0 'l o
2 5
4 o)
A 3 = 4 W |2
o} R 2
¥ o] i K %)
2 2| 2 }
5 2 =
= 5
4 o) Y = RE
& = .
2]
dlalololo[elolo[lololo]e]alolo]wm

Figure 8. Taepyeongga’s Text Laying over Rhythmic Frame (Typical
grouping, 3, 3,2, 3,3, 2 in 16-beat rhythm cycle (£5)).

The types of information in the table is as follows. First line: beats in the
set of rhythmic cycle. Next line: percussive beats of janggo. Next block of
lines: steadfast notes on which text syllable laid. Last line: statistics of text
laying beats.

3.6 Aesthetics of Gagok Performance: From the Perspectives from
Modern Viewers versus Traditional conventions of the Its Performance
Culture

As discussed above, gagok is a genre with an outstanding musical style that is
unique in its melody, rhythm, form, texture, dynamic structure, etc. and the
resultant totality is nowhere else to be found in the world. In line with that
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substantial quality, gagok performance culture has cultivated appropriate
aesthetic concepts and developed a tradition that communicates between and
binds together both performers and appreciators. It is a monumental art work
taken 300 years to arrive at its final shape. Unfortnately none of the
characteristics of Western music and aesthetics are very helpful in the gagok’s
introduction. It is not a song cycle, not a variation, not a suite, not a sequence,
not a canon, not multi-movement, even though all of these terms appear in
descriptions of the music in dictionaries, etc.

Attempts to describe it tent to dwell on what it is not and thus feel unfair. It
goes mostly negative command of expression as below:

« Total seven to nine voices move and intermingle with one melody
» Not homophony with chord progression

» Not polyphony with imitation

» No change in texture in the middle of a song or a performance

* No use of repetition for stress or relief

e Meaning of the text not easily catchable by the breaking up the vowels in
singing.

» Foreign tone management, especially in vocalization and timbre
 Unplayable rhythmic frame of 332332,

« Not the triple or quadruple repeated rhythmic base

» Not a composition written by a composer

In spite of all that, I consider it the most beautiful genre among Korean
traditional music. Is it not a wondrous but archaic monument? However, for
these negative elements of “foreign-ness,” modern Koreans mostly
Westernized also do not understand the music.

Previous generation of these modern Koreans must have enjoyed grappling with
its aesthetical values. Since while gagok performance culture was gradually
grown and established, aesthetic discussions on gagok had also become core
contents in many song collections and manuscripts as critical activities related
to the performance.

Most of all there two important concepts, pungnyu (J& i, lit. ‘wind flow’) and
pungdo (& £, lit. one's appearance and attitude) were covered frequently. While
the concept of pungnyu had applied and discussed almost all over and around the
Korean culture, pungdo was specifically focused on gagok performance culture.
Pungnyu is “a native Korean ideology, embracing the foreign philosophies such
as Confucianism, Buddhism, and Taoism, that is East Asian Cultural base, had
become the profound duty for young to achieve, Hwarangdo, during the Silla
Period (BC 57 — AD 935). It further continued its tradition through the literati
ideology during the Joseon Dynasty. In his fifth chapter of “Aesthetic
Significance of Pungnyu Thought” Min ju-sik insists that the pungnyu is an equal
concept of East Asian aesthetics (B 32241 9] JAlJit) (Min, 1986, p. 18).
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In line with this basic quality, gagok was cultivated with appropriate aesthetic
concepts to stimulate the tradition. Many notable song collections had dealt
with the aesthetic affairs as Gajipungdo Hyeongyong (3 .2 & & J¥ 7 literally,
‘Adjective of song’s expression and meaning’). More specifically, pungdo of
each song of gagok was expressed in a condensed form of Chinese couplet of
four characters: it has metaphorically described the theme of a song, and its
musical atmosphere, and the dramatic emotional state or feeling of the singer.
The pungdo of the above dealt song-type Isakdaeyeop, considered as the
representative of gagok genre’s music style, was described in 19 century song
collection, Gagokweollyu (FI% ith Ji7 I/t Sourcebook of Gagok),? as follows: ‘7 B &
% ™Y IE J& 7% which can be loosely translated as “Confucius Message at Apricot
Rostrum, Rain is Soft and Wind is Harmonious” (Mun, 2004, p. 115).

Given the premise that the pungdo adjectives described songs individually as
well as their group in the songbook and were ultimately the result of a
performance enjoyed at this particular site and time, the performers and
viewers must have enjoyed on the spot the diversity and dynamics of gagok as
a cycle and its songs.

The composition of a gagok as a full cycle was historically formed as new
variant song-types were added one by one and woven into the original or
existing song-types. Since no further accumulation took place past the end of
the 19 century, and proof materials on the original's first existence were
dated as the early 17t century, the tradition showed a concrete flow of 300
years (Jang, 1975, p. 8). Eventually in result, 20 or more various song-types
were evolved to sing as a few performance cycles. During this time, thousands
of sijo poems were collected giving information on what types they are to sing.
The diversity of song-types gives a new base and taste while expanding the
aesthetic ground of sijo singing. Even though all new song-types were born
from one existing basis, new song-types added were original not only in new
lyrics, but in also such music elements as melody, rhythm, harmony, timber,
form and expression, etc.

Considering only the reality of such a thing, it is a work of art that is
recognized as a magnificent artificial tower that has grown over 300 years, or
well over 500 years considering the developmental stage (Kim 2005). It seems
unlikely it would have been enjoyed for so long with creative input
continuously if it were just a music or literary genre. It seems this history must
be based on the uniqueness of a convergent poetry/song genre. The gagok is
now defined by the perspective of an outsider with a negative identity no more
than one of the variations made by a composer. The gagok, central to scholarly
discussions in the past of nature and philosophy of life, is now likely to be
briefly introduced as just an art song category. It may now face light treatment
as an individual item on stage that has lost its original aura as an imposing
artistic tower of cultural history.

2 Gagokweollyu Ff # Ji i, Pak Hyo-gwan and An Min-yong ed. 1876 contains sijo collection of

856 pieces. Also included is <Gajipungdohyeogyong Sibojomok, Style characters of 15 song-
types> is included as a preface.
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4. Spectrum of Contemporary Performances of Gagok: From its Museum
Showcase to its Disintegration and Disqualification

There are varieties of common descriptions that critics and audiences have use to
describe gagok performance. Expressions such as slow, simplicity, luxurious,
elegance, beauty, esoteric, show that positive values toward gagok. These
frequently are seen along with phrases and ideas such as taste for the arts,
affection, scholarly, intangible heritage, etc. On the other hand, springing from
the opinion that gagok is weird, boring, and just not fun, there are some views
showing dislike or reluctance or even aggressiveness. Now in the modern
performance stage, gagok is commonly performed as one or a few individual
songs. As samples of contemporary response to such performances, the following
comments were reviews of audience who listened the various gagok concerts.

Gagok remains the most secretive genre in gugak. This is because the
expression or technique is so unique and extraordinary that only a few
viewers encounter it easily. [...] Anyway, overwhelmed by too aristocratic
a relaxation and posture, our ordinary viewers had to gaze at the stage
with the feeling of an empty vacuum without even breathing properly.
The feeling when the light was back on after the performance is like the
moment when patient who has just finished dialysis in bed sits back and
returns to everyday life again. (leeOwho, 2011)

Gagok is [...] a vocal genre. I introduce it here to show that such slow
music exists. Gagok [...] uses the saseol [&f &t song text] of a short length,
sijo and as you see, it proceeds long enough not to know how many times
you are going around your neighbourhood only to sing a few syllables.
(nolbiggold, 2013)

Reading such viewer’s comments on the performance, some will ask why gagok be
staged so rigidly and solemnly as to be seen as so far outdated. This performance
is a type of ‘fossilization.” The Joseon Dynasty ended around 1910 when Korea
became colonized by Japan. After the liberation from Japan in 1945, Korea
pursued Westernization without much longing for her past. In the course of time,
due to strong support by Korean government for Korean heritage, modern
Koreans are being asked to change their attitude to the traditional Korean music
as well. However, it can still be difficult to current audiences being presented with
the form of an antiquated and snobbish entity as something to enjoy.

T

No LongerG@:F lighB@PARK Minhee

The beautiful and mystically
but, unusual voice and lyfics
of PARK Minhee bring you

a new sense of GAGOK

Il » 4 o13/300

Figure 9. Park Min-hui, No Longer Gagok (2017) Four nights (3:00)
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At the other end of the spectrum from ‘fossilization’ is what we might call
‘disqualification.’ In fact, the word was derived from young gagok performer
Park Min-hui’s performance series, titled No Longer gagok, two concerts in the
series being, ‘Four Nights (2012),” and ‘Room 5 (2014).” She explained the series
as ‘disqualifying the statuses of gagok. Literally, it was the declaration
““I inherited gagok but it is now without any use facing paradoxical fate.” Lee
So-young wrote a critical essay about the 'Four Nights' concert,

No Longer Gagok: Four Nights is a story about the anxiety of a gagok
singer looking at it in the process of disappearing, yet hoping to live as
a singer [...] This is because although gagok has already lost its
'persona’ since the late 20™ century, even when its role is no longer
relevant, the original gagok is dried off and twisted in the back corner
still without taking off its mask. (Yi, 2014, p. 111)

Description of the performer Park Min-hui show her firm directional change.
Her activities are described as carrying out ‘multi-genre experiments,’
dismantling music as ‘an avant-guard, ‘interdisciplinary artist,” crossing over
the boundary of art and “moving forward to the aesthetic exploration
containing her own artistic desires.”

Figure 10. Tori Ensemble (2013) Isacdaeyeop % K3 Beodeureun (12:03).

This video is a performance of Isacdaeyeop, Beo-deur-eun, a recording of Tori
Ensemble, i.e. one singer, and geomungo, daegeum, janggo players. When
clicking on the video, there is a comment by the geomungo player while he
keeps talking with the singer about the first entry of Isakdaeyeop. As the
performance started soon no single element remained of the original identity
and setting of the song.

‘Beodeureun siridoego’ [The willow tree becomes threads].”
“kkoekkorineun bug-idoeeo,” [Nightingale becomes a loom shuttle]
“kusipsamchun chanaeneuni, nauisireum,”[For the ninety days of the
three spring months, weaving my sorrow] “nuguseo nogeum
bangchoreul,”[Who said the season of green shade and fragrant
grasses] “seunghwasira hadeungo.” [is better than the season of
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flowers]. It’s a love song. The singer will sing only the first phrase, to
“sirideogo, today.” “But then sometimes she goes further to ’kkoe-kko-
ri-neun’. O My! Did men of old times sing a love song so slowly?
Exhausted while over listening, those coming will stop and gone. It is
an extremely slow song. We tried making it with ‘our own colour.”®

She is saying that the ensemble will perform only one-sixth portion of the
original. This means that out of 3 lines of the sijo (that is 6 phrases), the singer
will sing only the first line and continue something new. After her comment,
she starts a lone geomungo melody over which is then joined by the singer
singing the word of three syllables Beo-deur-eun in extremely slow tempo, even
slower than the original. As the instrumentalists join to play, they do what
they please. None of them follows authentic melodic lines as expected. Over
pop-like constant rhythmic flow of the drum, and the arpeggio patterns of the
zither, extremely slow singing linger for a while. Finally the singer jumped into
bizarre sound, not onomatopoeic, but shouting all the way down to the end.

Have they done their best so that the audience might be free of the burden of
enduring the extremely slow movement of the original song, by putting in new
melodic and rhythmic fillers? Was ‘the song long enough to turn the
neighbourhood many times round’ ‘adjusted’ not to feel long at all by putting
in ‘all unaccustomed sound so that the audience may endure the song’? Would
the implication here be that the audience has no capacity, or perhaps no
patience to listen to such lengthy and slow unacquainted music? The full
length of the original piece was around 9 minutes, but their performance was
stretched further as covering the first line of text only. The performance
reminded us of Hwang Byeong-gi’s modern composition for gayageum (Korean
zither) Maze.*

Figure 11. Park Min-hui (2013) Kyemyeonjo Urak 74%% Barameun (The Wind
Is) (6:50)

3 The poetry text of this song is three line with 4 foot. The full versions is as follows.

4 A sharp, chilling and terrifyingly haunting gayageum piece with assisting vocals. Known for
its use in the psychological horror game White day (Hwang, 2012).
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Above video, Urak Barameun by Park Min-hui, is to celebrating, KBS Gugak
Grand Prize Award in 2012 Park Min-hui’s song sounded unusually plain and
indifferent, while players of haegeum, piri, and daegeum did not supply skillful
heterophonic melodies to the singer's but just doubling ones or not well
matched ones, so they were not blended with each other. Heterophonic
continuity was broken by the repetitive rhythmic short pattern of janggu and
accompanying arpeggio of 24-string gayageum, providing plain triple
subdivision of rhythmic cycle instead of 332 set. With such instrumentalists
and players’ low level of authenticity, it seemed there is no way for Park Min-
hui to reveal noticeably long expressive phrases and proper formal and
rhythmic structure, especially in dealing with the climax of the 4th part. Gugak
Grand Prize in 2012 seems to be given to a very unauthentic performance. The
ground for winning the prize was expressed as “She has narrowed the distance
between gagok performers and the public with various activities and attempts
by taking away the formality and applying a new color.”

The following clip is a record of a performance by the well-known Gagok
Ensemble Souljigi. The Eonyagi neujeo gani (As the Promise is Delayed) video,
was awarded the grand prize at the 2014 ‘21C Korean Music Project’. The group
consist of three female singers, instead of one as in the traditional group, and
three instrumentalists with a synthesizer, 24-string gayageum, and shengwhang
(mouth organ) featured. All three are harmonic instruments.

www.Bandicam.co.kr

Figure 12. Jeongga Ensemble Souljigi (2014) Gyemyeonjo Isacdaeyeop
Oeonyagi (As the Promise Delayed) (4:36).

Here, Isakdaeyeop as sung by three female singers certainly intends to create 3-
part sound. The most distinctive feature of the performance is its melodic
character, which not at all long and windy, but straightforward with clear skips.
The text has expanded to show clearly the message of the original. In some
poetic lines, one singer took a lead with the first phrase, and then all following
phrases were sung in harmony with the other singer. In other lines, following
phrases entered in a contrapuntal manner. They seemed to try to reset the
song by a compositional technique.

MIKYUNG PARK The Spectrum of Aesthetic Issues in the Modern Development...
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Original vocal excerpts seem randomly laid over the whole piece. The first
phrase of the poem keeps the original tempo and slow windy melody, but from
the second phrase on the song quickens and is clearly articulated as if it tried
to condense the gagok’s genre character into it. In addition, 16-beat structure
and heterophony are abandoned, and of the long melody of gagok’s unique
vocal style, only a trace is left.

The commentator of the award giving ceremony commented on the
performance as follows:

By creating a new song with sound or sigimsae (tone management)
used in gagok [...] they expected people to listen to traditional
melodies through a unique attempt at mixing tradition and creation.

Is this an attempt to fill the gap that does not ever seem to be filled between
the original/characteristic gagok style and that familiar to average modern
audience?

5. Conclusion

Through the discussion of various modern renditions of gagok, we have seen
how the style of gagok is broken and dismantled. In addition, we can clearly see
how the Western expression, its stylistic characteristics, performance and
compositional techniques, and modern and postmodern concepts were
mobilized and how Western and popular aesthetic thinking has spread and
permeated in modern Korean society. Perhaps the most critical phenomenon
under this change seem to be the concept of creating a “work,” which
obviously came from Western concepts of “composing” and "composer,” thus
would justify joining the esoteric flow of modern music of the West.

Now, some gagok performers receive new songs from composers that are far
from traditional gagok style. There come 'works' that are contrived and difficult
to perform, unfamiliar to audience, and hard to digest for performers and
viewers. There are even attempts to instigate declarative acts sending
messages, such as that the gagok genre is dead. Some performers on the other
hand either create the soft or simple style of Western classical or light music
with harmonic progression, or pop oriented texture with the multi-layered,
repetitive and driving rhythm.

When Korean gagok genre won an award as UNESCO World Heritage in 2010,
the National Center for Korean Traditional Performing Arts held a feast for five
days. All five days programs were free to audiences. Even though the occasion
was to celebrate the gagok’s newly earned identity, only a two-day program
was centering on the traditional gagok, and those were not even the complete
cycle of gagok performance, instead the number of gagok songs in each
program was only four. Who of our ancestors of 150 years ago would have been
satisfied when they are accustomed to listening to a whole set of 27 songs in
one event of gagok? The other programs in the feast included the royal
ancestral rites music, pansori and some new Korean compositions. In addition,
even the specific gagok items seemed selected in the program to assist the
audiences hearing in concert trading on the empathy of other arts, that is,

73



pictures, poetry reading, stories, commentary, etc. It is as if we are forgetting
that music has a value in itself just by listening to it.°

Now have we lost our ability to devote ourselves to and understand gagok on
its own? Perhaps it is very difficult to feel the beauty of gagok style from either
authentic or modern performances carried out while sitting in an audience,
gazing at a far off stage. Moreover, will dismantling something out from gagok
and filling anything instead with popular and familiar or disparate elements
ever be satisfactory? The audience who has never acquired a taste for the
traditional style and form cannot even enjoy or ‘disqualify’ the gagok.
Confronting the claim that the current song is important and thus old version
must inevitably disappear, we should make an effort to find a space in some
corner so that form can exist and be enjoyed as a unique and orthodox art
itself. Without its existence through live performances, it will disappear
immediately, as those performances end, and its digital records cannot replace
its existence.
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A Study of Korean Aesthetic
Consciousness in New-Media Art

Yeonsook Park

Korean Naturalism focuses on inner discipline by taking nature as a criterion. In this context, at the
core of Korean aesthetic consciousness are inner virtues beyond superficial beauty. It may be too
radical to apply Korean Naturalism to the current practice of new-media art. Nevertheless, some
contemporary artists who attempt to bring back Korean tradition from a new perspective experiment
with Korean Naturalism. In this study, I consider the method and concept those artists pursue
as evolved Naturalism with new media and a new zeitgeist. When a classic Korean painting transforms
into a moving image, it is possible to experience an inward immersion and contemplation through
the calm instilled in dynamism. In addition, through the installation art that intentionally composes
a blank space, visitors can viscerally experience the space and unconsciously fill it with their narratives.
The present-day artist’s task is to correctly interpret the message contained in the tradition, rather
than imitate the appearance of traditional art without the spirit. The artist should inculcate this
attitude to accomplish historical continuity, which is an essential element for experimenting with
conventional Korean artworks and aesthetic consciousness. | Keywords: Evolved Korean Naturalism,
New-Media Art, Calmness in Dynamism (B##), Historical Continuity, Natural Immersion

1. Introduction

This study focuses on Korean new-media art. The mid-20th-century saw
the rise of some pioneering Korean media artists, but the masses grew familiar
with this kind of artwork only after the advent of globalisation. As IT has
played a pivotal role in globalisation that expands from multicultural trends, it
is not easy to classify and assert genuine Korean identity by applying IT.
Similar to the emergence of localisation as a reaction to globalisation, several
new Korean media artists seek to find clues in the image text in traditional
Korean artworks. This study discusses the aesthetic consciousness of Korea by
investigating such new media artworks.

2. Evolved Naturalism

Generally, a nation’s aesthetic consciousness evolves in several ways
depending on the times. Regarding Korean aesthetic consciousness,
Naturalism is a principle that constitutes the uniqueness of Korean beauty
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in the arts and leaves a lasting impact. It has appeared as a form of expression
of the vitality of nature through music, literature, and performance. Further,
Naturalism is a philosophy that presupposes a deep understanding of nature
and the essence of being human. As a principle of aesthetic consciousness,
it aims for something greater than what constitutes human achievement.

Joosik Min argues that the character of Eastern art is fundamentally
dominated by Naturalism. However, ‘Naturalism’ has a distinguishing trait
from Western Naturalism, which is regarded as an intentional artistic attitude.
As Herbert Goddard suggests, Naturalism, in Western art history, is an artistic
principle that intends to capture fealty to nature by modelling artworks on
nature (Goddard, 1969, p. 416 in Min, 1992, p. 168). In Western aesthetics,
nature is nothing more than the source of inspiration for intentional art.
It refers to the lower-order beauty of fine art and stays within the realm of
potential intentionality (Min, 1992, p. 172).

‘Intentionality’ should be wholly ingrained into the artwork, so that it is
unnoticeable before the artwork. Well-planned artwork leads people before it
to contemplate its underlying intentionality. Naturalism may imply
an apparent unintentionality. It does not focus on natural appearance but
solely on the nature of objects. The Korean art historian, Whee-Jun Ahn
considers Naturalism to be an attachment to nature and a complete acceptance
of natural phenomena. The property of nature that Ahn discusses is a soft
harmony that does not collide with nature, and the artistic will pursuing it is
called Naturalism. Rather than implying a lack of technique, he considers
Naturalism as the simplicity that reflects Korean aesthetic consciousness that
transcends beyond technique (Ahn, p. 147, 1984).

Here, transcendence cannot be the amateur attitude of an artist but
an invisible technique that allows artworks to open toward spectators for
individual interpretation. Applying Naturalism to new-media art can be
a rough approach. But we must think about a kind of Naturalism that evolves
based on technology. Once, while explaining the objective of designing for IT,
which hides immense complexity behind a simple, seamless experience,
the former Apple executive and BeOS founder, Jean-Louis Gassée, said, “Simple
is hard. Easy is harder. Invisible is the hardest” (Farber, 2008). Simply put,
the experience of cutting-edge should be natural and without the noticeable
involvement of technology.

In terms of experiencing New-media Art, Naturalism has the potential to be
the invisible technology that allows for a quick and natural immersion into
artworks. Although Korean new-media art applies this evolving Naturalism,
the idea cannot be restricted to Korean artists. There certainly exist art pieces,
other than Korean, that exhibit similar characteristics. This similarity has
made it difficult for us to distinguish Korean aesthetic consciousness from
other artworks. I think historical continuity may give us the clue to figure it
out among the similarities.

As contemporary art exists at the juncture of hybridization and fragmentation,
it is difficult to appraise the eligibility of Korean aesthetic consciousness
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through traditional images only. By now, when it comes to Korean aesthetic
consciousness, it is indisputable that an artist must be qualified for historical
continuity with Korean tradition. In other words, if an artist follows or brings
ideas from one’s traditional realm, he or she should clearly recognise what the
ideas connote.

Furthermore, the artist of the piece should be conscious of historical
continuity at a certain level in their creative process. The artist practices
historical continuity with the pursuit to interpret the intentions of the original
artists’ by correctly grasping the underlying meaning rather than simply
transferring the images. When Korean artists attempt to apply some Korean
traditional paintings, they should be aware of the concept the paintings were
produced with and what meanings they imply. It is historical continuity that
can distinguish Korean aesthetic consciousness from the homogeneity of
several new-media artworks.

However, there remain the questions that how we can measure historical
continuity and its appropriate levels. It is superficial but easy to estimate with
iconographic symbols and images repeatedly found in Korean traditional
artworks to judge that the Korean aesthetic consciousness permeates a work of
art. Still, it is challenging to evaluate the decent level of historical continuity
to approve that an artist properly follows it. This problem can be somewhat
solved by relying on the artist's intention and claim that how profoundly the
artist recognises historical continuity.

3. Experience of Calmness in Dynamism (1)

A distinguishing trait of new-media art is the vividness and movement of
technology. New-media artist Lee-Nam Lee reproduces the images contained
in traditional paintings into modern Korean illustrations by editing the images
of classical Korean paintings, inserting, erasing, and combining others.
His works are transformed into dynamic and energetic artworks, using modern
technology on classic Korean art pieces.

Given his combination and technique, the image transcends time and space
flexibly and naturally. “Rather than parodying traditional works or implying
a critical attitude toward the cultural reality of the time, Lee-Nam Lee creates
a new story with a positive attitude. The core of his transformed vision lies on
the power of technology and movement” (Kim, 2013). The artist breathes life
into the potential movement of the images in classical Korean paintings
through his imagination which acts as the driving force. “Lee does not pursue
exaggerated changes and additions to the screen, but subtly reveals
the impression in a way that emphasizes his converted images or expands
the original artist’s intentions” (Kim, 2013). When he applies computer
technology to make the Korean traditional painting moving images, he
continues new story-telling as the images consecutively unfolded. Lee extends
the narrative from the original linear image.

The work New-Pak-Yeon Falls (Fig. 1) is a LED TV installation that runs for
3 minutes and 50seconds. In the painting of Pak-Yeon Falls (Fig. 2) by Seon
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Jung (1676-1759), a master of landscape painting, he exaggerated and
transformed the fall greater as 100metre high and 4metre wide compared to
a human figure. Jung added and changed to create a different view from actual
falls, revealing the majestic nature that humans cannot help but be in awe of.

(Fig. 1) New- Pak-Yeon Falls by Lee- Nam (Fig. 2) Pak-YeonFalls by
Lee, 2011 Seon Jung, 1750

He also attempted to express the sensation of the roaring sound of a waterfall
that hits the rocks and leads to an echo (Kim, 2020). Pak-Yeon Falls seems not
a painting for viewing but for listening as he visualized the sound of the
waterfall. Lee-Nam Lee reminds us of this idea when we stand in front of his
New-Pak-Yeon Falls with its roar of splashing water over the giant waterfall.

Lee improves classical texts with a modern perspective while at the same time
revealing poetic depictions and romantic brushstrokes through the insertion
of subtle image texts Lee composes an image of nature that does not exist
anywhere else. It is an attempt to approach the essence of the space full of
thoughts beyond the representation of reality.

Nature is a metaphor for the inexpressible and is ultimately encompassed by
the broader realm of ‘nothingness #.” However, in the East, ‘nothingness’ does
not mean there is nothing but symbolizes something infinitely large. The ‘ego’
trapped within one’s limits disappears, and something greater comes in and
fills it up (Kim, 2020, pp. 163-164).

When the fixed image gains movement, the viewer has an intuitive experience
through repetition. Entering the realm of the static mind from this dynamic
image is akin to the paradox of entering the flow of the active mind from a
static image. Dynamism /] connects the mental transition and calmness ## to
inward reflection.
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To explain ‘Self-forgetting nature experience’, Min claims unintentional
technique and thinking of an artwork as natural relates to natural experience
with which we forget ourselves (Min, 1992, p. 171). When humans are
overwhelmed by the magnificent nature, they forget themselves and immerse
themselves in the sight. An artificial environment that makes spectators
uneasy and awkward cannot lead people to immerse or self-forgetting.

(Fig. 3) ##hE) Bh## (Calmness in Dynamism,
Dynamism in Calmness) by Ye-Seung Lee, 2020

Media-art Jung-joong-dong(#® # ), Dong-joong-jung (] + ##) (Fig. 3), by Ye-
Seung Lee is the audience participation media facade. Lee composes the
‘objects’ that can be found in the traditional Korean coloured ink still-life
paintings on the screen. The stuffy, static, flat objects gradually change colour
and move three-dimensionally and vividly. By applying augmented reality (AR)
technology, people can interact with them without the fixed frame called outer
wall media. Lee tries to include the spirit of the East beyond simply borrowing
Korean patterns under the garb of ‘modern reinterpretation of tradition’.

Various objects within the 3D image fill the screen and float. As the screen
transitions from being three-dimensional and vivid to showing black-and-
white drawings, it is flattened again and flows down like a thin sheet of paper,
and is blacked out. This continuous scene appears to be an organic whole, and
the viewer is immersed in the changing image. Lee expects people to
experience the unity of the ego and the external world (¥ #&—#) as viewers
turn into participants (Lee, 2021). This experience, in my opinion, is
comparable to the ‘Self-forgetting nature experience’. Although, here, Lee
constructs nature using technology, spectators interact the same way as they
would with actual nature. This is the ultimate objective of modern technology
in terms of applying to media-art pursuing Korean Naturalism.

When applying innovative technology to art, in most cases, the producer plans
to evoke an arousing effect. This is because the physiological stimulus is what
sophisticated technology immediately delivers to human beings. Technology
has the characteristic of a rarity in nature. Since it is the first impression the
viewer registers, the process of appreciation may hover over the artwork’s
surface. Compared to artworks that use colourful and complex image texts for
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stimulus, media using traditional Korean paintings guide the viewer into
an emotional calmness beyond arousal. Traditional Korean ink painting is
a process involving discipline that nurtures the inner-self and impacts one’s
consciousness. Some media artworks remind us of this disciplined purpose and
provide time to think of the inner sphere beyond the works of art.

4. Blankness (2%%) as Fullness (ii#)

One of the differences between the composition of traditional Western and
Eastern paintings must be, obviously, blankness versus fullness. Previously,
blankness made the Western viewer view an art piece as unfinished or
insufficient. Fortunately, due to worldwide communication systems, today,
most people perceive it as being intentional. The blankness in Eastern art
plays the role of completing the whole by expressing difficult or even
impossible parts as nothingness. According to German art historian, Wilhelm
Worringer (1964), decoration-abstraction is mechanical, based on Raumscheu
or the horror of space. That is, intentional decorative patterns stem from the
horror of or hostility against the naturalness of plain ground. Western
audiences often pointed out that unfilled space occupies more expansive areas
than the images in Chinese paintings. In Chinese painting, there is a peculiar
artistic will opposite the ‘horror of space’. It is the artistic will that trends
toward harmonious recurrence of the earth. We can name it naturalizing
abstraction (Min, 1992, p. 173).

Joosik Min must have brought the property of Chinese painting to explain
Korean Naturalism because of the similarity of the composition, brush strokes,
the technics, and concepts. Under the Chinese effects on almost every area, the
nobles of the Jo-Sun Dynasty from the 17th to early 20th century were willing
to implement Chinese thinkers, Confucius and Mencius, etc. Despite this,
some scholars and nobles with pioneering spirits tried to establish Korean
aesthetic consciousness and its independent culture. So, there were two main
streams, one that accepted Chinese culture and the other that sought to pave
the way for the styles of the Jo-Sun Dynasty. In terms of using blankness in
Korean traditional paintings, the way of Chinese and Korean painting
compositions has considerable affinity but a slight difference exists.

(Fig. 4) There is No Place by Ki-bong Rhee, 2012
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The new media installation that effectively embodies the blank space is There
is No Place (Fig. 4) by Ki-Bong Rhee. He composed it to occupy an entire wall
of the exhibition hall. The silhouette of a giant weeping willow stands in
a vague and constant fog. The artist effectively visualized the sublime
impression of the morning mist, using lights and water vapour to create the
dreamy image of the early morning. The installation tries to narrow the gap
between pictorial representation and the three-dimensional experience by
connecting them and realizing the atmosphere of traditional ink painting.

Compared to the picture, Rhee emphasized the sense of the depth of the
installation space through the material property of water, which changes the
image by obscuring the original appearance of an object or existence and
approaches the transcendent realm. In the installation comprising a black
silhouette of a willow tree within a space enclosed by glass, Rhee set the tree
in a way that gradually changes direction. ‘Ki-Bong Rhee is concerned with the
fundamentally delicate balance between an eternal moment and a fleeting
moment, while his poetic installation evokes a rare balance of sensuality and
contemplative distance’ (Kim, 2014). Although it is composed of materials, the
subtlety of the blank space created by the fog appears to be a dream-like
reproduction. The unfamiliar slowness and picturesque space lead the viewers
to reach their inner realm through contemplation.

In front of the artwork, we experience blank space as being full of insight and
empathy. We can see that the expression of blankness in contemporary art is
used as an imaginary space that allows for audience participation. The fictional
space of audience participation is not to interpret and understand the work as
the artist intended but to interpret and understand the space of the work using
their individual imagination. Therefore, the blank space is freely interpreted
and understood from the standpoint of the viewer.

The viewer, therefore, becomes an active participant in the artistic process
who interprets the work by adding various information to the blank space by
means of imagination, rather than passively appreciating the information
appearing in the artwork (Oh, 2004, p. 20).

Active appreciation does not end with simply perceiving what we see but
involves returning it to the cognitive system. In other words, the primary
purpose of active appreciation is to expand a given image, and this is the
infinite power of imagination as implied by the blank space.

The Seoul Media Art Project selected Pivotal Tree, a media artwork (Fig. 5) by
Pivotal Lab, to express the beauty of Korean tradition in media art. The Seoul
Foundation for Arts and Culture held a public contest under the goal of
‘modern reinterpretation of tradition’, where Pivotal Tree was awarded.
The members of Pivotal Lab reinterpreted it as a symbol of a wish for well-
being and peace in a modern society that is chaotic and unstable.

The video represents a virtual object but adds a sense of reality by reflecting
the building and the environment around its exhibition place as the ground for
the artwork. Its charming trait is the vivid change of image in the Pivotal tree,
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with the seasons and the weather, and its overwhelming size on the exterior
wall. In addition, as the media facade is real-time online art, the citizens can
hang their wishes on the pivotal tree on the screen. One of the Korean folk
cultures is hanging wishes on the Pivotal Tree, which was regarded as a square
in the past. The artist group brought it to the Koreans living in a technology-
oriented society. With this, viewers turn into participants and produce image
texts together. In this video, the participants keep filling the blanks with their
stories, and the images change perpetually; it is never completed but only
progresses. The tree stands in the middle of the majestic screen, and as its
background changes to black, messages from all over Korea keep expanding,
much like growing leaves. As ideas from the public fill the blank with Hangul,
Korean, the black-coloured blank extends.

(Fig. 5) Pivotal Tree by Pivotal Lab, 2020

The magic of the blank space lies in its capacity to enlarge the screen
through the viewer’s imagination, and this space is what artists need to
free their imagination and play in the infinite space of the universe.
In other words, the blank space is not simply a space of emptiness but
a space that accommodates the perception of the viewer. In this way,
the audience journey from the surface to the depths of thinking, thereby
completing the blank with each one’s thoughts and deepening the topic so
that the so-called ‘emptiness (2%)’ can transcend the ‘fullness (i) .

It surpasses representation and reaches the essence. The blank in Eastern
ink painting is now established in real space as installation art and new
media, so the audience is not fixed in one frame but freely wanders in
the space (Zang, Lee, 2017, p. 125). The blank space stimulates our
imagination by transcending the layers of thought, and the audience can
reach the stage of thinking that raises the level of life while quietly
meditating on it (Park, 2019, p. 235). It seems possible for us to experience
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the contemplation and insight while being immersed in new-media works.
It cannot be claimed that such contemporary media arts stem from the
concept of Eastern Naturalism. Though, if the media artists attempt to
bring back Korean tradition from a new perspective of experiment with
Korean Naturalism, I consider the method and concept those artists pursue
as evolved Naturalism with new media and a new zeitgeist.

5. Conclusion

What appreciation of art provides is not only a sensory and intuitive
experience but an insight for a deeper level of awareness. By obtaining
a balanced one, people can encounter harmonious practice, and it offers the
audience a vivid combination of experiences. For the analysis of organic
experiences, under the possibility of Eastern Naturalism, this study examined
the expansion of the original meaning and the appreciation when the artist
constructs the images of traditional Korean paintings in a physical
environment and when fixed images are imbued with movement.

In the past, the blank used as an essential factor in spatial construction
in Eastern paintings has played a significant role in organizing the entire
screen into one general nature by combining individual tendencies to
establish relationships between objects. When this traditional blank adds
vitality to the current technology, the blank conveys a three-dimensional and
vital depth. The space in contemporary art is not a single point in time.
The blank proposed from various points of view is a substantial but
unrealistic spatial experience. The blanks in Eastern classical works also
allow the audience to experience the process of imagination and meditation.
Still, an environment presented explicitly in the physical environment can
allow for a more vivid experience.

In the combination of constant repetition, emptying, and slowness,
the viewer experiences the beauty of Dong-Joong-Jung, calmness in
dynamism. Rather than being fixed and silent, the blank space of silence in
reverse vitality helps direct our attention back to the external world.
Moreover, it allows us to taste a moment of encountering ourselves during
deep silence. Thus, we will enter a ‘self-forgotten state’ between meditation
and imagination through the familiarity of the context of our tradition, not
a vague encounter with the unfamiliar spectacle poured out by innovative
technology. There should be thorough understanding and precedent research
if the artist highlights the lesson contained within superficial images to
restore vitality to traditional Korean images.

In respect of New-media Art, technology lets an artist imitate and produce
the awe, calmness, and dynamism of nature. Thus, it is possible to regard
that evolved Naturalism is to employ contemporary technologies that lead
the artworks to balance and blend with nature without any seams between
artworks and the technology. In front of the effect of the blank space
composed high-tech, the viewer may be able to read the artist’s message and
use imagination to fill the blank beyond the stimulus of the technology.
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Another nature constructed by current technology will be naturalism as
an alternative to keep pace with the changing times.
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Korean Aesthetic Consciousness
and Colour Preference in Clothing
Style

Nakyung Shin

This study examines the Korean aesthetic consciousness of colour by focusing on the preference
for white in clothing culture. A nation’s symbolic use of certain colours develops over time
as a tradition representing the national sentiment and philosophy of life. In this way, traditional
colours not only influence the senses but also evoke ideas about a country’s social customs.
For example, white clothes without bleaching, artificial processing, or fancy patterns have a simple and
pure beauty. This paper discusses the Korean partiality toward such clothing as representative of the
spiritual virtues of purity and holiness. A comparison is drawn with China and Japan, where traditional
clothes feature other colours despite some shared concepts across the cultures, such as yin-yang and
the five elements. | Keywords: Korean Aesthetic Consciousness, Colour Preference, Clothing Style, the Yin-
Yang (¥2/55), the Five Elements (1ifTf)

1. Introduction

In today’s global age, it is not easy to identify the collective sensibilities of
the Korean public. Throughout the nation’s thousands of years of history and
contemporary culture, contradictory or conflicting characteristics have
emerged. Nevertheless, by paying attention to trends, we may be able to draw
an overview of Korean aesthetic preferences to some extent. This paper
examines the Korean taste in colour, focusing on clothing culture.

Cultural preferences for colour are an important topic in examining Korean
aesthetics. In any country, the symbolic use of colour develops over time as
a tradition representing the national customs and philosophy of life. Thus,
the choice of colour in clothing style holds cultural meaning beyond visual
aesthetics. For this reason, the cultural and historical implications of colour
are multi-layered. For example, purple is considered a noble colour in many
countries, but in Brazil and India it represents sadness. Especially in Brazil,
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purple and yellow are very unlucky colours. Then, green is a symbol of peace
and youth in many countries, but in the eastern United States, green awnings
represent a funeral service (Park, 2012, p. 54). Since ancient times, Koreans’
preference for white has been much discussed, to the extent that Koreans have
been called Baekuiminjok, or the “white-clad race” (H 7% £ /%) because of their
traditional white clothes.

To understand Korean colour preferences, it is helpful to compare the situation
with neighbouring countries that share some elements of culture, namely,
China and Japan. The three countries are geographically close, and they share
histories of Confucianism and Chinese character culture. Yet despite such
similarities, they have very different national cultures, including the use of
colour for clothes. In this study of the Korean taste in colour as seen in
clothing culture, we discuss the trend of wearing white as culturally
representative of virtues such as purity and holiness in comparison with
clothing styles found in China and Japan.

2. Obangsack (Five Colours) and Korean Culture

Koreans have long believed that one’s life will be happy and the country prosperous
by following the principles of yin-yang and the five elements, and all ceremonies at
the centre of Korean life are carried out according to such principles. In this
context, colour has a symbolic meaning and ideological significance.

The yin-yang and five elements (§% [ 71 17 &) were developed around the
1st century B.C. in the Pre-Han period of China and prevailed in ancient China
(Late Han). As its name suggests, the theory combines the concepts of yin-yang (F2f%
#m) and the five elements (7L 1T &), where the yin-yang ideology explains the
creation and development of all things based on the confrontation and
interdependence of two opposite qualities, yin and yang, the basis of all existence
in the world and the five elements theory sees all things in the world as Golden,
Wood, Water, Fire or Earth (5, K, 7K, K, 1).

The yin-yang and five elements were developed and inherited to exemplify
a universal concept for recognizing nature and objects; it had a substantial
influence on Korean thinking and cultural emotions, such as those involved in
social systems and customs. Therefore, the Yin-Yang Five Events Awards have a
crucial position at the centre of Korean traditional culture and are unconsciously
internalized into the Korean system of perception.

Obangsaek is the Korean colour system that expresses the yin-yang and five
elements. First, the East is the place where the sun rises, where there are many
trees and it is always blue. Here blue signifies spring and a cheerful place of birth.
Second, as there is a lot of iron in the West, white (i.e. the colour of iron)
symbolises this direction as well as autumn. Third, in the South, the sun is always
strong, so it is red. Here, everything is lush, so it is a place full of yang, or summer.
Fourth, the North is considered to have water because there is a deep valley. It is
symbolised by black, which also denotes winter. Lastly, the centre is the centre of
the earth. As it is considered to be the closest to the sun, so it is expressed as
yellow, which also symbolises light (Fig. 1).
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Fig. 1. Obangsaek (five elements) Fig. 2. Nokuihongsang
RRIRHL 2

Fig. 3. Jogakbo

Typical examples of the five colours used in a magical sense in everyday life
are wearing a saekdong jeogori (rainbow-striped top) on stones or holidays to
prevent bad energy and praying for longevity with a magical colour ritual.
For saekdong clothes, pink and green were used instead of black to symbolize
yin(=shade), and various colours of yellow, red, blue, yellow, white, pink, and
green were used. Also, brides customarily wear a green jeogori and red skirt
(#k £< %I %, Nokuihongsang) (Fig. 2) with the same meaning. To drive away evil
spirits, brides may apply gonji (the red spot on a bride’s brow) at the wedding
ceremony. Other examples are building a house with reddish ocher, painting
a red amulet on New Year’s, painting dancheong (traditional multicoloured
paintwork on wooden buildings) in palaces and temples, making crafts such as
jogakbo (patchwork) (Fig. 3), and the construction of Goguryeo’s tomb murals.
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The yin-yang and five elements explain Korean colour symbolism, and in this
respect, it should be noted that the sense of colour is ideological. However,
given that Korea, China, and Japan have developed different formative arts and
cultural life, even if they are influenced by the same concepts of yin-yang and
the five elements, it can be seen that the colour symbols of Korea are also more
closely related to national emotions. Then, let us consider what colour Koreans
prefer the most.

3. White Clothes

Although there are individual differences in preference, of course, in the case of
China, it has been noted that red has been preferred since ancient times, and
according to a research study conducted by Net Mile Research! in Japan in
November 2011, even in modern times, Chinese people prefer red over other
colours. Traditionally in China, red is associated with celebration or joy as well as
good luck and wealth, as it generally represents the vigour of spirits or things,
such as passion or vigour. Red is also thought to bring good luck and wealth.
For this reason, red damask decorations and gifts wrapped in red are given to
each house to the extent that it is said the whole area is dyed red on New Year’s
Day. Specifically in contemporary times, red is used in the logo of the Beijing
Olympics and for the Shanghai Expo China Pavilion. Of note is that, in China,
white has a very negative image as it is traditionally associated with death or bad
luck. Even now, there is a tendency to avoid white in gift wrapping paper and gift
envelopes.

Meanwhile, Japan has developed a variety of colours from an early age, causing
the sensation of Japonism in Europe. Unlike in China and Korea, however, there is
no known colour that is prominently preferred in the culture. For clothing, blue
was the colour of the common people in the Edo period. This is because when the
Luxury Ban Ordinance was implemented in the Edo period, dark blue and various
other blue dyes were inexpensive, so they were not regulated by the luxury ban.
Also, blue was recommended because of its excellent fastness and practicality,
and thus it was a colour favoured by ordinary people and warriors. In particular,
the kimono of colour dyed with indigo (% %% was said to have a colour that
prevented pests and kept poisons away from the body, and it was used as
a blanket for travellers. In the same period, a noren of indigo colour was hung
at the boundary separating the inside and outside of the house, meant to prevent
evil-causing diseases and the invasion of demons (Kobayashi, 2000, p. 15).

In contrast to China and Japan, Korea has a long-held preference for white
clothes. Percival Lowell, who made Korea known to the West as the “Land of the
Morning Calm,” provides the following description in his book Chosun: The Land
of the Morning Calm: A Sketch of Korea (2010, p. 83):

Seoul is the most gloomy city I have ever seen, except for one thing.
The one exception is the white clothes that people wear [...] A white
robe with a bluish aura from a distance certainly brightens the street.

Net Mile, which conducts online research ,was established in November 2000 as a subsidiary
of Mitsui & Co., Ltd. The common point programme "Net Mile" on the Internet was started in
April 2001, and currently has about 630 member sites and about 2.55 million members.
This number makes it one of the largest point programme services on the Internet.
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Also, Asson Grepst noted, “Coreas generally dress warmly regardless of the
season. They wear a single layer of white, including vests, outerwear, and
overcoats, layer by layer” (Grepst, 2005, p. 124). (Fig. 4).

During the Imjin War, Japanese soldiers disguised themselves in white clothes
to confuse the Ming Dynasty soldiers. The following is what Jang Un-ik
reported to Seonjo, the King of Korea at the time:

A Chinese soldier who had just returned from the battlefield in Jiksan
said, “Unexpectedly, between Cheonan and Jiksan, the Japanese
soldiers all dressed in white and covered the fields, so the Chinese
soldiers thought they were Koreans at first and didn’t attack. But
suddenly, the Japanese enemy fired their cannons first, so the Chinese
soldiers ran out at once and killed each other, fighting for a long time.”

There have been many different theories about why Koreans adore white or
jade colour. Among them are four main theories: 1) the prevalent beliefs of
an importance of character and moral of Confucianism during the Joseon
Dynasty, as well as an avoidance of colour, 2) wearing white mourning clothes
for a long time, 3) dyes were not developed, and 4) idolisation of white colour.

Fig. 4. Slash burn farms of Jeju Island, by Chijun
Minmurayama, during the Japanese Occupation

In fact, Confucianism, which dominated the spiritual domain and lifestyle
during the Joseon Dynasty, taught Koreans to keep away from human emotions
and instead value character, formality, and morals. As a result, even the palace
could not be painted in splendid colours and was built with minimal
decorations. Also, there were many restrictions on clothing colours based on
class, so many commoners simply wore white. Confucianism further required
people to wear mourning clothes, which were white, for an extended time.
Colour culture could not be developed actively during the Joseon Dynasty due
to this background.

However, this is not enough to explain why Koreans have held on to white
clothes for so long. If anything, white clothes require much more labour to
keep them clean, in comparison to dyed clothes. The record says that even
government officials, who could have easily bought luxurious clothes of
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different colours, preferred white clothes. If they really wanted to, they could
have made natural dyes just like nowadays with modernised hanboks (Koran
traditional clothes). So, it is probably more accurate to say that they simply did
not prefer coloured clothes rather than to assume that colour dyes were not
developed. Moreover, the fact that government officials have tried changing
their “white clothes” to a different colour in the past and have failed solidifies
the argument.

For example, in the 39th year of King Seonjo’s reign (1606) in the Joseon
Dynasty, there was a proposal to change the white clothes worn by Korean
envoys dispatched to Japan to a Chinese style. In addition, during the reign of
King Hyeonjong, people were formally banned from wearing white clothes, but
the ban was not implemented due to the people’s longstanding habits and
preference for white clothes (Song, 2010, p. 157).

Confirmation of Koreans’ national preference for white clothes also appeared
during the Japanese colonial period. The Manners and Customs of Koreans
compiled by the Japanese Government-General of Korea says, “Koreans seem
to like white clothes enough to call themselves white-clothed people” (J.G.K,
1937, p. 33). The Japanese Government-General of Korea demanded that
Koreans wear black instead of white because white clothes symbolise Korean
nationality, become dirty easily, and need to be washed frequently. To enforce
this, on market days, Japanese officials sprayed paint on people who wore
white at the market or banned them from entering. In addition, as a tough
measure, they did not stop at spraying paint, but also banned people wearing
white clothes from entering government offices or excluded them from jobs as
field workers (Koh, 2001, p. 121). According to Cho Hee-jin’s Seonbi (Scholar)
and Piercing (Cho, 2003, pp. 127-129), the Japanese forbade Koreans from
wearing white robes for two reasons. One was that the white coat symbolised
the spirit of Korean resistance, so it was judged as a code for unity. The other
reason was to convert the labour force of women who washed white clothes
into social production activities for modernisation.

However, we can tell that the white clothes culture did not disappear easily by
looking at a photograph of the March 1st Movement, in which everyone is
wearing white during the Japanese colonial era. The anecdotes above illustrate
that Koreans held on to white clothes by their own will, not someone else’s.

Moreover, Koreans love for white is not limited to clothing preference. For
instance, Korean customs include sharing baekseolgi (steamed white rice cake)
with neighbours on a baby’s 21st day of life or 100th day of life and eating
white noodles on a wedding day, where white represents the sacredness of
birth and a bright future. Also, even though many coloured ceramic methods,
such as Goryeo celadon and Inlaid technique, were developed early, white
porcelain was the most loved by both royals and commoners in Joseon. White
was favoured for women’s clothing as well as beoseon, (traditional Korean
socks), and even Koreans’ favourite alcoholic drink was makgeolli (white rice
wine).
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4. Sosaek (Zfi) and Gyeol (2)

Why do Koreans love white so much? The egret, which appears frequently in
Korean literature, is known for its white feathers and elegance, in contrast to
the black crow. The egret is used as a metaphor for a person who is clean and
noble, while the crow represents a person who is dirty, disgraceful, and low.
Therefore, the white egret symbolises a man of virtue. Furthermore, Koreans
value integrity, innocence, contentedness, and honest poverty — virtues that
are part of the spirit of seonbi, a noble man. The common characteristics of
these virtues are purity and innocence, and the fact that the spirit of seonbi
found pure and innocence as noble probably affected Korea’s high government
officials’ baekeuihosang (FH &K 4f ), preference for white clothing). Therefore, it
seems that the white colour preference originated from a willingness to limit
decorations and artifice and move toward the spiritual values of nobility and
goodness, even as white symbolised cleanliness and sacredness in ancient
East.

White includes various shades. In the case of fabrics, white may be obtained by
bleaching, or it may be the fabric’s sosaek (5 £f, original colour). In the past,
Koreans used various bleaching methods to make original white fabrics even
whiter. They preferred wearing a snow-white coloured clothes, sometimes
described as “white as jade.” (This phrase likely originated from the common
characteristics of white and jade, which are clearness and pureness. Therefore,
white was valued and idolised for its pureness.)

The Korean method of bleaching consisted of boiling and beating the fabric
numerous times to make it whiter. Furthermore, there was a manufacturing
process called pussae that involved starching fabrics and mending the strands.
pussae was effective at stabilising the fabric form with starch and it making the
fabric appear whiter because of the light reflecting off the white starch.
After the pussae process was complete, the fabric was made smooth and glossy
through dadeumijil, a pounding process. Dadeumijil was an important task for
women during the Joseon Dynasty because it created a luxurious gloss to the
fabric, as if a light were beaming from the inside, and emphasised the elegant
texture of the fabric. Clothes made with the pussae process looked very neat,
tidy, and crisp and did not sag or cling to one’s body.

In Korean dress aesthetics, the beauty of pussae is called tae (B€), and it is
a beauty that harmonises with Korean manners. Wearing such clothing gives
one the appearance of being clean and elegant. Tae which makes men look
charismatic and strong while women look disciplined and elegant (Kim, 2009,
p. 91).

According to the yin-yang and five elements, blue and white, and red and white
are incompatible. However, Koreans’ preference for white is also partially based
on Taoist shamanism, which shows a strong preference for white in the
application of primary colours, with a combination of white and blue, and
white and red, which can be called the five colour applications.
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Fig. 5. Hyewon, Yeondapcheong (4E/) #57%)

In addition, evidence of white colour preferences is found in the genre
paintings of Kim Hong-do and Shin Yoon-bok of the late Joseon Dynasty.
In Hye-won’s paintings, more than half of all clothes are white. White is the
most frequently seen colour for men’s clothing, and white and blue are
the most common for women’s clothing (see Fig. 5).

Moreover, white is used in dongjeong (a thin white cloth-covered paper collar
for Korean traditional clothes) or geodeulji (a thin layer of fabric attached to
the sleeves of Korean traditional clothes) to create a pure and clean look
through a similar or contrast effect.

Hanbok (Korean traditional clothes) are modest and simple in comparison to
the Mandarin gown, which is decorated with wvarious patterns, and
the Japanese kimono, which is modern and uses gansaek (& &, a combination
of five cardinal colours) (see Figs. 6-8). Of course, in the case of court costumes
or ceremonial clothes such as hwarot (bridal wear) and jeokui (a red coloured
clothing), the wearer’s status and dignity were emphasised by decorating
the entire outfit, but everyday clothing was relatively simple and modest with
minimal decoration.

The important part of hanbok was its texture, called gyeol, which means
something that has been sharpened and shaped over a long period of time, also
seen in words like soom-gyeol (breath), namoot-gyeol (wood), mool-gyeol
(water), meorit-gyeol (hair), dol-gyeol (stone), baram-gyeol (wind), kum-gyeol
(dream) and bidan-gyeol (silk) (Cho, 2004, p. 612).
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Fig. 6. China’s Mandarin Fig. 7. Japan’s kimono
gown (qi-pao dress), 19¢c.

Fig. 8. Traditional hanbok by
Lee Young-hee

5. Conclusion

As noted previously, in Korea, the use of colour has undergone development
through a natural philosophy involving Yin and Yang events. The use of these
colours had a crucial influence on various forms in Korean life even in modern
times.

The use of five colours is inherited in traditional costumes, such
as saaekdongjeogori, and in food, other clothing, crafts, and the decoration of
buildings prepared at events, such as events, weddings, and New Year’s
celebrations. Further, modern Koreans may have inherited these customary
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traditions without knowing the customary use of colours and their ideological
correlation in detail. However, if the period of unconscious inheritance of
traditional customs is long and if you use a certain type and colour in your life,
this tends to influence the identity of the people.

Of course, white clothes that have traditionally been favoured by Koreans will
not have the same strong charm or ideological meaning as before for modern
Koreans. In contrast to the past, modern people can have various options for
numerous colours when living in the global era. Nevertheless, some recent
studies on the preference of modern Koreans still show that young Koreans
tend to prefer white and achromatic colours. For example, as per a study on
purchase preferences in fashionable Korean markets over the three-year period
during 2005-2007, the most preferred colour by far during the spring and
summer was white, whereas dark achromatic colours were generally preferred
in autumn and winter (Ryu, 2008, pp. 66—67).

Furthermore, Jung Ji Won’s investigation also finds that Koreans’ preference
for white is higher in spring and summer (Jung, 2013, pp. 39-40).

These research results have limitations, in that the timing and space are
limited but the colours and characteristics of traditional clothing have a partial
influence on modern fashion, and collective thinking on ethnically embedded
clothing still appears in modern times. Therefore, the ideology of traditional
color will continue to have a significant effect on the national identity long
into the future. Subsequently, more in-depth research on the relationship
between national preferences and ideology is needed.
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Sucasné perspektivy konceptu
mysle Susanne K. Langerovej

Agata Kosicanova

The continual possibility of aesthetic experience throughout history has prompted philosophical
reflections about its nature and meaning in human life. This article outlines some neuroscientific ways
of understanding its functioning, focusing specifically on Susanne Langer’s contribution. Commonly
subsumed under the heading ‘philosophy of mind’ - especially due to the trilogy Mind: An Essay
on Human Feeling — Langer’s interests in the human mind developed already in the 1950s, as witnessed
by the paper The Deepening Mind. A Half-Century of American Philosophy. Following these lines,
the article discusses Langer’s philosophical approach from the perspective of a (neuro)aesthetic
inquiry, emphasizing particularly the importance of the non-discursive realm of the mind. It also
shows how Langer’s account might be seen as going beyond that of John Dewey, which is often referred
to as an advancement in the historical development of neuroaesthetics. | Keywords: Susanne K. Langer,
Philosophy, Neuroaesthetics, Mind, Non-discursiveness

1. Gvod

Jednou z najpalcCivejSich otazok filozofie - tak ako nam dnes nélezite
pripomina Adrienne Dengerink Chaplin (2021, s. 229) vo svojej knihe
The Philosophy of Susanne Langer: Embodied Meaning in Logic, Art and Feeling,
ostdva ,Ci by Stadium mysle alebo ‘psyché, ‘duse’, ‘vedomia’ i
‘pocitu’ (predmetom debat je aj samotna terminolégia) malo byt stcastou
prirodnych vied, alebo ‘humanitnych vied’.” Tato dichotémia sa v dejinach
filozofického uvazovania (aj o umeni) tiahne podobne ako nejednoznacna,
a preto vidy znova réznorodo osvetlovand filozofia Susanne Langerovej.
Prispevok vysvetluje pricinu nedostatku konsenzu, tykajiceho sa vyhranenej
vedeckej pozicie uvazovania o ludskej mysli. Pontkne tiez moznost uvazovat
nad moznostami, ktoré z toho vyplyvaju pre nase sticasné postoje, jednak voci
tejto filozofke, ale aj vo vztahu k umeniu.

Prva cast predkladanej studie predostiera scasti komparacny nacrt toho, ako
k otazke fungovania estetického zazitku v suvislosti s prezivanim umenia
pristupovali a pristupuju prirodné vedy, osobitne neuroveda a jej zdanlivy
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naprotivok — filozofia umenia. Prave v spolo¢nom priestore ich presahov sa
totiz Crtd Langerovej osobity a nepopieratelne prezieravy postoj hodny
pozornosti. Dalsia ¢ast sa venuje analyze hodnoteni Langerovej tymi, ktori v jej
koncepcii mysle v savislosti s estetickym zazitkom nachadzali predzvest
vyvoja vo vede. Okrem toho analyzuje aj samotny pociatok tejto jej koncepcie,
ktorému sa v nasom odbornom prostredi nevenovala, podla ndm dostupnych
zdrojov, doposial dostatocna pozornost. Vysledkom uvah by mala byt
nereduktivna interdisciplinarna perspektiva v poslednej casti. Ta by nielenze
mohla pripomentut vyznam dalekosiahleho dosahu diela spominanej autorky,
ale upozornit aj na jeho relevantnost v suvislosti s aktualnymi eventualitami
cesty spolocného napredovania, a teda nahliadania na esteticky zazitok
pre oba (zdanlivo) nezlucitelné vedecké postoje.

2. Historické i sucasné reflexie estetického zazitku a pozicia Susanne
K. Langerovej

Stopy uvazovania o koncepte ludskej mysle mozeme v stvislosti s nedavno
vedecky iniciovanou neuroestetikou sledovat okrem inych zdrojov aj
v rozlitnych prispevkoch, tykajtcich sa jej historického vyvoja. Za pociatocnu
Uvahu stoji tiez zmienka o samotnom prameni, za ktory v zostru¢nenom
dejinnom prehlade jej predchodkyne — modernej klinickej neurovedy, ako aj jej
sucasnych klucovych konceptov, oznacili Enrico Crivellato a Domenico Ribatti
(2007) na zaciatku 21. storocia témy, zaujimajice uz gréckych vedcov. Ide
0 otdzky zaoberajice sa ,podstatou ,duse®, zdrojom ,psychického zZivota®,
anatomickym umiestenim kognitivnych, motorickych a senzorickych funkcii,
pricinou nervovych ochoreni [ako aj] zdrojom Iudskych myslienok I...]
a povahou emdcii i vnimania“ (Crivellato a Ribatti 2007, s. 327). S nimi
stvisiace spisy iniciovali podla tychto autorov dokonca uz pred-sokratovski
myslitelia v 6. stor. pred Kr., pricom trvalo dalSich sedem storoci, kym dosiahli
svoje vyvrcholenie v diele Galéna (Ibid.). Zasadnou je v ich $tadii aj skutoCnost,
ze Struktdra vyvoja uvazovania gréckych lekarov a filozofov o ludskom mozgu
bola a dokonca az do obdobia renesancie ostala (Crivellato a Ribatti
2007, s. 335) sprevddzand dlhotrvajucim sporom dvoch hlavnych tedrii
o povode myslenia ako takého. Boli to oproti sebe stojace tedrie s Platbnom
(pre prvd) a Aristotelom (pre v poradi druhd z nich), a teda
»encephalocentrizmom a kardiocentrizmom®“! - ,sporom mozgu a srdca®“.
Z hladiska (neuro)estetiky sa v ramci celého spektra spominanych otazok
gréckych myslitelov stdva v tomto prispevku cennym predovSetkym zaclenenie
jednej zo zakladnych estetickych kategorii — estetického zazitku. Uz anticky
myslitel Hippokrates, ktorého objav charakterizuji Crivellato a Ribatti
(2007, s. 335) ako jeden z troch najdolezitejSich objavov pre nasledujice
generdcie neurovedcov, opisoval totiZ mozog nielen ako sidlo ,inteligencie,
zmyslovej percepcie a motorickej kontroly, ale aj ako zdroj potesenia a bolesti,
povodcu emdcii a zriedlo moralneho Gsudku a estetickych skisenosti.“?

! »Drvd povazovala mozog za miesto Iudského vedomia, vnimania zmyslami a vedomosti a ta

druhd pripisala vSetky tieto schopnosti srdcu® (CrlvellatoaRlbattl 2007, s. 329).

2 Druhym bola ,,Platénova trojdielna koncepcia ludskej duse” (Crivellato a Ribatti 2007, s. 335),
ktord aj napriek tomu, ze nebola v gréckej medicinskej tradicii dstrednou, znamenala
»organicky pokus rozligit odlisné psychické schopnosti a spojit ich so spec1ﬁckym1
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Na rozdiel od ceského prostredia, ktoré sa otazke ,vztahu neuroestetiky a dejin
umenia“ venovalo vdaka Ladislavovi Kesnerovi podla Katariny Ihringovej uz
od roku 2011, slovenskej umenovednej spoloc¢nosti otvorila moznost
dovtedajsieho nepreskimaného priestoru pre diskusiu o jeho problematickosti
az jej autorska Studia (Ihringova 2016, s. 138). Ihringova v nej porovnava
prvotné fizy vyvoja neuroestetiky ako vednej discipliny, pricom opomina aj jej
podnietenie prostrednictvom interdisciplindrnych presahov spominanej
neurovedy (aj do ,vedy o umeni, kultiry, filozofie, estetiky i
psycholdgie® (2016, s. 134)), ako ju iniciovali Vilayanur S. Ramachandran
a Semir Zeki.* Tato aurorka sa venuje takisto otazke jej moznej kontroverznosti
pre umenovedu, kunsthistériu, teériu a kritiku umenia, ako i jej opravnenej
relevancii pre to najaktudlnejsie, maximalne pluralitné a interdisciplinarne
umenie dneSka (Ihringovd 2016, s. 136-138).° Jisoo Kim premyslala
v prispevku na Medzindrodnom kongrese estetiky v Belehrade (2019) dokonca
aj o prekonani teoretického reduktivneho naturalizmu prvej generdcie
neuroestetikov Zekiho, ktory bol zalozeny na viere, Ze ,,neuroestetika nahradi
existujucu filozofickd estetiku® (Kim 2019, s. 1348). RieSenim, znamenajlcim
posun, sa pre Kim stal John Dewey. Druha generacia neuroestetikov,
reprezentovand dielom Helmuta Ledera, preklenula totiz podla Kim Zekiho
obmedzenia prave vyuzitim interdisciplinarneho ne-reduktivneho naturalizmu
tohto amerického predstavitela pragmatizmu, psycholéga a reformatora
(Britannica, 2021) a jeho zapojenia ,,r6znorodosti elementov a kontextov krasy
a skdsenosti umenia“ (Kim 2019, s. 1348).°

Oblastou zaujmu predkladanej Studie je predovsetkym Langerovej filozofia
umenia, ktort s Deweym spéja nielen geograficka stibeznost, ale aj niekolké jej
odkazy na jeho dielo.” V roku 2007 bola napriklad jej celozivotnad praca

Struktdrami. (Ibid.). Treti uspech spoéiva v objavoch Herophilusa a Erasistrata savisiacich
s ,rozborom nervového systému, jasnym opisom mnohych nervovo-anatomickych struktdr,
identifikaciou lebecnych a spindlnych nervov a zdkladnym rozliSenim medzi senzor1ckym1
a motorickymi nervami® (Ibid.).

3 Thringova odkazuje okrem Kesnerovych odbornych prac (Kesner 2008a, 2008b, 2011a) aj
na jeho vystavu pod nazvom Obrazy mysli/Mysl v obrazech z roku 2011 v Brne (Kesner 2011b;
Thringova 2016, s. 138).

4 Thringové (2016, s. 134) uvddza, ze Ramchandran i Zeki sa ,Vo svojej povodne individuélnej
vyskumnej préci [...] zhodne dopracovah k revoluénym, ba mozno povedat az kontroverznym
vysledkom v oblasti poznavania mozgu, ako i v otdzke percepcie umeleckého diela“.

5 Autorka pontika napriklad aj prvé umenovedné discipliny reagujtce ,na interdisciplinarny
vplyv na vnimanie umeleckého diela” (Thringova 2016, s. 136), teda vizudlne studie
a osobitne dielo ich teoretika Williama T. Mitchela (1987).

6 Leder teda préve zapojenim Deweyho estetickej pozicie ako ,teoretického a filozofického
kritéria neuroestetlky (Kim, 2019, s. 1349) dosahuje v neuroestetike kontextualny, a tym aj
hodnovernejsi pristup.

7 Tie nachddzame uz na zaciatku jej tvorby v diele The Practice of Philosophy (1930, s. 79-81),
kde ho spolu s Williamom Jamesom kritizuje za ich nespravne pragmatistické uplathovanie
met6dy logiky, preferujtice myslienky namiesto postuldtov. V prvom vydant jej trilégie Mind:
An Essay on Human Feeling (1967, s. 43) ho, okrem inych predstavitelov roznych myslienok
o kritéridch pre umenie, opisuje ako toho, ktory 0 nom uvazuje v zmysle ,zintenzivn[enia]
zmyslovej skusenosti® (c1t0vane podla: Dewey(1934 s. 391) a Langer (1967, s. 140)). V tretom
vydan{ ho zase pripomina ako autora, ktory v diele Experience and Nature (1925) upozornil
na divadelny - t.j. ,dramaticky charakter primitivnych nabozenskych osldv* (citované podla:
Dewey (1925, s. 78-79) a Langer (1982, s. 65)) a odkazuje aj na dielo Philosophy in A New Key.
Prave v tejto svojej sirokej verejnosti najznamejsej knlhe z roku 1942 ho najprv v 2. kapitole
venovanej dosahu tzv. ,symbolistického obratu®, ktorého podstatou bolo pochopenie
esencidlneho principu nasej mysle — vytvarania symbolov (na zaklade ktorého vedci i filozofi
museli prehodnotit svoje postoje voci studiu zmyslov i mysle), hodnoti ako jedného z tych

101



predostretd v jednoznacnej konceptudlnej inspiracnej stuvislosti s Deweym,
na sympoOziu pri prilezitosti 40. vyrocia vydania jej trilégie Mind: An Essay on
Human Feeling (Langerova 1967, 1972, 1982), vedenom Robertom E. Innisom.?
Pripomentt vsak opakovane mo6zeme aj ovela skorsie obdobie, a to rok 1954,
ked jej pracu Feeling and Form (1953) zhodnotili ako azda najdoblezitejsiu
estetickil pracu od cias publikovania Deweyho diela Umenie ako skiisenost
(1934).° V sthlasnom duchu s Innisom a jeho spominanou monografiou
upriamuje v sucasnosti zase Chaplin (2021, s. 230) pozornost na fakt, ze
,medzi Langerovou a pragmatistami existuji pocetné presahy -
v neposlednom rade v spOsobe, akym kombinuju filozoficka
pracu s empirickymi otdzkami.“ Vyssie uvadzany ciel tejto Stddie, ktorym je
snaha poukazat na osobité interdisciplinarne presahy diela tejto autorky, ma
vsak zdoraznit to, ze jej osobita filozoficka koncepcia mysle a s nou spatého
umenia ju jednako len stavia do odlisnej, nez iba pragmatistickej roviny.

Za uplny pociatok Langerovej filozofickej cesty koncepcie mysle je podla
Cornelie Richter (2007, s. 113) oznacované obdobie prvotnych 50. rokov
minulého storocia, kedy vychadza aj jej stadia The Deepening Mind; A Half-
Century of American Philosophy.'° Jej vyvoj trval az do autorkinej smrti v roku
1985, ked v poslednych rokoch Zzivota finalizovala zmienovand trilégiu Mind:
A Essay on Human Feeling. DalSia Cast Stadie sa bude venovat hladaniu
mozného spOsobu chapania zarodkov jej koncepcie mysle ad initio, t. j. uz
v tomto jej Clanku, pripadne v strucnej nadvéznosti na jej predoslé, ci
neskorSie prace. Zamerom bude poskytnutie nahliadnutia na to, ako tato
myslitelka uz v polovici minulého storocia zapocinala v Amerike nielen
protivahu upadajicemu Deweyho pragmatizmu, ale polozila dokonca zaklad aj
pre nové chapanie mysle, preukazujlice sa neskor vzhladom na nasledujtce
(ako aj nedavne) poznatky v ramci prirodnych i humanitnych vied relevatnym
a napomocnym sposobom.

Neuroestetiku aktivizoval sice ako samostatnd disciplinu aj podla Kim
(2019, s. 1349) radikalny vyvoj neurovedy na konci 20. storocia, no jej korene
spocivaju uz ,v tradiCnej experimentélnej psychologickej estetike®, do ktorej sa
na konci 19. storocia pustil Gustav Fechner.!! Od prvotnych prejavov umenia,
kam radime napriklad praveké Venuse, myty, legendy, pohrebnd architektiru

myslitelov, ktori tak ucinili. Potom ho ocenuje (spolu so Schopenhauerom, Cassirerom, Ci
Whiteheadom atd.) za to, Ze pochopil sémantiku siahajicu za sféru samotného verbilneho
jazyka (Langer 1942, s. 87), ale zaroven nésledne kritizuje (v spdtnej nadvédznosti na prvé
vydanie knihy Mind (1967)) za vynechanie sily ludskej potreby koncepcie a imaginacie v jeho
chépani ,primitivneho nabozenského ritudlu [iba ako] prostého opakovania praktického
konania a sprdvania za ucelom poteSenia zo samotnej cinnosti“ (Langer 1942, s. 156-157).
A presne azda tato jej kritika voc¢i pragmatickému postoju Deweyho bola pre nu neskor aj
podnetom pre jej rozvinutie v neskorsej, jednotlivym druhom umenia najviac sa venujtcej
knihe Feeling and Form, kde opat v podobnom duchu z roku 1930 vycita prevladajucemu
pragmatizmu jeho doktrinu, ktorou je skisenost (Langer 1953, s. 34-35, 37). To sa neskor
znova odrdza aj v kritike jeho opominania tanecného gesta aj ako ,gestickej formy [so]
symbolickymi funkciami (Langer 1953, s. 179).

8 Blizsie pozri: Kosicanova (2015b, s. 13-15).
9 Blizsie pozri: Kosicanova (2015a, s. 21).

10 Langerova vydala tento prispevok v splupraci s Eugene T. Gadolom - ,obaja [boli] ¢lenovia
Philosophy Department na Columbia University” (Langer a Gadol 1950, s. 118).

11 Dodéava vsak, ze experimentalny pristup typicky pozorovanim sa uprednostnuje az od roku
2004 (Kim 2019,s.1349).
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stvisiacu s ritom, socharske spodobenia animistickych bozstiev atd., dospieva
Clovek technicky a technologicky vyspelej éry az k umeleckému dielu
virtualnej reality. Jeho prikladom méze byt, tak ako uvddzaju napriklad Li Tian
a Geng Xupu (2018) aj interaktivna vystava Unnoticed moment. Na nej vznika
prostrednictvom vyrazov tvare divaka findlna podoba diela ako ,,sérii za sebou
nasledujicich scén, ktorymi moze divak dosiahnut individudlnu viziu
symbolizujlicu jeho zivot“ (Tian a Xupu 2018, s. 3). Tymto sa v otdzke
estetického zazitku dneska predostiera napriklad podla autorov danej stadie
dokonca problematika roly prijimatela umenia, ktord vyvstava v troch
typickych znakoch virtudlnej reality - tzv. ,31% ¢o je akronym anglickych
terminov immersion (v preklade ako mentalny ponor), interaction (vzajomné
pOsobenie) a podla autorov sporného!? imagination (imagindcia;
predstavivost) (Tian a Xupu 2018, s. 1). Ich vzdjomnym posobenim v takychto
podobach umenia sa sice zachovava rozdiel medzi skutonym svetom
a virtualnou realitou, avsak pasivna rola prijemcu sa meni na aktivnu, Co
zodpoveda jeho dynamickej forme a sucasne neustale pritomnému konfliktu
imaginacie a hlbokého mentalneho ponoru (Tian a Xupu 2018, s. 2-3).
Vysledkom toho, ako uvadzaju autori, st aj Gvahy, aké nachadzame u Michaela
R. Heima - filozofa kyberpriestoru (Ryanovd, no date), ktory sa pred viac ako
desatrocim domnieval, Ze ,,skiisenost hlbokého mentalneho ponoru by nemala
byt vo virtudlnej realite dosiahnutd iba nazeranim, ale mentalnou kontrolou,
¢o by nasu mysel uviedlo do stavu podobnému filozofii“!* (Tian a Xupu
2018, s. 3). Zaujimava z hladiska budiceho vyvoja umenia je skutoCnost, Ze
prave takyto stav ludskej mysle je v zdvere tejto Studie opisany jej autormi ako
nieco, ¢o umelci i vedci vidia zaroven vo svetle budiicej uskutocnitelnosti.

Ci uz z hladiska estetického zazitku, spitého s najstar$imi, alebo tymi
najaktudlnejsimi podobami umenia, nepreskimany priestor jeho podstaty
a roly v nasom zivote ndm aj v suvislosti s neurovedou a neuroestetikou
neustale ponuka moznost uspokojenia zo zodpovedania otdzok, ktoré v jeho
rozsahu mozeme nastolit. Pokracujuce hladanie vyznamu (podmienené
neustalym spravnym kladenim otdzok) bolo podla Langerovej zékladnym
kamenom celého filozofického uvazovania. Ak by sa mal teda podla Heima stat
mentalny ponor zazitku umeleckého diela virtualnej reality ekvivalentom
filozofovania, znamenalo by to, ze bude priamo spaty aj s neustalou moznostou
nachadzania vyznamu, o priorizovala uz v minulom storoci aj Langerova.

3. Susanne K. Langerova a pociatky jej tedrie mysle

Jednym z nevyhnutnych predpokladov pochopenia vydstenia vyvoja
Langerovej filozofie je pozornost venovana jeho samotnému priebehu, ako aj
nasmu pristupu k nemu. Néhlad na prvotné nacrty jej filozofie mysle, umozni
azda pochopit ako (ne)suvisi s vysledkom jej celozivotného diela. Tym sa
odhali azda aj sposob, akym vizionarsky posunula tato autorka koncept mysle

12 Li Tian a Geng Xupu hovoria o termine ‘imagination’ ako o tom, na ktorom sa v porovnani
s predo$lymi dvoma terminmi charakterizujicimi virtudlnu realitu autori zhoduji najmenej
- prikladom st Burdeaan, Coiffet a Heim (2003) a Heim (2018, s. 3).

13 Li Tian a Geng Xupu sa odvoldvajd na jeho priacu s ndzvom Metaphysics of Virtual Reality
z roku 1994. Blizsie pozri Tia a Xupu (2018, s. 3).
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v dejinach. Islo totiZ o odklon nielen od spominanej pragmatickej, ale vlastne
aj analytickej roviny fiozofického myslenia v Amerike a Eurdpe uz v polovici
20. storocia.

V roku 1950 komentuje Langerova transformativny charakter vtedajSej
americkej filozofie v komparacnej rovine s minulostou i s eurépskou tradiciou
filozofického uvaZzovania. Ustrednym motivom jej prace, ako vlastne napoveda
samotny ndzov — The Deepening Mind; A Half-Century of American Philosophy —
sa stava prehlbujica sa mysel. T4 v tom case chape vo wittgensteinovskom,
analytickom a sémantickom zmysle. V nasledujtcich rokoch studia presahovali
tieto jej tvahy v suvislosti s jej filozofickou tedriou do vyzrelejSieho konceptu
mysle. V nom ju uz videla ako hlavného cinitela vo vyvoji jedinca ako druhu,
a tym aj evoluc¢nych procesov ako hybnych parametrov celého jeho prostredia —
sveta, v ktorom sa vyvinula a vyvija. Uvahy vyustili tieZ osobitne do otdzky
spatosti procesov ludskej mysle s umenim, jeho tvorbou, prijimanim,
hodnotenim i celkovym vyznamom a prinosom umenia pre mysel. Je potrebné
vSak pamdtat na to, Ze prdve spominané spdjanie filozofickych pradov
uvazovania umoznilo tejto filozofke dosiahnut osobiti poziciu aj v jej
koncepte ludskej mysle, v ktorom sa podla nej humanoidna bytost umenim
od zvierata sice jednoznacne odlisuje, ale neodclenuje (v zmysle Uplnej straty
spojitosti).

ZacCiatok tejto Langerovej Studie je venovany kritike americkej filozofie, ktora
je podmienena krizou, sposobenou podla nej nedostatkom vlastnej filozofickej
tradicie. Nasledkom toho bola preto aj absencia myslitelov, vytvarajlucich
pokrok a zaroven rovnovahu popri znacnej praktickej aktivite prirodnych vied
a ich vydobytkoch (Langer a Gadol 1950, s. 119). Podla nej existovali v tom cCase
dve  priciny, ktoré podnietili savztaznd  potrebu  dosiahnutia
opaku, t. j. znovuzrodenia filozofie, opdtovne zacinajiceho zaujimat vtedajsich
filozofov  hladajucich cestu pochopenia zdkonov ,prirody, Zivota
a mysle* (Langer a Gadol 1950, s. 120). Prvou z nich bol dpadok viery
a mordlky, zapri¢ineny priliSnym jednostrannym vzostupom prirodnej vedy,
ktora podla nej prilis rychlo i radikdlne ukazala dosahy praktického Zivota
vo svetle okamzitého ludského dosiahnutia a vykonania.!# To, ¢o tu vidime, je
protipdl voci pozitivistickému uvazovaniu vtedajSej doby - tak ako to
poznamenala aj Marianne Horney Eckardt (1991, s. 624-625), ale aj fakt, ze
Langerovi nemozno chapat ako filozofku mysle iba prostrednictvom jej
spominanej findlnej trilogie. Takze uz jej nasledujuce diela, medzi ktoré patri
napriklad aj o umeni a podobach jeho symbolistickych foriem najrozsiahlejsie
pojednavajica kniha Feeling and Form (1953), je potrebné citat na platforme
presahu tejto uz skor zapocatej pozicie. Tato Studia je tak zaroven iniciovanim
dalsieho mozného vyskumu rozsahu takéhoto sposobu uvazovania nad jej
dielom. Znamend to tiez, Ze ostiva nateraz v tejto suvislosti otvorenou.
Druhou spominanou pri¢inou, podnecujicou potrebu opaku, bol samotny

14 Blizsie pozri: Langer a Gadol (1950, s. 118). Langerova v tejto suvislosti vravi: , civilizované“
narody dnes nic¢ia svoj vlastny kultirny a ekonomicky zivot rychlejsie, nez ako ho dokazu
vybudovat; a nech uz su ich vedecké uspechy akékolvek, aj tie najvicsie z nich majua vzdy len
jeden tcel, ktorym je destrukcia...Rozstiepenie atému vyustilo primarne iba v rozstiepenie
ludstva“ (Langer a Gadol 1950, s. 119).
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pokrok prirodnych vied, ktorych opdtovny zaujem o kategorie priestoru a casu,
matérie a pohybu podnietil aj potrebu ich opdtovnej interpretacie (Langer
a Gadol 1950, s. 120). Povedané slovami Langerovej: potrebu filozofického
premyslania nad zakladnymi pojmami. Predmet skimania ostal teda rovnaky,
no v 1. polovici 20. storocia zmenil zrazu podla nej svoju podobu, a to kvoli
terminom, ktoré dplne zmenili svoj vyznam (Langer a Gadol 1950, s. 121).
Prave to mnohi ucenci vtedajsich cias chapali podla tejto filozofky ako
synonymum pre oznacenie otdzky za metafyzicki.”> Podla tejto myslitelky
nejde preto o limity vedomosti, ale o hranice jazyka, robiace otazku
o0 najspravnejsom obraze sveta nezmyselnou (Langer a Gadol 1950, s. 123).

Langerovd v suvislosti s potrebou opétovného filozofického uvaZovania
nad zdkladnymi konceptami predpovedala v dalSej Casti zaroven modernym,
rozvijajucim sa filozofickym veddm onej doby ich tlohy v budidcnosti. Za ich
spojovatela povazovala novi vyzvu: ,skonStruovat ramec samotnej vedy,
logicky systém, s ktorym skuto¢ne operuje moderny intelekt“ (Langer a Gadol
1950, s. 124). Toto kladla za ilohu medzi inymi aj Deweymu (Ibid.).

Najzavaznejsia filozofickd otdzka Langerovej dni polovice 20. storo¢ia nebola
preto dualistickd, t. j. zahfnajuca opoziciu ,subjektu a objektu, percepcie
a vnimaného, zmyslovej informdcie a materidlnej pric¢iny“ (Langer a Gadol,
1950, s. 123), ale v duchu Wittgensteina, jeho chapania ndsho rozpravania
o predmete nie ako o ,predmete®, ale o jeho interpreticii, bola sémanticka.
Tykala sa teda ,pouzitia symbolov, Gicinku symbolistickej expresie na koncepciu,
prirodzenosti vyznamu a zdrojov - menovite problémov, tykajlicich sa ich
zaznamendvania, a preto skor otdzky nezmyslu nez chyby“ (Ibid.)). Ani tie
najvzdialenejsie a tym najkomplikovanejsie abstrakcie modernej vedy neboli tak
podla Langerovej nepostihnutelné. Naopak, vyzadovali si sice narocné
vytvorenie logiky abstrakcie symbolov, znakov a vyznamov, na Co by bol
potrebny filozof i fyzik v jednej osobe, no vysvetlitelnymi sa pre nu stali prave
prostrednictvom terminov odvodenych od zmyslovej skiisenosti (Langer a Gadol
1950, s. 127). Svetly priklad pre dosiahnutie takéhoto ciela pre nu znamenal
napriklad autor z prvého desatrocia 20. storoc¢ia — Franctiz Henri Poincaré, ale aj
Hans Reichenbach, Bertrand Russell, Ernst Cassirer, no predovsetkym
Whitehead. Ten sa od roku 1923 usadil v Amerike, ¢im zacal vytvarat aj jej
filozoficku tradiciu (Langer a Gadol 1950, s. 127-128).16

Predvidavi poziciu zaujala vo svojom prispevku Langerova eSte raz, a to ked
definovala styri sposoby udrzatelného prepojenia americkej a eurdpskej
filozofie,!” ktoré ako jediné povazovala za ,’realistické filozofie v modernom

15 BlizSie pozri: Langer a Gadol (1950, s. 122). Odvoldvkou na tdto svoju Gvahu bola pre
Langerovu kniha Bertranda Russella Human Knowledge, its Scope and Limits (2009).

16 U Poincarého poukdzala na jeho knihu Science and Hypothesis; Reichenbacha opomenula
v suvislosti s jeho dielom Philosophie der Raum-Zeit-Lehre; Russell ju zaujal knihou
The Analysis of Matter, Cassirer dielom Substance and Function a Whitehead pracami
An Enquiry into the Principles of Natural Knowledge a The Concept of Nature a The Principle of
Relativity (Langer a Gadol 1950, s. 128).

17 Tie podla nej zahfnaju podla nej vyvoj matematickej logiky Fregeho, Peana, Russella
a Whiteheada, Viedensky krizok a jeho kodifikdciu vedeckej metddy pre chapanie symbolov,
sémantické Stadium jazyka hlavne u Wittgensteina a Carnapa a zahrnutie psychologického
principu tzv. Gestaltu (Langer a Gadol 1950, s. 128).
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zmysle® (Langer a Gadol 1950, s. 128). Doévodom, preco ich uprednostnovala,
bol samotny predmet ich zdujmu - priroda, menovite opisané ,fenomény
zivota, mysle, zmyslovosti, vedomia a tomu podobného® (Ibid.). Najviac vSak
na seba v tomto jej prispevku viaze pozornost piaty prelinajici sa krok
spojenia americkej a eurdpskej filozofickej Skoly. Bola nim Husserlova
fenomenolégia, ktorej ,logicky jazyk® (Langer a Gadol 1950, s. 130)
spajala s Kantom. Aj napriek opozitnému postaveniu vo¢i empirizmu ju tato
filozofka videla v tom case osobitne v prekvapujicom zmysle prelinania
sa s nim. A prave to malo znamenat podla nej aj jedno z hlavnych a nadmieru
novych preorientovani sa filozofického myslenia v jeho histérii (Ibid.). '8

Vyustenie fenomenoldgie do podoby autonémnej psycholdégie ako vedy, Co
Langerovej podla vlastnych slov predostrel kedysi na sklonku Zivota vo svojej
poznadmke sam Husserl (Langer a Gadol 1950, s. 130), v danej dobe vSak sama
skor zamieta (Langer a Gadol 1950, s. 131). Ani jej v tom Case nedavala miesto
stdlice medzi filozofickymi disciplinami, pretoze ako vravi: ,Ked sa
sociolégovia, estetici a obzvlast psychol6govia pokidsaju hovorit novym
filozofickym jazykom, produkuju ‘fyzikalizmus’ alebo ‘behaviorizmus’, ¢i
dokonca ‘teériu vedeckej oblasti zdujmuw’, no neodhaluji nové fenomény, ani
ziadne zlozitejSie zretazenie faktov. Robia preklady, nie objavy“!® (Langer
a Gadol 1950, s. 131). Presne na tomto mieste je vSak potrebné zaroven
opdtovne zdobraznit jej vieru v ,stretdvanie sa dvoch filozofickych pradov
vyvierajucich z dvoch odlisSnych zdrojov (spominany empirizmus
a fenomenoldgia)“ (Langer a Gadol 1950, s. 130), ktoré bolo uz v tom case
podla nej ,,prorocké” (Ibid.). Navrhovala preto zacat filozofickym premyslanim
o tom, ako z ich spojenia urobit v budiicnosti nieco skutocné. Kvoli tomu
ostalo pre nu uZz spominané rieSenie sémantickych problémov (teda
vo Wittgensteinovskom duchu) jej doby sice bodom ustrednym, avsak — ako je
velmi nalezité znova dodat — sibezne iba tym pociatocnym. Z neho totiz skor
nahliadala na dalSiu cestu a to priamo k tedrii mysle. Ako sama pise: ,Avsak,
rovnako ako v stcasnosti kazdy systematicky rozvijany myslienkovy prad —
komplikovana lingvistika Carnapa, Whiteheadova filozofia organizmu, Ci celé
Cassirerovo Stadium symbolickych a konceptudlnych foriem -  vSetky
(Langerova sem zahrnula aj psycholdgiu, etiku a estetiku ako samostatné
vedné discipliny) sd sucastou daného moderného trendu, vyvierajiceho
z Uplne novej orientdcie, ktorou je sledovanie sémantickych problémov.

18 Husserlovi nasledovnici, obzvl4st v Amerike, uprednostiuju zdéraznovanie met6dy, ktor je
systematickou analyzou skisenosti’ a mforma(:le ako obsahu vedomia (vdc$ina z nich sa
v_skutocnosti zriekne vietkych metafyzickych doglem) ‘Logicky jazyk’ je kantovsky, no ich
ciel sa v podstate neodliSuje od toho, ktory je cielom modernych empirikov - objavit
podstatu limitov poznania. Rovnako ako empiricizmus, ktory smeruje v sémiotike k vysledku,
tak aj fenomenologia vedie stéle viac k problému Sinngebung (zmyslovosti/vyznamovosti), t.j.
k tomu, Co doddva ‘ddaju’ vklad - vyznam. Stretnutie dvoch filozofickych pradov,
pochadza]uc1ch z takychto rozmanitych zdrojov je sice prekvapujtice, ale aj prorocké. Deje sa
totiz v rozsahu myslienok, ktoré, hoci st v naSej dobe nové, si zdroven natolko Zivé
a_znepokojujuce, az sa zdaju byt implicitnymi takmer viade - v kazdom kontexte.
Ide o mySlienky symbolu a zmyslu, jazyka a vyznamu, formy a faktu“ (Langer a Gadol 1950,
s. 130).

19 A rovnako ani najprominentnej$im pridom jej doby — humanizmu, existencializmu a neo-
tomizmu nevenovala této filozofka kvoli ich skor spiritudlnemu, neZ intelektudlnemu
charakteru pozornost. Podla nej iba skutoéna zdlhava filozofickd praca dodala ¢loveku
»hapokon mentalnu istotu urazit ideologické burky nasho (jej — pozn. prekl.) veku® (Langer
a Gadol 1950, s. 132).
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Tieto nové vyskumy otvaraju Siroké perspektivy podstaty imaginacie
spolu s jej vztahmi k percepcii a rozumu na jednej strane, ale aj k emdcii,
citeniu a hlbsim organickym procesom na strane druhej. Prave tu by mohol byt
skutoény zaciatok ‘teérie mysle’, ktord je sposobilejSou na objasnenie
a podporu humanistickych disciplin nez klasicka epistemolégia zmyslovych
dojmov, ich uchovédvania a kombinovania“ (Langer a Gadol 1950, s. 131).

Azda je vhodné pripomenut aj dalSiu ¢rtu diela tejto americkej filozofky —
esteticky. Typicky priklad jej priznacného, v zasade aj terminologicky
inovovaného kluca k filozofickému uvazovaniu o koncepte mysle, ktory
ozivoval zakladné sposoby logického uvazovania a nevynechal metafyziku ako
nie¢o ,nezmyselné“ (Langer a Gadol 1950, s. 121), nachddzame v jej, aj
pre nasu akademickd obec najpopuldrnejsej knihe Philosophy in A New Key:
A Study in the Symbolism of reason, Rite and Art (prvé vydanie — 1942; posledné
vydanie 1993).20

Nielen z hladiska jej akademickej pozicie, ale aj uvedomenia si sposobu citania
a chdapania jej diela je pre Citatela jej prac zasadna eSte jedna skutocnost.
Nikdy nekonciaca snaha cloveka nachidzat vyznam sa zrkadlila v jej vieru
v istotu, spocivajucu v ludskej mysli. To bolo vydstenim aj jej zmienovanej
pozicie filozofky mysle, pricom aj podla spominanej Richter (2007, s. 110)
sprevadzalo toto jej presvedcenie skor spajanie nez prevazovanie filozofickych
prudov uvazovania.?! Prave tato typicka Crta jej tvorby bola v uz zmienovanych
zdrojoch z predoslych rokov studia zdoraznovana ako velmi prinosna. Nielen
pre dalsie filozofické smerovanie umenia, ¢i vyvoj vied,*? ale m6zeme povedat,
ze v SirSom spektre jej dosahu je aj pociatkom nového vedeckého pristupu
k Tudskej mysli od doby publikovania jej prac, prekracujiceho vtedajsie
parametre hlavnych priadov filozofického myslenia.??

20 Blizsie pozri aj: Kosicanova (2018, s. 55-61). Je vhodné upriamit v tejto suvislosti pozornost
aj na Langerovej uz opominané typické terminologické spektrum - ,vyznamova forma“ je
nielen jednym z klticovych konceptov j jej tvah o umeni aj koncepte mysle, ale (kedZe sa podla
nej vtedy nemalo zmysel bavit v ument len o krase) dokonca aj Gstrednym bodom celej novej
filozofie umenia (samotny termin vyznamova forma’ — ako sama opisuje, prebera od Rogera
Frya a ten sa zhoduje s terminom ‘expresivna forma’ Clive Bella a L. A. Reida (Langer 1942,
s. 204-205). K takémuto postoju dospieva v tejto knihe prostrednictvom zrovnopravnenla
diskurzivnych a nediskurzivnych sposobov uvaZovania Iudskej mysle. Smeruje teda
k nieCcomu viac ako iba k (vtedy) tradlcne] tedrii mysle’ (Langer 1942, s. 51), za ktord
povazovala eplstemologlu - ,tedriu poznania [kurziva pridana S. Langerovou] (Langer 1942,
s. 51-52). Prave symbolickd aktivita bola pre nu klicovym, jednotiacim principom odhsnych
vedeckych poll zdujmu - epistemologie i psychologie. V 5. kapitole s ndzvom Jazyk vravi:
,Povod oboch konceptudlnych typov - verbédlnej a neverbdlnej formuldcie je zdkladnym
Iudskym ¢inom symbolickej transformécie. Koren je teda rovnaky, akurdt kvety sd
odli§né” gLanger 1942, s. 142). Tato - ako )u sama nazvala: ,,prlmarnu potrebu
u Cloveka® (Langer 1942 s. 40), povazovala za klicovl pre vytvorenie novej teérie mysle,
chdpanej nielen ako prostrledok vnimania, ale aj Vytvaranla - nielen ,ako organ sltziaci
prlmarnym potrebam (prepojenost na stalu’ pritomnost zvieracich pudov — pozn. prekl.), ale
ako organ oplyva]uc1 charakteristicky ludskymi potrebami {)ako] ludskd mysel usﬂu]ucu sa
robit n1eco iné [kurziva pridand S. Langerovou] (nez o robi iba mysel zvierata — dodatok
prekl.)“ (Langer 1942, s. 38-39).

21 Bliz$ie pozri: Kosicanova (2019, s. 605). Richter (2007, s. 110) vnima snahu nielen spojit, ale
vzajomne vnutorne prepojit fenomenologicky a transcendentalny pristup.

2 Bliz8ie pozri: KoSitanovd (2015c, s. 136, 138). ISlo napriklad o Beatrice Nelson a jej

hodnotenie Langerovej pre buddci vyvoj filozofie umenia prinosnej ‘jednoty cez
mnohoznacnost’ z roku 1994, ako aj ndzor Donalda Drydena, ktory jej dielo kladol v roku
2009 na poziciu suvisiacu s nasledujicim vyvojom vo vedach.

23 Bliz$ie pozri: KoSitanova (2015c, s. 136). Rolf Lachmann ju vdaka jej metodologickejSiemu
postupu zhodnotil v roku 1998 ako prekonavajicu Whiteheadov metafyzicky systém, a preto
aj perspektivnejsiu, ¢o sa tyka novej cesty ku celostnejsiemu studiu mentalnych fenoménov.
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4. Susanne Langerova hodnotena ako filozofka mysle

Langerovej koncepcia mysle a symbolu zaujimala v dejinich mnohych, ¢im
okrem inych pocetnych stadii o jej dielach vznikali aj tie, ktoré prispievali
k objasneniu autorkinej komplikovanej pozicie medzi filozofickymi smermi.
Pripomenme aspon niektoré.

V roku 2007 sa kond najprv vyssie zmienované sympézium s jej poziciou
nepochopenej viziondrky nasledujiiceho vyvoja vo vedach.?* O dva roky neskor
(2009) publikuje Robert E. Innis aj knihu Susanne Langer in Focus a o tri roky
nato este opominant Studiu Signs of Feeling: Susanne Langer’s Aesthetic Model
of Minding.* Inym dbékazom =ziujmu o vyznam prace Langerovej aj
pre neuroestetiku moze byt vsak uz rok 2000 a Stidia Margaret M. Browning —
americkej doktorky psycholdgie, koncentrujicej podla internetovych zdrojov
v sdcasnosti svoj vyskum aj na oblast neuropsychoanalytickej, vyvinovej
a filozofickej psycholdgie (Taylor & Francis Online, 2021). Vo svojom ¢lanku
Neuroscience and imagination: the relevance of Susanne Langer’s work to
psychoanalytic theory Langerovi hodnoti hlavne v savislosti s jej rozsiahlym
studiom procesov ludskej mysle (Browning 2006, s. 1131-1159). To otvara
sticasne moznost dosahu jej prace na budice generacie filozofov, myslitelov, ¢i
v$eobecnejsie vzaté, roznorodu vedeckii obec skimajicu ludski mysel a jej
fenomény vratane umenia.

Néznaky, potvrdzujlice opravnenost takéhoto uvazovania, nachadzame ale uz
ovela skor, a to uz dokonca 6 rokov po Langerovej smrti. V roku 1991 vychadza
Stadia, venujuica sa osobitne vyuzitelnosti bohatstva jej tedrie o mysli
v psychoterapii pacientov. V nej uz spominana Eckardt porovnava Sigmunda
Freuda a Langerovu. Zatial co on nadobuida navzdory svojmu pre umelcov
oblibenému slobodomilovnému nevedomiu poziciu spolocenského nepriatela
kritikou nabozZenstva,?® Langerovej zdoraznovaniu doélezitosti imagindcie sa
naopak prisudzuje piedestal  ,najrozhodujicejsej charakteristiky
ludstva“ (Eckardt 1991, s. 623). Osobitne Langerovej nediskurzivny umelecky
symbol, ktorému ako jedinému pripisuje Eckardt aj vysostne dolezity osobny
vyznam (Eckardt, 1991, s. 622), je opisany ako vyzva pre v tom Case hybnu
kategériu nevedomého. Priamo na jeho zdklade by ju totiz podla tejto autorky
bolo mozné chapat v zmysle smerovania k ,novému rozpoznaniu dolezitosti
ne-diskurzivneho kédovania [...] a stdle pritomnej formativnej aktivity
mozgu“ (Eckardt 1991, s. 628). Prave vyuzitim Langerovej zrovnopravnenia
diskurzivnych, t. j. kazdodennych verbalnych foriem expresie Cloveka s jeho
nediskurzivnymi - umeleckymi  prejavmi, =ziskala podla  Eckardt
psychopatoldégia novld Sancu. T4 spocivala v opdtovnom prehodnoteni
psychologickych procesov cloveka.

24 BlizSie pozri: KoSicanova (2015b, s. 13-14; 2015c, s. 136).

25 BlizSie pozri: Kosicanova (2019b, s. 603). R. Innis v tejto praci opit potvrdzuje vyustenie jej
celozivotnej prace do podoby celostne a z hladiska kritického zhodnotenia nelahkej
spominanej trildgie o ludskej mysli Mind: An Essay on Human Feeling (Innis, 2012, s. 43).

% In3pirdcia a intuicia st podla autorky iba prianiami naplnenia a nie zdrojmi vedomosti,
pricom podobne je tomu aj pri umeni a filozofii — byt to neskodnymi podobami ilizie a nie
skuto¢nymi nepriatelmi (na rozdiel od ndbozZenstva) (Eckardt 1991, s. 622-623).
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Upriamenie pozornosti na vyznam a dosah konceptu nediskurzivnej
symbolizacie umenim spolu s jeho zrovnopravnenim s diskurzivnym pouzitim
jazyka v diele Langerovej vsak nie je v prehlade komentarov jej prac vynimkou.
Uz spominana Richter ho o 16 rokov neskor v porovnani s Eckardt oznacuje
dokonca za ,kIGC k celej ludskej existencii“(Richter 2007, s. 110), ¢o je akymsi
synonymom pre termin ,najrozhodujucejsia charakteristika fudstva®“.

V roku 1991 je vSak zaujimavym aj uz vysSie uvadzany fakt, ktorym je
Eckardtovej uprednostnovanie Langerovej uvah ako opozitnej reakcie
na pozitivistické zmyslanie jej doby. Tato americka filozofka vniesla novym
pohladom na obe spominané podoby mysle - diskurzivnu i nediskurzivnu
(Eckardt 1991, s. 624-625) protivdhu voci typickej pozitivistickej idealizacii
vedy. Tym vybalansovala aj priliSné nadradzovanie pre vedecky postup
nadovSetko hodnotnych faktov, ako aj nadmernt vedecki kauzalitu
a vylucnost diskurzivnosti jazyka ako jedinej moznosti poznania. Eckardt
poukazuje na pokrok, odhalujici sa psychoanalytikom osobitne pochopenim
Langerovej tedérie nového klica. V nej ma ludsky mozog totiz nielen tlohu
,vysielaca, ale aj transformatora® (Eckardt 1991, s. 624), ¢o vedie k poznaniu,
Ze tym, ¢o je v nom zasadné, je preto jeho nediskurzivne rozumenie. V nom je
symbolizacia, ako neustdle pokracujaci zakladny proces mysle, jednou
z hlavnych potrieb cloveka. Pozastavenim stotoznovania mentalneho zdravia
Cloveka vylucne s verbalnou komunikaciou (Eckardt 1991, s. 627) sa tak podla
Eckardt dostani do popredia naopak dolezité Langerovej nediskurzivne
umelecké projekcie, ktoré st odrazom ,kreativneho jadra nasho bytia a nasho
potencidlu adaptovania sa.“ (Ibid.). Ono jadro kore$ponduje pre autorku
sice s doslovne ,prepchatym, zaprasenym a mysteriéznym podkrovim nasej
mysle“, no skladovanim chaotickych a nevysvetliteInych myslienok umoznuje
vlastne celé kreativne dianie, ktoré je onou ,najrozhodujlicejSou
charakteristikou Iudstva“ (Eckardt 1991, s. 623, 628).

NaSa pozornost, venovand potrebe oslobodenia sa pri porovnavani dolezitosti
jednotlivych mentalnych sposobilosti ludskej mysle, je ale opdtovne dejinne
pertraktovand aj neskor. Po 26 rokoch od publikovania Eckardtovej stadie hovori
neurovedec Daniel S. Levine o nevyhnutnosti modelovania insStinktivno-
emociondlno-hlbavej mysle za Gi¢elom vytvarania rovnopravnej spolo¢nosti. Svoje
overené vysledky o spojeni raciondlnych aj tzv. iraciondlnych pochodov mysle,
ziskané v rozmedzi rokov 1960 az 1990, ku ktorym dospel na zaklade riesenia
neustale pritomného sporu rozumu a srdca, aplikuje na ludska spoloc¢nost
v zmysle jej zbytocnej a dokonca skodlivej polarizacie. Prave tento neblahy dopad
navrhuje odstranit tym, ze mysel zaloZeni na ,dvojpdlovom chéapani
mentdlnej funkcie [...] dichotémii medzi intuiciou (alebo emdciou) a rozumom
(alebo premyslanim)” (Levine 2017, s. 82)?" nahradime spojenim gréckeho
encephalocentrizmu a kardiocentrizmu. Cielom sucasnej neurovedy ako vedy
veducej v jednej zo svojich podob aj k neuroestetike, je teda podla neho
jednota a nie Stiepenie tychto dvoch aspektov Iudskej mysle. Ak uvazime, ze aj
Langerovej celostna filozofickd koncepcia umenia podla nového klica sceluje

27 Levine (2017, s. 92) podopiera svoje stanoviskd dvahami dal$ich neurovedcov, ako napriklad
“Damasio, 1994; Grossberg, 1971; Nauta, 1971; Peters, 2006; Pribram, 1991”.
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emocie a rozum jednotiacej dvoj-dimenzionalnej mysle namiesto toho, aby ju
predostierala ako descartovsky racionalisticky dualizmus, azda aj v jej diele -
podobne ako si to pri svojej koncepcii mysle stanovil ako etickd implikaciu aj
Levine - vyviera rovnakd myslienka. Jej zrovnopraviovanie myslou
vytvaranych diskurzivnych a nediskurzivnych symbolov ukladd totiz potom
kazdému z nds nielen Sancu umoznujicu pristupovat ku sebe navzijom
vo vzdjomnej spolupraci-naklonenejsej spolo¢nosti rovnako, ale dokonca, d4 sa
povedat, aj nutnost tak konat.

5. Zaver

Spomedzi vsetkych vyssie spominanych pristupov k estetickému zazitku sa
osobitne Langerovd javi byt tou filozofkou, u ktorej sa objavuju presahy
a posuny (ne)preskimaného priestoru pre diskusiu o probléme vztahu
neuroestetiky a dejin umenia. Kym Dewey ponudka moznost prekonania
reduktivneho naturalizmu Zekiho ako jedného zo zakladatelov neuroestetiky,
podla niektorych autorov je to potom prave ona, ktora v nadvdznosti nanho
prinasa posun. Predkladany pokus o poukdzanie na jeho prvotné podoby ako aj
niekolké analyzované Studie, venujuce sa otazke zrovnopravneného vyznamu
nediskurzivneho spektra mysle v nasich zivotoch, vyzdvihuju tato jej osobitd
a prognostickud poziciu.

Na zaciatku Langerovej cesty ako filozofky mysle ju charakterizovala skor
orientdcia na sémantické perspektivy uvazovania v zmysle Wittgensteina -
vplyvného v prvej polovici 20. storocia - ktorym sa, ako bolo uz viackrat
uvadzané,?® okrem Whiteheada inSpirovala aj v roku 1950. V otdzke tivah
o umeni jej ale nemoZzno nepriznat zaroven v porovnani s nim aj posun.
Pravdou ostiva, Ze jeho potrebu definovania terminov vyuzila Langerova
predovsetkym na vystavbu logiky symbolov, znakov a vyznamov aj
v jednotlivych druhoch umenia. Vyastenim tohto pristupu bola aj jej pozicia
filozofky-esteticky mysle. Zatial Co Wittgenstein neuznaval estetiku ako vedu
kvoli estetickym terminom, na ktoré nahliadal iba na akési citové gestd, podla
Coho teda estetika nemala podla neho terminy podobné matematickej logike,
umoznujice analyzovat ju, Langerova jej naopak osobitne v nasledujicich
neskorsich filozofickych dvahach o umeni a mysli umoznila exaktnost.
Prostrednictvom nej dany status u tejto filozofky aj dosiahla. Okrem préc,
predchadzajucich publikovaniu $tadie o prehlbujicej sa mysli (Langer, 1950),
poukazuju filozofickou logikou na formy zrovnopravnenych diskurzivnych
a nediskurzivnych symbolov v jednotlivych druhoch umenia o Cosi neskor aj
dalsie jej diela. Boli nimi uz spominand kniha Feeling and Form (1953)
a o Styri roky neskor napriklad aj Problems of Art: Ten Philosophical Lectures
(1957),% ktorymi na predoslé dielo nadviazala.

Vyvoj dejin filozofického myslenia dospel ruka v ruke (alebo mozno
popri) s vyvojom umenia a jeho podob v pluralitnu interdisciplaritu, aktualnu
tak aj pre jeho dnesné teoretické hodnotenie a premyslanie o nom. Ihringova
(2016) posudzuje vyznam pomerne kratkodobej neuroestetiky pre sucasné

28 Bliz$ie pozri aj: Kosicanova (2015¢, s. 135-136).

29 BlizSie pozri: KoSicanova (2018, s. 55-62).
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umenie. T4 ostava v zavere jej prispevku aj napriek jej potrebe ,definovania
vseobecnej funkcie umenia“3® samotnym Zekim vedou prinosnou, pokusajticou
sa exaktnym jazykom objasnit kategérie vedomia i podvedomia. St to teda
presne tie zmienované Kkategdrie zaprdseného podkrovia nasej mysle,
umoznujuceho vytvorenie priestoru pre kreativitu, suvisiacu s klticom k celej
nasej existencii a adaptdcii. Priam podmanivym v tomto ¢lanku, aj navzdory
moznym nedostatkom, ktoré v neuroestetike Ihringova vidi, je jej uznanie
dvoch rovin. Prvou je, ze tito mlada veda vzajomne prepdja kognitivizmus
a emociondlne hladisko v umeni a druhou jej ozivovanie ,zaujmu o dielo E. H.
Gombricha ¢i N. Goodmana, ktorych myslenie nebolo (aspon na Slovensku)
v dostatoCnej miere pertraktované” (Ihringova 2016, s. 138). Sdm Goodman
vSak prizndva, ze sa Langerovou inSpiroval. Jej snaha vytvorit exaktni vedu
o umeni prostrednictvom filozofickej logiky a aplikovat svoje Gvahy na vyvoj
ludskej mysle a jej potreby diskurzivnej aj nediskurzivnej symbolizacie ako
procesu, odrdzajiceho jej posun v porovnani so zvieratom, ju teda posuva
do dalekosiahlejsej pozicie. Cestu k hlbSiemu pochopeniu uvah Goodmana by
ndm teda dokdzala potom ukdzat prave jej spisba. Zacat by sme teda mali
u tejto filozofky. Dospeli by sme tak mozno aj k podkladu pre vysvetlenie
konceptuadlnych parametrov sdicasnej interdisciplinarity a plurality v umeni,
ktoré st chapané v slede dejin ako nadvdznost na minulost a predpoklad
budicnosti jeho vyvoja. Podobne ako porovnanie pokroku druhej generacie
neuroestetikov,  prekonavajicich  obmedzenia  Zekiho reduktivneho
naturalizmu vyuzitim interdisciplindrneho nereduktivneho naturalizmu tvah
Deweyho, aj Langerovd by nam mohla dnes predostriet nielen poznanie
povodu kontextov jej diel, ale aj viziu ich moZnych presahov a dosahov
na vyvoj neuroestetiky a jej pokraCovanie. Opatovne to pripominaju aj uz
spominané Styri roky po vydani jej studie z roku 1950, zapocinajiicej u nej
cestu filozofky mysle. Vtedy je zhodnotend ako t4, ¢o svojou pracou Feeling and
Form (1953)3' dokonca prekonala Deweyho dielo (1934). Sp6sob filozofického
uvazovania, akym ho vsak prekonala, ¢cim prispela k preklenutiu obmedzeni
prvej a azda aj druhej generacie zakladatelov neuroestetiky a ¢im by teda bola
prinosnd pre sdcasni (neuro)estetiku, by nasledne vyvstal v pokracovani
Citania vsetkych jej diel aj v naSej akademickej obci. Vzajomne sa
podmnienujicu komplexnost vytvarala nielen pracou Philosophy in A New Key
(1942), ktord je v sucasnosti oznacovand v cCase svojho publikovania
za ignorovani dokonca zvdCSa aj samotnymi predstavitelmi analytického
smeru uvazovania (ku ktorym sa v USA radila), ale uz aj skorsim dielom
The Practice of Philosophy (1930), ktorému sa dnes prisudzuje status
premostenia amerického pragmatizmu a eurépskeho logického pozitivizmu
prvej polovice 20. storocia.3? Do tohto rozsahu spada sucasne jej Stadia z roku
1950, v ktorej, ako sama vravi, vidi pociatok filozofie mysle v nahliadani

A to ,z hladiska konstantnych, trvalych, zdsadnych rysov objektov, povrchov, tvari,

situacii” (Thringova 2016, s. 138) pricom sa autorka odvolava pracu Zekiho (1998, s. 71-103).

51 Goodman vo svojej knihe Jazyky uméni, Ndstin tedrie symboli (2007, s. 8) hned v dvode

prizndva, Ze ,si [je] moc dobie védom vyznamu pfispévku k teorii symbolu od filozofii jako
jsou Pierce, Cassirer, Morris a Langerova”, ktoré predchddzali vytvoreniu jeho studie ako
»hastinu obecné teorie symbold” (Goodman 2007,s. 7).

32 Sander Verhaegh prezentoval svoje Gvahy na online stretnuti Langer’s Circle, tykajlice sa
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sicasne na rozum na jednej i emdcie na stranej druhej, ¢i kniha nadvazujica
na jej najznamejsie dielo a to Feeling and Form (1953). Richter (2007, s. 107)
opisuje tuto typicka crtu jej celozivotnej prace ako zacinanie s ,filozofiou
logiky a symbolickou logikou a pokracovanie s tedriou umenia a analyzou
konceptu ‘citenia’ [az] nakoniec dospela k naturalistickej teérii mysle,
zaoberajlicej sa ‘symbolony’, ‘citenim’, ‘¢inom’ a ‘evoldciou’ ako klGCovymi
Strukturdlnymi konceptmi.“

V case, ked Langerova napisala svoju trilogiu Mysel, ako sa dnes dozvedame,
boli filozofia a psycholdgia tplne odlisné odbory. Chaplin (2021, s. 230) opisuje
Langerovej pristup v tejto stvislosti v zmysle jej odmietania behaviorizmu ako
,v tych casoch jedinej reSpektovanej met6édy psycholdgie [...] zaloZenej na
‘stimule’ a ‘odpovedi (narn)’“ a sdcasného uprednostiiovania vlastnej, anti-
dekartovskej ,bio-symbolickej filozofie mysle“ (2021, s. 231). Napriek
vtedajsiemu rozkolu spominanych odborov vsak takymto postojom a teda
osobitou koncepciou mysle otvorila presne tato filozofka nové spolocné pole
posobnosti pre dalsi vyvoj tychto dvoch disciplin. V tejto rovine celistvosti
v protikladnosti je potrebné chapat aj jej filozoficki koncepciu umeleckej
tvorby a estetického zazitku Iudskej mysle. Ta figuruje v jej tedrii ako
jednotiaci, umenie-tvorny prvok s tvorbu-podmienujicou distanciou, pretoze
ako jadro sa v nej vymedzuje na zdklade okolia, v ktorom existuje. A prave to ju
zaroven v porovnani s filozofmi pragmatizmu a ich Uplnym ponorom
v estetickom prezivani na jednej strane, ako aj vylucne analytickymi smermi
uvazovania, venujucimi pozornost iba jazyku ako prostriedku poznania
na strane druhej, posiva do vtedajSej pozicie filozofickej vizionarky mysle.
Otazkou nezodpovedanych tvah dneska, a preto aj dalsieho studia, ostava
aktualny stav interdisciplindrneho a nereduktivneho pristupu neurovedeckych
a filozofickych ivah o umeni vo svetle ich budiceho vyvoja.
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Poznamky k textu — (ne)poruseni
ocekavani recipientt jako soucast

autorovy strategie

Ondrej Kratky

The following paper draws upon a formerly published paper of mine (Kratky, 2021) where text
perception was analysed from the perspective of the recipient. As its logical continuation and
completion, this paper deals with the author’s viewpoint in the process. Various related aspects are
identified, observed and studied, such as the ‘author’s strategy’, the evaluation of the recipient, the
intended goals, as well as other important factors that influence the final text. Special attention is paid
to all such aspects of communication pragmatism that are reflected by the author’s (more or less
controlled) deviations from the norm, aptly made to achieve communication goals. Within this
framework, the study strives to show the different roles that the factor termed ‘expectation violation’
takes on when strategically applied by the author in the process of text creation. To support this
description, numerous observations by authors such as Grice, Burgoon, Gombrich, Iser etc. are
employed. By tackling the author’s viewpoint on text creation, a claim is advanced concerning the
plausibility of certain conclusions, theories and, possibly, laws, by virtue of the identification and
observation of selected multi-domain principles, phenomena and tendencies. | Keywords: Pragmatism,
Expectancy Violation, Author’s Strategy, Recipient, Text

1. Gvod

Timto textem pokracuji v reSeni problému, ktery jsem analyzoval ve studii
Pozndmky k textu — vnimdni textu, (ne)poruseni olekdvdni, recipient vs. autor
(Kratky 2020) publikované v 9. rocniku Casopisu ESPES, v nizZ jsem se pokusil
zkoumat komunikacni roli, jiz v textu hraje autorovo (fizené, védomé, cilené)
poruseni recipientovych ocekavani. Zatimco prvni cast studie zkoumala text
hlavné z pohledu recipienta, je badatelskd pozornost této, druhé casti
zamérena predevsim na autorv pristup, umoznujici, aby byl jim produkovany
text funkcni. Pokud prvni Cast operovala s pojmy jako textové antecedenty Ci
avizo, oCekavani recipienta, vyhodnoceni (dalsiho autorova kroku apod.),
pozornost Ci  (textovd) vyrovnanost, popf. autorova Ci textova
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(ne)predvidatelnost, soustredi se tato (druhd) cast predevsim na takové namety
jako (autorskd) strategie, odhad (recipientovych znalosti), vyvazenost,
zdbavnost apod.

Do dvou casti byla price rozdélena nejen kvuli rozsahu, ale pravé pro dva
hlavni Ghly pohledu, jeZ oba jeji hlavni Gseky obsahuji. Zatimco v prvni casti
byla zkoumdna komunikace s dirazem na (ne)poruseni normy, byly hledany
mezioborové paralely platné ¢i vyuzitelné na poli estetiky, stejné jako
proveden pokus o grafické znazornéni rlznych eventualit autorovy
(ne)predvidatelnosti z pohledu recipienta, druhd c¢ast na tyto poznatky
navazuje a rozviji je, dale vSak zkoumd komunikaci / interakci predevsim
z pohledu autora. Prvni ¢ast zkoumala rizné fize a typy textt tak, jak je
v ruznych souvislostech a za raznych kontexti vnima recipient; druhd cést se
soustfedi na komplex souvislosti a okolnosti, za nichz do tvorby textu vstupuje
autor. To se odrazi v reflexi jeho postupt, technik a strategii, které jsou
urcitym spole¢nym jmenovatelem, leitmotivem nésledujiciho textu.

Hlavnimi cili prace je nejen zamysSleni se nad moznostmi kvantifikace
pusobeni (ne)ocekavanych textl ¢i textovych elementd na recipienta,
formulované v jejim tvodu, a pripomenuti nékterych paralel mezi poznatky
sociolingvisty Paula Grice,! psychologické Skoly Gestaltu a teoretika
literarniho textu, ale i polemické pojednani nejriznéjsich situaci ilustrujicich
autorovo uvazovani, rozhodovani i limity, kterymi je proces tvorby textu z jeho
strany vice ¢i méné (pre)determinovan.

Prostredim vyzkumného zaméreni této studie je komunikace (resp. interakce),
a to v nejobecnéj$im chapani vztahu autor - text — recipient. V souladu s tim
tak za text povazuji v zasadé jakykoli (komunikacni) produkt, ktery byl
vytvoren autorem a je vniman recipientem. V rdmci tohoto ,,velkého“ rdmce mé
z badatelského hlediska zajimaji zejména ty pripady, kdy fizend autorska
poruseni recipientskych ocekavani plni komunikacni funkci, tj. vyvolavaji
v recipientovi kyzeny efekt. Pravé proto, Ze tento — pragmaticky - element
komunikace povazuji za obecné platny (a tedy i pritomny ve vsech
komunikacnich situacich vCetné umeéni a jeho percepce), nevyhybam se tomu,
abych dil¢i projevy jeho fungovani znovu objevoval a nasledné komentoval za
vyuziti rozmanitych prikladd z riznych obort lidské ¢innosti.

Smyslem pozornosti takto vénované autorovi a jeho strategiim tak neni jen
jakési tematické ,doplnéni“ pohledu recipientova, ale predev$im snaha
reflektovat nékteré souvislosti (pfipadné zpusoby nahlizeni ¢i metody), které
mohou prispeét k efektivnimu hledani moznych obecnéjsich zasad, jimiz se pri
tvorbé textu fidi nejen autor,? ale jez by bylo mozné uplatnit i pfi
komplexnéjsim zkoumani problematiky kulturni komunikace, teorie umeéni ci
principt fungovani estetiky jako takovych.

1 Predevsim jde-li o jeho pojeti pragmatismu a implikatur.

Napf. pozadavek na vyvdZenost - tj. styl, logiku, kompaktnost apod. - textu, popt. jeho
zdbavnost, stejné jako pifpadnd (fizena autorskd) poruSeni norem majici za cil vyvolat
v recipientovi kyzenou reakci apod.
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2. Na (ne)ocekavatelnost kvantitativneé?

V zavéru prvni casti prace uvadim orientacni grafické zndzornéni (spektra)
toho, jakymi rdznymi zpusoby muze autor (resp. jeho text, potazmo ale
i samotna osobnost autora) pusobit z hlediska (ne)predvidatelnosti
na recipienta jeho textu. (Ne)predvidatelnost je pritom jen jednim z tematicky
vzajemné souvisejicich, doplnujicich se hledisek (resp. jednou z mozZnych
variant pojmenovani,® aspekti, popr. dusledkd) interakce mezi autorem
a recipientem, ve svém souhrnu spadajicich do oblasti (komunikacniho)
pragmatismu. Nebot (komunikacni) pragmatismus pocitd vzdy s jistou mérou
(recipientovy) zkusenosti, resp. (autorovy) kompetence, (vice ¢i méneé rizenych,
védomych apod.) nepresnosti, (ne)kooperativitou ucastnik(i komunikace, ale
i implikovanym charakterem mnoha sdéleni, jakoz i — ze své podstaty —
casovou linearitou toku textu a jeho vnimdni, véfim, Ze jej lze oznacit za jev
v interakci prakticky vsudypritomny. Graf predstaveny v zavéru prvni Casti je
tak ur¢itym souhrnym znazornénim tohoto obecnéjsiho principu, ktery prvni
Cast prace z raznych thlt pohledu (a s pfihlédnutim predevsim k recipientovi)
zkoumala.

Mluvime-li o moznostech kvantitativni analyzy deél obsahujicich element
neocekavanosti, bude kazdopddné i zde na misté nastinit vSe na podobné
ilustrativné zpracovaném konkrétnim textu. Pro nazornost jsem zvolil
pfimocarou, prehlednou a co do (pro dany priklad potrebného,
tj. prostrednictvim poruseni ocekavatelnosti autorem dosazeného) momentu
prekvapeni pomérné jasné pointovanou minimalistickou basen od J. H.
Krchovského:

Zamzenym oknem hledim ke hibitovu nahoru

pocitam v duchu, kolik mi tak jesté zbyva

posledni list se snesl na dvir z mého javoru...

jdu ke sklepu, ach boze: uz jen Ctyfi piva. (Krchovsky 2010, s. 269)

Ctyfversi navozuje atmosféru  existenciondlniho  zadumdni, kterd
koresponduje s antecedenty obsazenymi v autorové predchozi tvorbé, nicméneé
je pointovana zlehcujicim, (C4ste¢né€) prekvapivym, napaditym (ale ne
vyjimeénym, resp. pro znalé autorovy tvorby nikoli neocCekavatelnym)
kontrastem v podobé zavéru. K tomu je (jako urcitého ,rozcestniku® ¢i
,odrazového mustku®) vyuzito (minimélné) dvoji rtizné sémantické valence
vyrazu zbyvd.

Dany vyraz pod vlivem uplynulého textu konotatné odkazuje k zavaznému
tématu (kolik zbyvd casu). Pocit toho, Ze takova asociace je na miste, je ovsem
na samém konci textu vystridan zjisténim, ze tou sprdvnou konotaci ma byt
odkaz k faktu omezeného mnozZstvi (konzumnich prostredki). Toto ,,pfizemni®
zjisténi predstavuje vitané prekvapivy (protoze odlehcujici, resp. humorny)
kontrast s pivodné ocekavanou (hlubokou, zavaznou a znepokojivou) Gvahou
o omezenosti casu vymezeného pro lidsky zivot. Pravé ironizace
hlubokomysinych tvah (kterd nicméné nevymazava zcela jejich stopu ani
5 Vedle napriklad (ne)ocekdvatelnosti, momentu prekvapeni ale i dojmu zdbavnosti apod.

(ze strany recipienta), popf. ozvildstnéni, (umélecké) distorze ¢i (byt jen) stylizace textu apod.
(ze strany autora).
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nepopird jejich naléhavost, a pres jejich kontrastivni zlehceni se jim
prvoplanové nevysmivd) je tak s nejvétsi pravdépodobnosti urcujicim
impulzem, resp. ,motivem“ vzniku dané basné (a je-li tomu tak, pak
i normdlnim, fadovym elementem v celé autorové tvorbé — a proto i jejim
urcujicim paradigmatem).

Na zdkladé toho povazuji za vyznamova ohniska (resp. milniky, hlavni

konstituenty, markanty apod.) textu predevsim tyto jeho pasaze:
a) pohled pres

b) zamzené okno ke

¢) hrbitovu; jakoz i

d) vytvoreni dojmu autorova znepokojeni z omezeného mnozstvi.

Tento autorem vytvoreny dojem je, diky umisténi jej primo zptsobujici

formulace (kolik mi tak jesté zbyvd) v tésné navaznosti na jej predchazejici
elementy, chdpan jako znepokojeni z omezeného mnozstvi casu daného pro
zivot. Souvisejici pocity jsou dale posileny

e) obrazem posledniho listu snasejiciho se ze stromu, popr.

f) sklepem, ktery (vzhledem k avizu basné a obecné zkuSenosti recipienta, na
kterou autor spoléhd) zde bude primarné asociovat temnotu, popt. hrobku.

Sklep vsak zéaroven predstavuje druhy rozcestnik, nebot mtize byt (mimo jiné)
i mistem, na jehoz schodech se skladuje pivo; a prave

g) pivo je elementem, resp. markantou, ktera pozmeéni cely smysl dosavadniho
chapéni daného textu.

Je pritom velmi cenné a zdarilé, ze se dané hlavni poruseni oCekavani déje na
poslednim misté, tj. Ze je autor schopen drzet napéti co nejdéle, a rozehrat tak
v ramci minicelku skutecné drama.* Cenné je navic to, Ze oba rozcestniky, resp.
nositelé klicovych vyznamu Ci textového napéti atp. (tj. zbyvd a piva), se rymuji
a jako takové stoji na stejnych pozicich (v poloviné a na konci). Oproti tomu
vyrazy nahoru a javoru jsou spi$ zvukomalebné a komplementarni - diky své
zvukomalebnosti vSak tuto roli plni velmi dobre. Zaroven jsou v dostatecné
mife presveédcivé i sémanticky (hrbitov mutze byt nahore, napt. za zdi, a i javor
si lze predstavit jako smutny, ponury strom. Jisté existuji i stromy ponurejsi,
nicméné ty lze za zachovani kyzené struktury bdsné zrymovat zrejmé
obtiznéji).

Obeznamime-li se s tvorbou Krchovského, zdhy zjistime, Ze ma v oblibé
klasickou formu (srov. mj. Kropacova 2010, s. 43) i naméty. Dost mozna je to
i proto, ze mu komickd ,prkennost® (popf. ,poctivost®, resp. ,hrand
strojenost) jeho forem pomdhd o to kontrastnéji ,nasvitit® vSemozné

4 Coz ale plati ze]mena pro, toho, kdo cte Krchovskeho poprvé ¢i s nim neni ani nijak ]mak

obeznamen. Pokud Ctenar ]eho tvorbu pz znd, muize mu jako (drobné, vitané) zpestrem
pfipadnout vyse uvedend ,,prekvaplvost tak, ]ak je podana v daném konkrétnim pripadé.
Uz stézi jej ale udivi fenomén vyuziti obdobného druhu prekvapivosti jako takovy —
Krchovského Ctenar zkratka néco takového (tj. néco povétSinou bizarné prekvapivého) od
daného autora automaticky ocekava.
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absurdity i komické bizarnosti, jez Ctenari predstavuje. Ty totiz nejenze nejsou
uzitim (klasického) verSe zastinény - naopak na pozadi takového
»Skolometsky“ poctivého stylu vystupuji do popredi jesté vyraznéji.®

Tolik osvétleni toho, na jakém zdkladé byly ty Ci ony Césti textu zvoleny za
vyznamové milniky, resp. markanty, s nimiZz budeme pfi ndstinu moznosti
jakési elementdrni kvantifikace neocekdva(tel)nosti u daného verSe ddale
nakladat. Vezmeme-li pro tyto ucely slabiku coby nejvhodnéjsi jednotku
poetické metriky, konstatujeme, ze vyse uvedena basen ma: 54 slabik
rozdélenych do 4 versa s pravidelnym stfidanim, a to: 14/13/14/13 slabik. Na
zékladé dalSich vyse uvedenych bodt a navrhli pro analyzu basni ¢i obdobnych
textti muze jeji grafické zobrazeni a nasledujici rozbor vypadat ndsledovné:®

zamfenym

hibitovu

zhyva

posledni

se snes|

sklepu

(ach) boie
piva

Obr. 1: (Ilustrativni) grafické znazornéni poruseni ocekdvdni (zdroj: autor
textu)

Primka X predstavuje délku basné - jednotlivé dilky predstavuji slabiky,
Ciselné jsou vyznaceny pocty slabik (z celkového poctu 54) vidy na konci
kazdého verse. TuCné zvyraznéna jsou mista, kterd povazuji za hlavni
vyznamové-dynamizacni milniky textu. Pfimka Y znazornuje miru toho, jak

5 Pro jiné Krchovského kusy piiznatnd (misty az drastickd Ci explicitné naturalistickd)

plastlczta liceni, resp. ptirovnani (napf. ,chlast vyvrdtil mou dusi z pantu jak vetcha vrata
u chliva®; srov, napf. Krchovsky (2010, s. 228) tu na jednu stranu sice chybi, jeji efekt
(resp. hlavni pfidand hodnota, kterou maji (rozsahové vétsinou nevelké) Krchovského kusy
recipientovi pfedat) je nicméné nahrazen prévé hrou s ocekdvdnimi navozenymi pomoci
uvodu, v némz text/autor budi dojem, Ze hlavni pozornost je soustfedéna na néco zcela
]meho nez jak se ukaze s koncem basné.

Strucna legenda: pfimka x zndzornuje slabikovou ,stopaz” basné, pfimka y pak (v sestupném
pofadi) hlavni markanty bdsné tak, jak jsou postupné vnimdny recipientem. Dvéma zleva
doprava sestupujicimi Cervenymi Carami je (orientané) vymezeno pdsmo normality
(resp. z pohledu recipienta, limity tolerance jeho ocCekavani), modrou zleva doprava
sestupujici Carou (cca uprostied obou Cervenych limit) pak hypoteticky pribéh vnimani basne
v_ptipad¢, Ze by Slo o zcela normdlni (resp. modelovy apod.) kus. Ze tomu tak ve vSech
okamzicich vnimani dané basné neni, oznacuje oranZové barva - ji zndzornéné odchylky od
normy (tj od modré cary) jsou (predpokladana) mista (okamziky, epizody apod.) strategic
hlavnich, nejfunkénéjsich poruseni recipientovych ocekavani (s pocitkem cca v polovine
textu, silnéjsi epizodou poruseni pred koncem a kulminaci, tj. hlavnim prekvapenim,
necekanou pointou na samém konci).
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recipient daného textu s pribéhem (resp. pribyvanim) takového textu vnima
kazdy dalsi jeho element jako nutné méné a méné libovolny, resp. jak se mu
text, postupné se blizici ke konci (popf. pointé) jevi stile méné
nepredvidatelny, méné nahodily atp. Cim vy$§ na dané piimce, tim je
nepredvidatelnost/libovolnost kazdého dalsiho elementu z pohledu recipienta
vys$$i (a naopak). Piimky A a B oznacuji orienta¢ni limity normy, které jsou
obvyklé pro autorem avizovany styl (klasicka forma, zavazny obsah — tak ma
alespon dilo potencial plisobit na recipienta, ktery se diiv s Krchovskym
nesetkal). Piimka C oznacuje pozici textu v rdmci ,dialogu“ mezi autorem
a recipientem: autor voli klasickou formu a zdadnlivé i obsah, recipient’ tak
umeérné tomu ocekava zaver, k némuz postupné odkazuji indicie v textu, popr.
pointu opét v ramci podobné indikovanych norem?® (véetné stylu ¢i vybranych
obsahovych namétd, dastojné odpovidajicich vSem autorem do té doby
predlozenym antecedentim). Bylo-li by tomu tak, dospéla by pfimka
(oznacujici vnimani autora z pohledu recipienta) souvisle na pozici 0.00 na
prfimce Y; pak by byl i autor povazovan recipientem, ktery jej Cte prvné, za
klasického, ryze normdlniho autora.

Zatimco ,Ecuv® modelovy vnimatel by v tomto bodé (pravdépodobné) cekal
spis ,patetictéjsi“ (tim paddem ovSem i konvencnéjsi) prubéh (resp. vyvoj)

tématu (a na néj se také percepcné ,nastrojil®), tusi (resp. ,,¢ekd”) zhruba v té
samé pozici (pfipadny) recipient empiricky necekané; a vlastné se tak jen
dohaduje, kdy a v jaké formeé takova neocekdvatelnost prijde. Jak vyplyva
z basné, ,vyreSeni® této ,nejasnosti“ tkvi nejen v sémantice a spadu déje, ale
predevsim v kontrastu spocivajicim v poruseni toho, co je (zddnlivé) ocekdvdino
- resp. findlnim ,rozbiti“ napéti budovaného diky polyvalen¢nim /
polysémickym dispozicim jednoho z vyraza.’

7 V tomto pripadé urcity modelovy ctendr (tvoreny ,prunikem“ jak téch, ktefi Krchovského
tvorbu znaji, tak téch, ktefi se s ni nesetkali; snad jen s drobnym rozdilem v tom, Ze znalec
Krchovského miiZe, v obecnéj3f roving, ocekévat cilené vyraznou necekanou pointu; stejné
jako Krchovského ,prvoctendr” ji vsak i ,znalec” bude jen stézi schopen predvidat jakkoli
konkrétnéji. Faktem nicméné je, Ze pri dasledném déleni z pohledu sily vzruchu
(resp. momentu prekvapeni, efektu neocekavanosti apod.) bychom ¢tendfe mohli déle délit
(pfinejmensim) na dvé takové modelové skupiny: a) znalce Krchovského a b) ty, ktefi jej Ctou
poprvé (pfipadné ne dostate(né Casto na to, aby v jeho dile byli schopni identifikovat
pravidelnosti ¢i tendence; pravé schopnost tak ucinit je totiz ddlezitym kritériem toho, jak
by reakce jednéch, nebo druhych vypadala (resp. jak by se tmérne ni projevila na vyse
uvedené primce) v realité). I toto ukazuje na narocnost kazdého takového méreni, stejné jako
na pravou podstatu distinkce mezi ctenarem modelovym a empirickym - tj. na distinkci mezi
ryze teoretickou, abstraktni hodnotou na jedné, a vidy konkrétni, do kazdého disledku
unikatni, origindlni (a do detailu tak v zdsadé nikdy plné neprozkoumatelnou,
,hezmapovatelnou®) skute¢nosti na strané druhé.

8 Coz v tomto ptipadé mtzeme chapat v duchu Levinsonovy hypotetické zdmérnosti jako jisté
optimum vyznéni daného textu — tj. ani doslovné, ani jako autorovo sdéleni, ale jako autoriv
(ucelovy, cileny, pragmaticky apod.) vykon ve sluzbé (vys$siho, muzického apod. kontextu)
umeéni. Srov. Levinson (2006, s. 302-314), popt. Levinson (2016, s. 146-162).

K Téma piva (resp. osamélého pijana atp.) majici za cil vyvolat svou Gcelovou prizemnosti
kontrast s vyznénim dosavadniho textu (a tedy i adekvatni vzruch v recipientovi) vSak ma
potencidl vnimani textu (a pfipadné i autora) recipientem pfinejmensim posunout,
resp. klasicky vyvolava pruvodni, se vzruchem souvisejici akce — recipient hleda, pro¢ mohl
byt tak dlouho ,maten®, jak je mozné, Ze vSe presto (alesponn formélné) ,sedélo” i
»fungovalo®, ndsledné si spojuje vyraz piva s nejednoznacnymi (vyznamoveé polyvalencnimi)
slovy (zbyvd, sklepu), resp. objevuje jejich schopnost mit valenci nejen k vyznamum, které by
se diky vyznéni textu mohly zdat jako predpoklddatelné; na tomto zékladé prehodnocuje
celou basen, popt. sméfuje nejakym zplisobem svou pozornost od bdsné samotné k osobnosti
autora, popr. pres autorovu osobnost (ale v jiz zfejmeé v souvislosti s ni, s jejim zkoumdnim)
k dalsim jeho textam.
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Empiricnost versus modelovost se tu dal odrazi i v tom, do jaké miry dochazi
u riznych recipientd k riznému vyhodnoceni autora: kdo jej cte poprvé, je
néjakym zpusobem zaskoCen necekanosti aktualizace prichazejici v podobé
ostré pointace basné v jejich poslednich dvou slabikdch — takového recipienta
néco nuti ,ptat se vic po autorovi“, nebo naopak (v tomto pripadé veskery
dalsi) autoriiv text ,odlozit“ (= nezajimat se o néj), protoZze avizo (v podobé
dané basné) prislusnému recipientovi navodilo pocit takové autorské
nepredvidatelnosti, kterou vyhodnotil jako nezajimavou (Ci jinak neatraktivni).

Naopak recipient, ktery Krchovského zna, by byl obdobné zaskocen, kdyby (poté,
co cely dosavadni text i obsah byly az ,nudné“ klasické) alespon na konci
nepiisla pravé ona vitané neocekdvatelnd silnd pointa.'® Neocekdvanost,
prekvapivost je tak pro daného (,obvyklého®) recipienta Krchovského dila
normou, jejiz nepritomnost by na néj zapusobila nudné. Do podobného stavu se
pfitom velmi pravdépodobné brzy ,propracuje” i takovy recipient, ktery prvotni
avizo v podobé dané basné prijal s tim, ze pravé dané avizo jej motivovalo overit
si, jestli i dalsi elementy (textu) celé Krchovského tvorby budou podobné vitané
nevyzpytatelné, jako prave precteny (prvni) priklad.

Zvyrazneéné Casti (na prikladu casti D) odpovidaji zvyraznénim na primce X -
pouze v pripadech slov zbyvd a sklepu je drobnym vychylenim naznacen lehky
odklon od jednoznacCnosti. Ten je dan (latentni i skuteCnou) vicenasobnou
sémantickou valenci obou slov - ktera je pii prvnim Cteni textu nicméné velmi
presvédcivé ,drcena® (jednoznacnou naladu ,predsmrtnych® Givah vytvarejicim)
kontextem predeslych ¢i nasledujicich klicovych vyrazii. Zvyraznéna cast E pritom
mapuje pravé vnimani zavéru basné, a to recipientem, ktery ocekava, ze basen je
po vSech strankach klasickym ttvarem, chyli se ke klasickému konci a také tak
skon¢i; ovsem namisto toho, aby pfimka skoncila v pozici nulového prekvapent, se
v duasledku poruseni ocCekavani takového recipienta std¢i vzhiru smérem ke
(z pohledu takového recipienta) zvySené autorské nepredvidatelnosti. Naopak
skoncila-li by basen konformné, jeji trajektorie by z pohledu Ctenare, ktery cte
daného autora poprvé, koncila v nulové pozici — ostatné priblizné stejné jako konci
pro ty ¢tendre, ktefi prislusného autora znaji a urcitou ,,Sokovou terapii“ od néj
naopak ocekavaji.

Sipky F a G odkazuji k pojmim, jejichz obsahové a valen¢ni dispozice
pfipravily piidu zavére¢né pointé. Umérné tomu, jak byla pointa realizovéana,
jejich ptivodné prepokladany vyznam (tj. ,pfedsmrtné” Gvahy) ustupuje, méni
se v ,prizemni“ ndmét a de facto se rozpadd; co zUstdvd, je rafinované
svedectvi o banalité - u nékterych recipientd vyvolavajici Uismév znacici
pochopeni (a identifikaci se s autorovou normou), popr. vili zabyvat se autorem
ddl; resp. zdjem o autora probuzeny pravé nestandardnosti a — pro takové

recipienty akceptovatelnou — aktualizaci, kterou s sebou dany text prinasi.

Rozdéleni basné na slabiky prinasi i dalsi moznost kvantitativniho zakotveni
jednotlivych elementli v textu, urceni jejich pozice, vztahti navzajem i vaci
10" Tj. sice ne zcela ve smyslu, v jakém pojimal Jan Mukafovsky (ne)zdmérnost (srov. Mukarovsky
(1966)), jisté vsak s paralelou k ni — u vySe rozebiraného Krchovského ¢tyiversi by Slo
v zasadé o zdmérnou, resp. rizenou nezamernost (kterd sice jako jednotrovnové vyboceni
z celkové vyrovnanosti celku vypadd, jiz méa vsak autor v rdmci svého autorského planu ¢i
strategie zcela pod kontrolou).
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celku. Urcime-li stopéaz slabikové, vyplyne, ze element, ktery méni celkové
vyzneéni textu (/...dve/ piva), prichazi az po 96.3% textu; sam tedy predstavuje
3.7% textu; spolecné s dalsimi dvéma (posledni, zbyvd) pak 11.1%; vSechny
hlavni milniky textu dohromady tvori zhruba 38,8% textu; primérna délka
klicového vyznamového milniku v textu je priblizné 2,63 slabiky; kazdému ze
dvou klicovych vyraza pripravujicich na pointu (zbyvd a sklepa) predchézeji
vzdy dva vyrazy nesouci asociace spi$ existencialni, zavazné povahy; jejich
rozsah je vzdy 11,1%; pointé predchazi posledni vyraz asociujici téma smrti, a
to (ach) boZe s rozsahem 7,5% textu atp. Jiz na zakladé téchto dat je dal mozny
vypocet periodicity, sekvence a dalSich vzdjemnych vztaht jednotlivych
elementu textu.!!

Uvedeny priklad (rozboru Krchovského basné z hlediska ne/poruseni
ocekavani) je samoziejmé jen jednoduchym ilustrativnim nastinem mozné
(zevrubné) kvantitativni analyzy daného textu. Vychodiskem pro ni by
v kazdém pripadé méla byt spravna identifikace

- vyznamovych ohnisek, kterd uz jsou dale ,nedélitelnd“ (Ci takové
,hedélitelnosti“ blizkd), jakoz i jejich

- komplexnich ,syntaktickych® vztahti v rdmci daného textu (vzhledem k celku,
vzhledem k sobé navzdjem atp.), kterd jasné vyjevi hranice mezi obéma
komplementarnimi slozkami daného textu, ukaze pripadné na pravidelnosti,
popr. poskytne moznost dalsi formalizace (vzorec, index atp.).

3. Pragmatismus, implikatury, gestalt

Jak prokdzala Cetnd pozorovani z rdznych obord tim ¢i onim zpdsobem se
zabyvajicich (pragmatickymi) aspekty vztahu autora, textu a recipienta,'> ma
autorovo rizené (ne)naplnéni recipientovych ocekavani v jim (tj. autorem)
tvoreném textu v kulturni interakci své pevné misto a komunikacni hodnotu.
Projevuje se rGznym zpuisobem: v drobnych aktualizacich, nejraznéjsich
kontextem umoznénych vynechdnich, ironii, sarkasmem, nadsizkou ci
metaforou. Spole¢nym jmenovatelem (a ,funkénim faktorem®) vSech téchto
eventualit je autorovo spoléhdni se to, Ze recipient pochopi, ,kalkulace na jeho
zkuSenost.!® Vétsi ¢i mensi nejasnost, neprimocarost ¢i kontextudlni narocnost
autorova textu, jez je z velké casti dasledkem autorovy strategické sdzky na
recipientovu zkuSenost (resp. na jeho rozlisovaci schopnost, vkus ¢i objem
znalosti apod.), je tak spiS nez projevem autorovy nekompetentnosti vyrazem
jeho duvéry (= recipient znd, umi a ,nezklame®) ¢i Gcty (= recipient je s to
pochopit) vici recipientovi.

Podobné jako porovndni timto ¢i podobnym zpisobem ,méfeného” textu s identicky
méfenymi texty ostatnimi, zkoumdni vlivu danych faktorti v zévislosti na celkové délce
takovych textll navzdjem, prlpadne aplikace na linedrné vnimatelné texty spadajicich do
ptibuznych ¢i jinych paradigmat (film, divadelni hra, dal$i) apod.

12 Na poli logiky klasicky Peirce (1931-1935), v rdmci literdrni teorie Barthes (1957, 1967, 1972),
Iser (1972, 1994, 2017) Ci Jauss (1982, 1994), v oblasti soc1011ngv15t1ky Grice (1975 1981,
1989), v soc1010g11 mj. Burgoon (1976, 1978), na poli rdznych obord vyslovujicich se
k percepci uméni mj. Gombrich (1979, 1982), Goodman (2007), Zeki (1993, 2000) a dalsi.
Pro dilci shrnuti vybranych (pragmatickych) paralel napri¢ vicerymi disciplinami viz mj.
Kratky (2018).

13 Resp. v ramci (aktivniho) autorsko-recipientského dialogu zprostredkovaného textem doplni.
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V zdsadé toto je pak podstatou (nejen) Ecova chépani textové kooperativnosti'*
- jez je v zasadé vzdy oscilaci mezi (logicky nadefinovanymi hypotetickymi)
Lextrémy* jak urcité

- objektivizujici modelovosti, tak

- subjektivni interpretace v potaz berouci ,empiri¢nosti“ (Srov. Eco 1979, 1984,
1989).

Je pfitom zfejmé, ze zpusob, jakym bude Ctenar (recipient, vnimatel apod.) ve
findle interpretovat doslova jakykoli text, zavisi prakticky vylu¢né na jeho
(celkové dosavadni) zkusenosti.

Prestoze téma zkusSenosti je pro jakoukoli analyzu pragmatickych aspektu
komunikace zdsadni, neni dany pojem vzdy vSemi vniman stejné. Antropolog
Radcliffe-Brown vnimd kombinaci doposud ziskanych zkuSenosti'®
(a smyslovych vjemil) jako vychodisko pro kategorizaci, resp. ,taxonomizaci®
svéta.!® To kromé jiného poukazuje na to, ze duasledné rozliSuje mezi
zkuSenosti (resp. objemem znalosti) nabytych a) do této chvile a témi, které se
coby nové podnéty ¢i jejich kombinace b) teprve zjevi. Zastupce gestaltové
psychologie Wertheimer v podobné souvislosti hovori o drilu, asociaci a zvyku
(resp. navyklosti).'” Povélecny Merleau-Ponty zasazuje zkuSenost do SirSitho
ramce smyslového vnimani i ¢asovych souvislosti (srov. Merleau-Ponty, 1976;
zejm. s. 10-12, 106-113, 469-495) a v podobnych intencich uvazuji i americti
(lingvisticti) sociologové druhé poloviny 20. stoleti (mj. Halliday, Greenberg,
Fodor, Chomsky apod.). Do znacné miry pragmaticky se kolem principu vyuziti
zkuSenosti v jedné ze svych teoretickych studii o vytvarném uméni pohybuje
Gombrich, kdyz (esteticky) rozdilny dojem z vnimani znamého a nezndmého
vysvétluje na kontrastu vnimaného objektu, ktery je ,,oku“ zndmy, a takového,
ktery je pro oko nezndmy (resp. ,novy") (srov. Gombrich, 1982, s. 150-151,
dale s. 153).

U vSech téchto autoru je spolecnym rysem chapéani zkuSenosti jako linearné
predchdazejiciho, kumulujictho a kumulativniho, celkového objemu vjemii
predchazejicich kazdému jednomu momentu, v némz to ¢i ono vnimame.

Ve svétle toho je moZzna na misté toto chapani (zkusenosti) vymezit vzhledem
k chapani, k néemuz nékdy dochdzi, mluvime-li o roli (Ci funkci) zkuSenosti ve
vztahu k (vnimani) uméni z pozic fenomenologie. Tim spis, je-li
fenomenologie nejen urcujicim prvkem chapani estetiky poslednich desitileti,
ale je-li i ona sama chapana jako studium struktur zkusenosti (srov. Smith,
2013), resp. toho, jak se véci jevi v nasi zkuSenosti (srov. Smith, 2013). Odtud

4 Pro dané slovni spojeni pouzité (netradicné) v souvislosti s Ecem viz http:/
www.signosemio.com/eco/textual-cooperation.asp. S kooperativnosti, resp. ji implikujici
implicitnosti, s niZ recipient autorova textu dany text interpretuje, v néjaké formé pracoval
jiz Peirce (srov. mj. Peirce, 1931-1935); dale pak samozrejmé Iser (1972), Jauss (1982), Grice
(1975, 1981, 1989) apod.

15 Resp. aktudlnich znalosti, popf. schopnosti rozpoznat apod.

Coz lze dale chéapat jako analogie k dal$i jazykové ¢i pojmové taxonomii typu kategorie
(subkategorie, ideje) pojmy atp.). Srov. Radcliffe-Brown (1957, s. 15-19).

17" Doslova ,,Drill, Asoziation, Gewohnheit*; viz Wertheimer (1922, s. 89).
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nutné vyplyva logicky diiraz na prvni osobu, resp. urcitou subjektivitu, (pfimost)
zkuSenosti — a potazmo tedy i intencionalitu (coby pojem pro doménu
fenomenologie do znacné miry chapany jako centrdlni).'®

Dle Husserla je nase zkuSenost ,namifena® vii¢i vécem (reprezentuje je, resp.
intenduje) jen skrze zvlastni koncepty, mySlenky, obrazy apod. Ty vytvari
vyznam nebo obsah dané zkusSenosti, priCemz je nelze identifikovat s vécmi,
které zastupuji ¢i jejichz vyznamem jsou. Zasadni fenomenologickou
dualezitost ma vzdy specificky kontext rdznych druhd zkusenosti, stejné jako
i okolnosti (podminek), v nichz k nabyti zkuSenosti, resp. vnimani (fenoménu,
dila, textu apod.) dochazi (srov. Husserl, 2019).

Teoretici estetiky jdou svym zpusobem jesté dal, kdyz v rizné mife akcentuji
subjektivitu (resp. empiricnost a neprenosnost) proZitku, jakoz i (pro esteticky
prozitek priznacnou) absenci utilitdrnosti (esteticky prozitek se, na rozdil od
jinych forem intencionality, nedéje pro nic cileného).'® Pro néco takového je
samoziejmé nutné nalezité vymezeni, resp. taxonomizace estetického spektra
- mj. ,oddéleni® uméleckého dila a objektu estetického zajmu.?°

Z mého pohledu na text je nicméné hlavnim rdmem v prvni radé stale casové—
linedrni posloupnost, v rdmci které (cokoli) vnimame. Zatimco tomuto ¢asove-
linedrnimu pristupu?' odpovidd prvni (klasicky) pristup, fenomenologické
chapani zkusenosti jako by odkazovalo spis k vnimani okamzitéjsimu,
interaktivné komunikacnimu (resp. interakénimu). Chapani estetického prozitku
pak do jisté miry obé kombinuje — a to nejen vymezenim estetického objektu
jako

(ve findle jen sobé vlastniho) souboru stimuld, navozujiciho ,nezistné”
povzneseni ducha, ale i coby de facto

- estetického znaku, jez je obdobny zazitek schopen poskytnout i v delSim
linedrnim dseku (tj. pfi vzpomince na néj).

I toto reflektuje Sirsi vyvoj, ktery v rdmci ,véd o ¢lovéku“ ve 20. stoleti probihal
od pocatecniho pozitivismu a viry v moznost objektivniho pochopeni svéta
stale vic k pragmatismu, jedineCnosti individualité i komunikacniho aktu,
a nutné tedy i k do jisté miry subjektivismu.?? I tim se vaha precendentu stéle
vic instantizuje, tj. pozornost (popf. relevance, dilezitost ¢i dokonce vyznam

18 Pricemz pravé u centrdlniho pojmu estetického (prozitku) se naskytd problém, nakolik Ize
uvedené vztadhnout i na néj; nemél by totiz takovy prozitek preci ]en prlchazet ponékud
neocekdvané, resp. prekvapivé — a tim tak rozdilné od vzdy néjak utilitdrniho ¢i pragmatického
vnimani éehokoli ostatniho?

19 Srov. Kant (1987), Dufrenne (1953), Adorno (2013), Hartmann (2014), Zuska (2001).

20 Déle viz mj. Heidegger (1996, 2016), Ingarden (1967, 1989), Merleau-Ponty (1976), Adorno
(2013), Lyotard (1994), Ricoeur (1973, 1974, 2016), Hartmann (2014).

2 Z]ednodusene ne]drlv dochézi k vnimani napt. ,,p“ 3 »0 I ,8“.. a aZ nasledné, t] poté,

co jsme naynimali a néjakym zptsobem vstiebali nejen (p, g, 1, s) a pfipadné i dalsf vstupy,
prichdzi ,y“ (do jehoz vnimani tak jiz logicky vstupujeme obohaceni diky vnimani vSech
predeslych pismen).

2 Zijemo jedince, individualitu, jeji vniméni sveta, a hlavné jedinecnost kazdého jednoho aktu
takového vnimani je patrna nejen u ,otcl” fenomenologie Husserla a Heideggera,
ale i pozdéji u Sartra, Merleau-Pontyho (1976), v teorii uméni a vnimani uméleckého textu
pak Ingardena (1967, 1989), Isera (1972, 1994, 2017), Ricoeura (2016) a dalsich. Viz téz
Ribeiro (2014).
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apod.) se z objemu nabytého versus okamZite, subjektivné vnimané spis presouva
na jednotky (aktualnich) vjemu, ur¢itou diachronic¢nost pfi nich probihajictho
procesu apod.

Pravé fenomenologie jako by pritom kladla daraz na viastni prozitek,
resp. prozitek v daném momentu (minéno zhruba ve smyslu anglického
pocitatelného an experience, experiences), spis nez na objem znalosti ziskany na
zakladé zkusSenosti (nepocitatelné experience). SpiS nez na kognitivni
rezervodr, s nimz vstupujeme do nové situace (vCetné fenomenologického
prozitku) a na jejimz zdkladé jej chapeme, se tak soustfedi na moment
prozitku samotného, pripadné i na zménu chdpani poté (tj. zménu jakou tento
prozitek / zazitek zplisobuje): namisto zdjmu o vnimani nového na zakladé
dosavadniho se jeji pozornost presunuje na moment vnimani jako takovy
(resp. nas pripadné muze nutit ptat se nakolik se zabyva dosavadnim objemem
ve vztahu k pozndvanému, anebo spiS jen tim, jak aktudlni proces poznavani
ma funkci dal apod.). Takovy pristup sice méni tradicni chapani zkusenosti
(tj. jako souhrnu doposud nabytych kompetenci, znalosti apod.), na druhé
strané ale ¢ini fenomenologicky pristup obzvlast kvalifikovanym mj. pravé pro
uchopeni estetického proZitku: zatimco tradicni kognitivni pfistup totiz dochazi
ke konfrontaci s esteticnem (resp. momentem esteticna) vybaven az obtézkan
robustnim arzenalem zkusenosti, fenomenologie tuto kognitivni zdtéz zdanlive
odhazuje - a o to plnéji (a diky soustredéni se na subjektivni prozitek i (tak ve
v$i rozdilnosti danych subjektivnich prozitk() objektivnéji) je schopna dany
prozitek (= jeho moment) proZit.

Fenomenologové moznd i tim, ze zdtraznuji zkusenost okamzitou, tj. latentné
opeét prozitek (an experience), posiluji svij manifest vaci jakési objektivizaci Ci
unifikaci zkusenosti. O tu se nicméné nesnazim ani ja — spi$ jen kladu
dulezitosti na fakt precedence zkusenosti aktu vnimani, zaroven zkusenost dle
moznosti abstrahuji (tj. operacionalizuji coby veli¢inu). Tim jen davam véci do
logického (Casové linedrniho sledu), a to aniz bych moznost aktudlnich
subjektivnich prozitka pfi vnimani vylucoval - jen konstatuji, ze i ony jsou
ovlivnény prechozim kvantem zkusenosti.

Pozndni a zkuSenosti nabyté do kazdého prislusného momentu maji
v komunikaci (resp. interakci) samoziejmé zasadni vyznam pro jakykoli dalsi
text, ktery osoba, jez prislusnym poznanim a zkuSenostmi disponuje, tvori.
Obdobné vsak kazdy tviirce textu (autor) vychdzi i z toho, jakou miru znalosti
a zkuSenosti predpokladd ve svém protéjsku, adresitovi svého textu,
recipientovi. Autor tak vzdy tvori text jednak jako a) néjakou interpretaci toho,
co chce sdélit, jednak jako b) reflexi toho, do jaké miry vychazi z néceho
(resp. bere v potaz néco), o cem vi ¢i predpoklada, ze je recipientovi znamo.

Vyjdeme-li z mySlenky hallidayovského registru (Halliday, 1978), konstatujeme,
Ze text navazuje na tuto pripravnou fazi (tj. fazi registru) coby jeji smyslove
vnimatelné pokraCovadni. Takovy (smyslové vnimatelny) text jiz neni jakymsi
abstraktnim ¢i vagnim shlukem vicera potencialit, ale vZdy jen jednou jedinou
vybranou variantou z nich. Oproti ostatnim, nepouzitym variantam, stejné jako
i kterymkoli dal$im (nepouzitym) eventualitim je tak text vzdy jedinou
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smyslové vnimatelnou stopou, na niz se pravé prostrednictvim jeji smyslove
vnimatelné realizace snazi autor pripoutat (recipientovu) pozornost.
Vse ostatni (tj. vSechny nerealizované, nevyuzité varianty) je kulisou, pozadim
- kontextem.

V duchu Gombrichova poznatku k autorové praci s recipientovou pozornosti
konstatujiciho, Ze ,veskerd pozornost se musi ,dit’ vici (resp. ,v kontrastu k)
pozadi nepozornosti“ (Gombrich, 1982, s. 15) tak lze fici, Ze text je vlastné
autorovym vybérem, ktery preménuje latentné pritomné (resp. jsouci
k dispozici, nabizejici se) na skutecné realizované (tj. v textu pouzité,
resp. pouzitim v textu oproti ostatnim nabizejicim se variantim zvyraznéné,
oznacené) - resp. autorovym preferovanym vybérem z kontextu.

Vyse uvedeny postreh Gombrich uvadi v rdmci SirSiho popisu umélcova
rozhodovaciho procesu ohledné toho, co v jim tvoreném obrazu ¢i jiném
umeéleckém dile a) zd{raznit, co b) upozadit, pripadné co z takového dila c) iplné
vynechat (srov. Gombrich, 1982). Tento proces ma nicméné své paralely jak
v pfirozeném textu (tj. mluveném ¢i psaném), tak v jakémkoli jiném sdéleni,
které mame vnimat (a idedlné mu i rozumét). I zde tuto selekci (tj. oddéleni
textu od kontextu) za nds (resp. pro nds) déla jeho autor. Mira, do jaké je pro své
(strategické) Ucely schopen dosahnout =z jeho pohledu nejlepsiho
(nejkomplexnéjstho, nejadekvatnéjsiho apod.) odhadu, interpretacniho
kompromisu a pohotovosti prevedeni do prislusného vyrazového (jazykového)
kédu, je pak kromé recipientova percepcniho zdzitku také ,vizitkou“ autorova
projevu v recipientovych ocich.

Jedna-li autor pri tvorbé textu pragmaticky, uskutecnuje nejen a) striktni
,oddéleni“ textu a kontextu (kdy text je tim, co ma byt ve stfedu recipientovy
pozornosti, zatimco kontext je vSe ostatni), ale tam, kde to je mozné, b) kontext
vyuziva jako implicitni prostredek vyjadreni (a pochopeni) toho, co by jinak bylo
explicitnim elementem textu. Toto téma pritom neni jen doménou
pragmatismu, ale i jiz zminéné teorie poruseni oc¢ekavani ¢i filozofie Gestaltu.

Vsem témto pohlediim je pritom spolecné, Ze berou v potaz jak a) komunikacni
roli predchozi recipientovy zkusenosti (a jejiho odhadu ze strany autora
i nasledného zohlednéni v jim produkovaném textu), tak skutecnost, ze b) od
urCitého (napf. mnohokrat opakovaného mnozstvi) uziti toho ¢i onoho
textového elementu ¢i kombinace takovych element(l prichazi (prirozena,
pochopitelnd, logickd) tendence ty nejzazitéjsi z takovych elementt vynechavat,
modifikovat ¢i (z komunika¢niho hlediska funk¢éné) nahrazovat napf. antonymy
(napr. u ironie). Dil¢im vysledkem takového pristupu je bud redukce textu na
minimum (s tim, Ze jeho smysl je stale pochopitelny), nebo jeho pozménéni
(vice, nebo méné) vitanou aktualizaci, pfipadné vloZzenim elementu vedouciho
k (prekvapivému) poruseni ocekdvaného; vysledkem konecnym je pak vyvolani
vétsiho ¢i mensiho vzruchu v recipientovi (vaimateli) takového textu.?3

% Pro Uplnost je na misté dodat, Ze takovy vzruch (arousal) je zde chapan jako dtsledek (resp.
reakce; konkrétné u Burgoon reakce na necekané) — nikoli jako (na pocatku stojici) podnéet
(resp. stimul, v orig. Reiz/e/, tedy diivod vzruchu, jak je tomu napf. u Wertheimera (srov.
Wertheimer 1293, s. 302, 307, 309). Wertheimer dané jevy chapal spi$ jako (v zdsadé jakékoli)
markanty predstavujici hlavni milniky textu. Vzruchy (v tom smyslu, jak je chdpe Burgoonova)
se s nimi nicméné mohou shodovat coby dusledek urcitého druhu dispropor¢nosti
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Na kontextu zalozend redukce textu na (nejnutnéjsi) minimum je v podstaté
praktickou aplikaci Griceovy zdsady strucnosti.’* Dand zdsada zde vSak stéle neni
aplikovana v celém svém rozsahu a potencidlu — v pripadé minimalniho textu,
ktery nevynechdva zadnou z (elementarnich, nejmensich nutnych apod.) slozek,
jde totiz stdle o eventualitu, kdy text je sice jiz co nejstru¢néjsi, ale porad jeste
jazykové ,,upIny“ (tj. nic v ném/mu nechybi).?*

Naproti tomu o poznani silnéji se spoléhani na kontext (tj. z autorova pohledu na
recipientovy znalosti, zkuSenosti apod.) projevuje v pripadé tzv. implikatur
(viz zejm. Grice, 1975, s. 41-58, déle pak Grice, 1981, s. 183-198). Témi Grice
nazyva eventuality, kdy autor jiz z textu védomé vynechavd (¢i v ném
fundamentdlné meéni) jeho (zddnlivé nepostradatelné ¢i nemeénné) ,zakladni
stavebni“ ¢4sti — protoze se spoléhd (resp. ma pocit, ze se miZze spolehnout) na to,
Ze recipient i pres tyto ,,chybéjici dilky“ pochopi celé sdéleni tak, jako kdyby bylo
kompletni. Co do principu tak i zde jde o aplikaci zasady strucnosti — jen
dovedenou az do ,,minusovych“ hodnot.

Je pozoruhodné, do jaké miry zde Grice témér identicky souzni s gestaltovym
principem uzavieni (law of closure)® — prfiCemz nejnapadnéjsi (zaroven vsak
druhotny) rozdil Ize spatrovat snad jen v typu prikladd, jejichz pomoci jsou oba
principy obvykle znazornovany (a které tak kvali své formalni odliSnosti mohly
vytvorit dojem vzdjemné nesouvislosti). Zatimco tak gestaltismus s oblibou
demonstruje své zasady na obrazcich (napf. takovym zplsobem vzajemné
nakonfigurované objekty, aby sugerovaly pritomnost dalsiho geometrického
tvaru), formuluje Grice (a dalsi teoretici komunikace) své myslenky obvykle na
ptikladech z oblasti prirozeného jazyka; princip, na némz takova pragmaticka
implikatura funguje, je ve své podstaté nicméné tentyz.

Naopak minimalné se oba pohledy lisi, pokud jde o miru zdanlivé jednoznacnosti
jimi ,sugerovanych® (tj. stdle pouze zdanlivych, protoze kvili absenci skutecné
explicitntho a plného textu nikde na presvédcivé jednoznacnych),
resp. nabizenych, predkladanych vyznamu ¢i sdélent:

"N
¢ J

Obr. 2: a) Kaniszav (gestaltovy) trojuhelnik; b) Vystrazna informacni
znacka

pocitované recipientem (v rdmci jeho Casové linearniho vnimani textu, a tim vznikajicich
shod - nebo naopak rozpori na zdkladé jeho (linedrné v zdsadé paralelné tvorenych)
ocekavani) - nikoli vSak (jak je chdpal Wertheimer) jako (ve své vyraznosti témér az statické)
vstupy, dané autorem, tvorici urcité hlavni percepcni milniky toho ¢i onoho textu.

24 Pro seznameni se s tématem viz zejm. Grice (1989).

%5 Tj. (v logice této tivahy) kromé vSeho, co danou textovou realizaci nebylo Feceno, a tedy
i vnimano, tj. vseho ostatniho, co feceno byt mohlo.

26V origindle ,Faktor der Geschlossenheit®; srov. Wertheimer (1923, s. 325-326).
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Znak zadkazu vstupu (s vepsanym 18+) je tak z pohledu gestaltového
pragmatismu tim samym jako vy$ zobrazeny ,nedokonceny“ trojuhelnik: jak
jedno, tak druhé totiz predstavuje urCitou elementarni (,nejzakladnéjsi®,
limitni apod.) moznou konfiguraci, ktera je nezbytna k tomu, aby recipient v ni
skryty, netplné formulovany, napul vyfCeny ¢i jinak poloskryty vzkaz ci
vyznam pochopil.

V gestaltové psychologii?’ je do zna¢né miry adekvatni analogii implikatury jiz
zminény zakon (resp. faktor) uzavrenosti (viz Wertheimer, 1923), popf. zakon
(resp. faktor) dobrého pokracovdni (vychazejici z predpokladu dobré konfigurace,
resp. dobrého Gestaltu apod.; srov. opét Wertheimer, 1923). Zaroven zminuje-li
Wertheimer svou asociacni tezi (Assoziationsthese), je na zvazeni, nakolik
muzeme (jeho) uzavrenost chdpat jako fungujici na principu asociaci ¢i
asociovani, resp. — jesté presnéji — doasociovdvdni; rozdil tu pfitom muze byt
jen ,opticky® (formdlni, kvantitativni) a nikoli principidlni (kvalitativni):
zatimco faktor uzavrenosti jasné distinktivné vyplyva ve chvili, kdy recipient
citi ,nutkavou® potfebu doplnit neexplicitni (tj. pomoci textu jeho vnimani
jasné ,nenabidnuté®, a tedy jen implicitné tusSené) Casti, aby vznikl celek, je
asociace asociovdna vétsinou s tim, kdyz jeden celek da vzpomenout na celek
dalsi (srov. Wertheimer 1923, s. 303).

Zamyslime-li se ale nad technickou strdnkou obou proces(i, nemizeme dojit
k zavéru, Ze ve své podstaté funguji oba na stejném principu? Tj. takovém,
ktery pro svou platnost predpokladd, ze vaci hypotetické ,normé” je néjakym
zpusobem nelplné prakticky ,cokoli“ (pficemz je jedno, od jaké ,miry
netplnosti“ o takové ,nedplnosti“ budeme uvazovat); v takovém pripadé by
totiz domysleni se vyznamt bylo jevem v zdsadé permanentné pritomnym. Na
takovém principu fungujici kognitivni preklenuti (vynechaného) prostoru mezi
explicitné formulovanym a sdélovanym (minénym) by pak jen v nékterych
ptipadech bylo ,spravnéjsi®, resp. ,objektivnéjsi“ (nebot dodané indicie jsou
,0Cividné“, podobné jako paradigma, v jehoz rdmci jsou dané indicie nabidnuty
i na které odkazuji), v jinych pak méneé (resp. by obsahovalo vyraznéjsi slozku
subjektivity).?

Zde dosud uvedené se pritom stale tyka jen prostredi (ze sémiotického
hlediska) bézného ,kazdodenniho standardu® - tj. vSsednodenni prirozenosti,
Vv niz jsme se (jiz svou pouhou pritomnosti na svété) jaksi ,ocitli“, a to aniz
bychom méli potrebu zkoumat jak ¢i spekulovat o pfipadnych meznich
situacich. Uvazovani o mife danosti, vrozenosti vnimani, resp. percepcni
(samo)zrejmosti tvard, poCtd ¢i dalsSich evidentnich veli¢in nas naproti tomu
vzdy (ultimativné) dovedou k polemikam nad tim, do jaké miry by se jednotlivé
zpusoby konceptualizaci okolniho svéta obnovily v té samé (popr. alespon

27 Ke gestaltu viz zejm. Wertheimer (1922, 1923, 1924), dale Kohler (1933) ¢i Koffka (1935).

% Jako piiklady mohou slouzit jak notoricky znamé dvojvyznamné obrazy gestaltismu (dvé

tvafe / svicen, tval stafeny / tvaf mladé divky apod.), tak prosty fakt, ze _jakakoli deviace
od tvaru, ktery mysl povazuje za normativni (a do nehoz se tedy snazi (jakkoliv, tedy
i umelecky) deviovany, distortovany text doplnit ¢i modifikovat), je prokazatelné vzdy jen
sama sebou (a zadne ,,spravne doplnéni tedy neexistu je). Na druhé strane, je-li kazdy
recipient opravnén doplnovat ¢i modifikovat dle svého uvazeni, vyplyva, ze jakykoli netiplny
text miize byt doplnén ¢i upraven ryze dle jeho rozhodnuti.
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podobné) formé v pripadé jejich ndhlého (celo)civilizacniho ,vypadku® (resp.
jakési globalni civiliza¢ni ,amnézie” ¢i restartu); tedy i které z tvaru, poCetnich
veliin a dalsich jeva dneska by bez moznosti odkazovani k jakymkoli zjevnym
korelatim (precedentim, indiciim, referentnim bodim apod. jingym nez
nabizenym pfirozenym okolnim svétem) ,(znovu)obhdjily“ své misto
i v pripadé takového ,,kognitivniho defaultu®.?’

Lze zfejmé pripustit, ze i v pfipadé jakékoli civilizacni ,amnézie“ by koncepty
»Zakladnich tvara“ vzdy znovu uUspésné zaujaly jedny z nejrelevantnéjsich
pozic (resp. mély jednu z nejvétSich nadéji na restauraci svych pavodnich —
nadcasovych? - vyznamu). Podobné dobre by si zfejmé vedl obecny koncept
poctu, vychazejici z dojmu o a) diskrétni povaze (resp. ohranicené izolovanosti
apod.), jakoz i b) podobnosti predmeét (resp. postaveny na tom, ze bézné
smyslové vnimani tento dojem umoznuje a podporuje, a tim pro jakékoli
fenomény poctu, pocitdni, aritmetiky apod. viibec vytvari ty nejelementarnéjsi
predpoklady).

Na diskusi uz nicméné je, nakolik by se v takovém pripadé obnovilo konkrétni
oznacovani takovych poctii né¢im podobnym ¢islim, popr. oznaCovani hlasek
nécim podobnym pismentim; tedy do jaké miry (a v jaké formé) by se projevila
zastupna povaha znak jako takova.

At by to bylo jakkoli, 1ze se stale domnivat, ze i vyssi zastupné celky (které by
tak i onak zfejmé musely vzniknout) by, podobné jako jejich nejmensi bézné
rozpoznatelné elementy, nadale v procesu vnimani v klicovych okamzicich
spoléhaly na (postupnym opakovdnim rozvijenou a legitimizovanou) ,,magii®
gestaltu: tj. schopnost restituovat celek, jeho ,chut®, onu esenci
nejdualezitéjsiho, podstatu, dusi, zakladni konfiguraci textu byt i jen
z fragmenti celku - poskladanych ovSem, pripoustim, v

- urcité elementarni konfiguraci (kvalité) a
- ur¢itém minimalnim mnozstvi (kvantite).

Je pritom nasnadé, Ze vSechny zde popsané principy (a s nimi i komunikace
v nejobecnéjsim slova smyslu) jsou funkcéni nejen diky zkuSenostem
a znalostem (systémii Ci tvaru apod.), ale i diky jiz zminéné ticelné omezenosti
smyslovych dispozic (srov. Kratky 2019, s. 23). Pravé ta umoznuje vznik pocitu
konecnosti, podobnosti, resp. diskrétnosti jevii nebo predmétii. Pravé tato
diskretizace (jevd, déji, predméta apod., (a v disledku toho i moznost jejich
oznacCeni, tj. vznik a pouzivani pojmii)) tak umoznuje tvorbu (vSech /
jakychkoli) konceptii (obecné), a tedy i (konkrétnich) antecedentd veskerych
nasledujicich texta®® - tj. referencnich bodu stojicich na pocdtku v podstaté
veskeré dalsi systémové setrvacnosti déju (resp. interakce ¢i komunikace);
29 Jak je zfejmé, néktery tvar nabidne priroda (,kruh“ Slunce ¢i Mésice, ,kvadry“ nékterych

puklych hornin, ,,Ctvercové” viny vznikajici na kontaktu vod ,dvou mori* apod.); jiné tvary

vznikaji zdsahem ¢loveka v rdmci hleddni a nachazeni co nejefektivnéjsiho kompromisu mezi

jeho praktickymi cili a moznostmi hmoty dané k dispozici redlnym svétem, prirodou (cihlovy

kvadr, kolo apod.); dalsi, celd paradigmata latentné zakladajici veli¢iny, jsou néjakym
zpusobem danostni (pocet prst na obou rukach apod.).

30 Uvedeno a mysleno ilustrativné; disledné analyticky jde samoziejmé jen o jednu z varianta
otazky po tom, ktery (ze dvou vzdjemné podminénych jeva) tu byl dfiv (tj. ve smyslu ,slepice,
nebo vejce?”).
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realizovanych tak jiz nutné v prostfedi individualnich (autorskych) cila a
(recipientskych) ocekavani.

V takové konfiguraci pak kazdé autorské nakladani s kazdym aktudlnim danym
»stavem véci“ predpokladd, ze pravidla hry bude vzdy alespon néjaky pocet
recipientt (ve vétsi ¢i mensi mife) znat a bude jejich elementarni funkce (chtit)
respektovat, resp. nebude povazovat za tGcelné je zpochybnovat. Kdo na tuto
hru pfistoupi a komu davaji jeji elementy i principy jejich kombinace smysl,
splnuje zdkladni predpoklady nutné pro efektivni komunikaci.3!

4. Proporcnost, umérenost, vyvazenost

Cim vic se autorovi podafi identifikovat dispozice recipienta a o¢ 1épe je
schopen formulovat text tak, aby ten ve a) sprdvném mnozstvi obsahoval i b)
nélezité rfazené c) klicové (kvalitativni) rysy, tim spis dosdhne cile, pro néjz

svij text tvori. Takovym cilem miize byt vyvolani (libovolného typu) piisobeni

na recipienta, predani informace, ve vytvarném umeéni, hudbé ¢i literature
navic pfi zachovani (¢i maximalnimu pfriblizeni se) obdobnému pocitu, ktery
ve vztahu k danému tématu zaziva ¢i zazival i autor; pripadné kombinace
nékterych ¢i vSech zde uvedenych pohnutek.

Toto plati v zasadé u vsech takovych textd, kde je autor pro své interpretacni
nadani (svym publikem) povazovéan za ,umélce” (pficemz je vzdy do znacné
miry subjektivni, zda za takového umeélce povazujeme interpreta vazné hudby,
hospodského vypravéce, Ci rafinovaného lichotnika). Neni ostatné umélcem
v zasadé kdokoli, kdo pro ucel interpretace dokaze identifikovat klicové rysy
(markanty) ptuvodniho nameétu a ty predat dal tak, aby se v mysli recipienta
dany ndmét vérné ¢i aspon presveédcéivé ,,vynoril“?

Pri bézné komunikacni interakci (nejcastéji napf. vSednim rozhovoru)
vyhodnocuje jak autor recipienta (text jeho chovani, stylu ¢i nonverbalnich
projevil), tak i recipient (autoriv text, resp.) autora prakticky nepretrzité. Ve
vétsiné pripadd tato vzdjemna (a z obou stran v zdsadé permanentni) evaluace
usti v néjakou formu (autorovy) konformity s béznymi normami. Naproti tomu
u umeéni - coby produktu nikoli vSednosti, ale ,mdz“ — je mira autorovy
konformity z podstaty véci oCekavana jako vyrazné nizsi. V nékterych svych
vyvojovych fazich bylo sice i uméni do zna¢né miry podrizeno nutnosti
imitovat (resp. ,zfemeslnéno®) — nicméné z této (témér Cisté i prevazné
mimetické) faze se vsak jiz spolehlivé vymanilo.

K mimésis i souvisejicim ndmétim se z rtznych pozic vyjadrili mimo jinych
Auerbach (1988), Goodman (2007), Iser (2017, dale 1994), Ingarden (1989, dale
1967), Ricoeur (1991), Adorno (2013) ¢i Dolezel (1997). Prizmatem urcitého
Lkompromisniho priseciku® jejich pohleda (popf. podobné, jako lze

3t Vzeti v potaz komplexnéjsich okolnosti tvorby textu tak mtZe stdt napiiklad na potatku
procesu lusténi ndpis v nezndmych jazycich - u starovékych ndpist je klasicky posuzovana
frekvence ¢i pravdepodobnost vyskytu toho ktereho pojmu v souvislosti jak s jeho (dobovou)
spolecenskou _relevanci, tak s ,investi¢ni“ ndmahou nutnou pro napf. jeho vytesdni
do kamene (uz samo o sobé 1mp11ku]1c1 Ze nepijde o banalitu, a imérné tomu se bude dany
napis _vyjadfovat spfs k tématim vzneSenéjsim, 0ﬁc1alne151m, strateglckym apod.; to alespon
Céstecné odkazuje k moznym okruhtim slovni zasoby, z nlchz je mozné vychazet
pri odhadech naprt. frekvencné ¢i pozicné charakteristickych pojmua (typu panovnik, vynos,
smlouva apod.)).
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- zkusenost chapat bud jako celkovy objem individualniho ,nahlédnuti svéta®,
(i jako ryze momentalni zazitek (resp. prozitek apod.)), 1ze

- i v pripadé ndpodoby (imitace, mimésis) rozlisit fazi adaptacni (osvojovaci,
ucebni, (utilitdrné) remeslnou apod.)’* a fazi (zdanlivé) samoiicelnosti
(konfiguraci prostou veskeré utilitdrnosti, presto vSak promlouvajici naléhavou
relevantnosti)® - tj. stav (polohu, situaci, interpretaci predlohy apod.), kdy
tato ndpodoba se jiz vymanila z hajemstvi ,pouhého“ uceni a stala se
(umeéleckym, estetickym apod.) objektem sama pro sebe (pro svij vlastni ticel
apod.). V takovych pripadech pak jiz (velmi pravdépodobné védomym) cilem
neni (vySe uvedené) uceni, ale (jiz) uméni.

Centréalni debata je tak dle mého nazoru ve své podstaté stile vedena kolem
starého reckého sporu o to, zda spiS mimésis, nebo diegésis, resp. kolem toho,
zda (a pokud ano, pak nakolik) je mimésis podstatou a/nebo smyslem umeéni.
Tim zde dle mého ndzoru ovsem opét dochdazi predevsim k tomu, zZe dostavame
dvé linie, u nichz neni prazadného divodu vnimat je jako sobé si konkurujici —
spi$ jako vzdjemné komplementdrni; nejprozaictéji jako dichotomie
a) femeslo® a b) uméni®® (resp. vzdy néjaky jejich pomér). Zatimco femeslo
bude (ze své prirozenosti) nachazet vzdy vice ¢i méné oporu v puivodni podobé
zobrazovaného predmeétu ¢i jevu (a tedy i sklon ke tvoreni spiSe reprezentanta),
umeéni jako by mélo v sobé (z obdobné své podstaty) zakdédovanu vzdy
pritomnou tendenci k odchylce - a tedy i sklon k produkci symbolu.

Freedberg ve svém historizujicim ohlédnuti mimo jiné uvadi, ze i samo slovo
mimésis mélo pro Reky konotace vulgarity (srov. Freedberg 1992, s. 483) —
nicméné zalezi v tomto pripadé na slovu (¢i doslovnosti) doopravdy?®¢ I zde
jsem totiz presvedcen, ze oprostime-li se od néj, vidime, ze kazda Cinnost je
vzdy néjakou napodobou, nebo chceme-li, inspiraci. Kazda inspirace do vetsi ¢i
mensi miry postuluje napodobu (byt cehosi, dil¢iho), kazdd napodoba je
inspirovana. Pres takové abstrahovani opét nahlizime véc jasné&ji — pokud ale

52 Pro niz je dle Koffky mj. charakteristické nabyvani védomi skrze zkusenost(i); dle néj k védomi
si védomi tak postacuje jeden (svého védomi si) védomy (tedy vnimajici) ¢lovék, a ne nutné
veédecka definice ¢i dukaz (srov. Moles (1928, s. 32); v origindle viz Koffka (1925, s. 167).
Z myslim, tedy jsem se tak Koffka svou vlastni cestou dostava k vnimdm, tedy mam védomi.
Ke Koffkové chapéani a déleni imitace viz Moles (1928, s. 42-44); dale téZ srov. Koffka (1925,
s.307-310).

33 Guberman sice v okrajovejsi souvislosti, ale stdle zajimavé poznamenavd, ze ,Wertheimer
chépal vnimani komunikacnich podnétt jako imitaci aktu, ktery podnét produkuje; na tomto
zdkladé dale ztotoznuje takovy proces spi§ s procesem motorickym, nez
perceptnim® (Guberman 2017, s. 5); dale jeho chdpani a naklddani s pojmem imitation
principle - viz_Guberman (2017, s. 7, 10, 12). Guberman je sice prakticky (az utilitdrng)
orientovan (jeho poznatky aplikovanych gestaltovych principti byly vyuzity komercné),
nicméné i diky tomu jde po podstaté veci; zaroven nabizi vlastni interpretaci ndpodoby jako
pohybu (resp. vlastni ¢innosti, aktivniho zpracovavani podnétu) pro hru samotnou, spi$ nez
pro ryze remesiné, naucené napodobeni originélu.

3 Zde ve smyslu konformismu, respektovini tradice, snahy o vérnost interpretace, o co
nejpresnéjsi napodobu; svym zplisobem tedy velmi vystizné: techné.

35 Zde ve smyslu inovace, Fizeného porusovani recipientskych ocekdvani, snahy sdélit, a to za
paralelniho ¢i vylucného cile vyvolat vzruch; v roviné umeni pak vyvolat estetické
rozechvéni, privodit estetiku.

% Tim spi$ pripustime-li, Ze je-li text komplexni s recipientem, déje se mimésis i vetné néj;
coz dale zaklada urcity velky rdmec rozporu mezi tim, Ze mim pusobi jako origindl, ktery
napodobuje, nicméné jim neni. I pfes tuto skuteCnost (resp. diky nf) se tak snadno
podivujeme nad jeho dovednosti — pricemz je uz jedno, zda je vystup komicky, pusobivy ¢i
jakkoli jinak esteticky (srov. Freedberg 1992; Donald 2006; Goodman 2007 ¢i Coldron 1982).
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vynechame pojmenovani a za stézejni objekt sledovani si vezmeme hlavni cil
v podobeé vyvolani plisobeni u recipienta.

V takovém pripadé se vyjevuje mimo jiné to, Ze nékteré druhy imitaci mohou
byt ,,vylouCeny® z (elitniho) klubu estetiky ¢i uméni, to vSak stale nic neméni
na tom, ze co do procesu jejich tvorby jsou imitacemi (resp. Ze probéhla
mimésis). Na druhé strané odsouhlasime-li s Hegelem limity, které jsou
(na rozdil od plastiky) spojené s malbou (Freedberg 1992, s. 486), nemlizeme
ve finale dojit k (v Hegelové dobé jesté ne oteviené formulované a jim samym
téz ne pfimo vyicené, nicméné) nabizejici se (nepfimé) instrukci: , Vkiddejte do
textu zmény predstavujici poruseni mimésis — vklddejte subjektivni poruseni toho,
ze vinimatel ocekdvd predlohu, kterou md v paméti“?

Imitace kromé jinych funkci v uméni tradi¢né plnila (a v nékterych druzich
umeéni i nadale plni) dvé vyrazné role: v jedné z nich

a) vychazi vstric (pfirozené, pochopitelné apod.) poptdvce po vérném
zachyceni pomijivého jevu ¢i objektu; v druhé pak

b) poskytuje dle moznosti vérnou reprodukci (umeéleckého) kusu, ktery je bud
v$eobecné znamy, nebo zapsany ¢i alespon jinak dohledatelny (srov. Goodman
2007, s. 96).

Velmi zjednoduseneé lze rici, ze zatimco (objektivni, modelovd) poptdvka bude
vetsinou po vérné (normativni, remesiné apod.) napodobeé, ma naproti tomu
(subjektivni, ,kreativni“ apod.) cil autora co do vérnosti predloze tendenci vice
¢i méné variovat; stejné tak je vSak zfejmé, Ze v (empirické) realité se v zasadeé
vSechny (skutecné) varianty budou pohybovat kdesi mezi témito hlavnimi
tendencemi.

Goodmanovo rozdéleni textii (resp. uméleckych dél, ,kusu®, popf.
Jinterpretacnich podkladi“ apod.) na autografické a alografické, resp. na jedno-
a dvoufazové (srov. Goodman 2007, s. 95-97)% pak do puvodni diskuse o ,,prosté”
mimésis vnasi novy, ,technictéjsi“ rozmér: v jeho rdmci pak femeslna i mazicka
slozka dila maji Sanci byt pochopeny ve své, ekl bych, plnéjsi, komplexnéjsi
dynamice, casové linearnosti i percepéni (ne)pakovatelnosti.

Ur¢itd ,podtrida“ prvni role (tj. ta jeji Cast, v niZ je akcentovand remeslnd
slozka (,padélatelného) autorského dila tak, aby vystup byl co nejpresnéjsi,
popr. nejrealistiCtéjsi Ci nejklasictéjsi) meéla svhj stézejni umélecky vyznam
prakticky po celou jednu éru trvajici az do prichodu fotografie. Role druha si,
pfedevsim v podobé reprodukce predlohy ¢i jinak zndamého kusu
(napf. v hudbé, baletu ¢i na divadle), uchovava svlij vyznam dodnes. Sama
povaha této role ji pritom dovybavuje dispozicemi urcité kontrastivni
platformy, na niz se napéti mezi ocekdvanym a skuteché realizovanym vyjevuje
se zvlastni intenzitou. Ne nahodou tak realizaci vétSiny divadelnich ¢i
hudebnich kust nasleduje diskuse o tom, nakolik byly podany vérné, ¢i do jaké
miry byly naopak prostoupeny (interpretacnimi) odchylkami (od normy, jiz

7 Lze dodat, Ze v prvnim piipadé je text pfimo vysledkem kreativniho procesu autora, zatimco
ve druhém je mimo jiné meritkem interpretovy femeslne-umelecké schopnosti
zprostredkovavat konecnému recipientovi autorské sdeleni uvadénim tohoto sdéleni v zivot

pomoci jeho zapisu porizeného autorem.
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predstavuje ta Ci ona zaZitd, klasickd verze té ¢i oné hry nebo partitury).
Je nicméné zrejmé, ze v pripadé hudebnich ¢i dramatickych kusd nejsou
»aktudlni“ autofi textu (tj. herci ¢i interpreti) jeho skute¢nymi tvirci, ale
opravdu predevsim jen interprety; do zna¢né miry tak jde spiS o svého druhu
performacni mimésis, tzn. imitaci s inovaci v podobé vlastni interpretace
zdkladu, ktery (vétSinou) vsichni znaji.®

Performacni umeélec se tak 1isi od skladatele ¢i malife prave ve faktu (vice ci
méneé vérné, ale stalé) interpretace. Ta je sice plné legitimni u hudby, témér ale
nema smysl u vytvarného umeéni (pomineme-li jinak estradni povahu malovani
nazivo, pred publikem atp.).>

Jak ,spoleCenskd poptavka“ ve vytvarném uméni moderni doby postupné
slevovala z imperativu femeslné bravury nasmérované k vytvoreni co
nejverneéjsi kopie predlohy, stal se o to zrejméjsim jeden zdkladni, do té doby
vsak ne zcela rozpoznatelny princip: ¢im pregnantnéjsi je obsah dila, tim lehci
je (popf. mize ¢i dokonce musi byt) jeho forma. Jinymi slovy: ¢im silnéjsi,
nabitéjsi ¢i hlubsi je obsahovy apel uméleckého sdéleni, tim mensi mohou byt
(¢i jsou jako takové dokonce vyzadovdny) ndroky na propracovanost,
dokonalost ¢i dalsi formdlni, resp. femeslné slozky prislusného kusu.

I zde se projevuje urcita magie této nepfimé Umeérnosti: pravé sleveni
z (,,otrocké”) propracovanosti formy nechava u obsahové nabitych textu nejvic
vystoupit jejich sdélnosti. Ne vic nez jen podpiirny minimalismus struktury
takovych textli na sebe zbytetné nepoutd pozornost, a neodvadi ji tedy
jakymkoli smérem, v némz nelezi zdkladni elementy (markanty, gestalt,
podstata) obsahu (entity, jevu). Naopak: témto elementim dava o to vic
vyniknout, byt (resp. leckdy pravé proto, ze) jsou v ramci jednoduchosti
zpodobnény na samé hranici rozpoznatelnosti, schematicky, jednoduse - ale
o to silnéji a presvédciveéji:

Obr. 3: Katherine Sturgis: Hokejisté (zdroj: Goodman, Sturgis, Curtis, 2006)

% Nejde-li tedy o jakousi ryzi, (v_dobrém slova smyslu) ,,samoucelnou improvizaci, napf.
v jazzu, kde jsou v takovém prlpade dodrzovana v podstaté jiz jen elementarni pravidla
(harmonie a rytmu) - a kde jsou, Gmérné paradigmatu, recipientskd ocekdvani nastavena
opét na jesté vetsi ,davku” inovativniho, tj. neo¢ekavaného.

3 UrCitou zvlastni kategorif jsou v tomto svétle kaligrafie (arabské, ¢inské atp.), u nichz je
objem rutinné si osvojovanych tahd, vzort a tim i moznych témat svym zplisobem konecny,
tj. takovy, Ze invence neni ve smyslu klasického (volného) vytvarného uméni castokrat
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Minimalistické umeni, stejné tak ale i skica, karikatura, kresleny vtip, nékteré
druhy reklamy, ,mobilizujici propaganda (Ci propagace obecné) jsou
discipliny, které — pricemz stidle v duchu (griceovského) pragmatismu -
vyuzivaji specifickych konfiguraci pravé idedlniho (¢i nejmensiho nutného)
mnozstvi elementt, resp. zdkladnich rysa (tj. gestaltii az archetypalni povahy)
k tomu, aby byl jejich prostfednictvim u recipienta vyvoldn kyzeny pocit ¢i
série takovych pocitd. Vsechny takové texty predstavuji specificky koktejl
redukce, ,nabitosti“, stereotypu, schematizace a pointace, zaroven (vice ci
méné selektivniho) vystizeni, ztélesnéni a vytvarného uchopeni esence
(Ci opét: gestaltu), resp. zachovani ¢i zvyraznéni ryst, které na zdakladé
strategické vyhodnoceni a/Ci tvarc¢i Gvahy autora zrejmé vétSina recipientli
vnima jako archetyp, normu ¢i idedl.

Dobrym prikladem nutnosti vybalancovani obsahu a formy je vytvarné umeéni
a zejména malifstvi: aby fauvismus, impresionismus ¢i obdobné styly nechaly
plné vyniknout barvdm a jejich kombinacim, pouzivaly obsahové prosté
ndmeéty; Bosch, naproti tomu, mohl diky konzervativnimu stylu nechat
na platné rozehrat pomérné komplikovand, naturalistickd i bizarni dramata.
Minimalismus klade velké naroky na obsahové sdéleni — naopak abstraktni
umeéni sazi jak na volnou asociaci, tak na moment prekvapeni, ale i kompozici,
tj. rozloZeni barev, tvard a barevnych ploch na platné.

Vsechny styly a v nich realizované texty (resp. jejich autofi) pfitom maji
na pameéti, ze ma-li se k recipientovi dostat klicové sdéleni jasné a Citelné,*
musi pevné upoutat jeho pozornost. Proto by takové sdéleni (hlavni text) mélo
vystoupit do popredi a vSe ostatni se naopak stat kulisou, pozadim
(kontextem). I u vicevrstvych dél (napfiklad popova hudebni
skladba s textovou linkou) tak hlavni vyznam nese vétSinou jen jedna slozka
(v tomto pripadé zpév, ktery nese text pisné). Lze samoziejmé namitnout, Ze
ruzni posluchaci té samé pisné mohou za klicové sdéleni povazovat cokoli
jiného, nez slovy podané sdéleni (tj. napr. melodii, zabarveni hlasu, kytarové
s6lo ¢i basovou linku apod.), pripadné dokonce to, jak se jednotlivé vrstvy misi.
To nicméné nevylucuje obecné tvrzeni, Ze a) dany vystup je pro né hlavnim
pfedmétem pozornosti na rozostifeném pozadi tvoreném ,tim ostatnim®,
pripadné b) fakt, ze kazdy text je skutecné kazdym prisluSnym recipientem
vnimdn a interpretovan jinak (tj. kolik je textovych realizaci, tolik je
recipienttt).

Nadale tak plati, ze prestoze celek tvori kompaktni kus, je hierarchie
sumeéleckého planu® (resp. subordinace ve vyznamu) pro vyneseni klicového
sdéleni na piedestal zasadni. Serraut by jen tézko uspésné uvedl svij

moznd, poptipadé zédouci. Logickou otdzkou pak mize byt, do jaké miry je zde uméni dilem
autorovy osobnosti, resp. muzické invence, anebo spi$ méritkem jeho femesiné dovednosti.
Prestoze vybér namétu Kkaligrafii je relativné volny, je mnoZina kvalitativnich i
kvantitativnich elementti pro jejich konkrétni realizaci do znacné miry preddefinovand, tj. i
omezend, Spi§ nez ,muzicky inspirovany“ tvliréi proces tak Ize v klasickych kaligrafickych
disciplindch vidét praveé pristup performacné mimeticky.

0 Tzn. zrale zpracované (za vybéru zralych prostredku a jejich kombinaci) a na zékladé zralé
tvahy autora - tedy pfiblizné tak, jak ma zfejme na mysli Adorno, kdyz (v jejim SirSim
chdpani) nazyvé tuto (autorskou) artikulaci ,konfiguraci celku ex1stu]1c1ho ve shodé se
souhrnem jeho komplexnostl (Adorno 2013, s. 200). K jeho pojeti artikulace viz dale Adorno
(2013, s. 188-222), popr. Adorno (2013, s. 122 260).
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pointilismus, pokud by za jeho pomoci chtél (tj. hned a zaroven) formulovat
napr. politické postoje — jeho prace by se pak Stépila, recipientova pozornost
by byla tfisténa dvéma sméry, z nichZz by nebylo jisté, ktery je ten zasadni,
obrazy by byly pretizené kvili nevyvaZzenému pomeéru obsahu a formy, resp.
zavaznosti formy tfistici se s excesivni informaci zakédovanou v obsahu, a to
zejména kvili sekundarnosti jejiho vyznamu oproti jasné inovativni, resp. re-
invenéni slozce, kterou pro pripad Serrauta je fakt prezentace nového
umeéleckého postupu.

Ambice stylistické inovace spojena s potrebou sdélit (napf. zavaznou
myslenku) je pritom pomérné nazornym prikladem (nejednou nestastné)
kombinace vedouci k zahlceni recipienta premirou informaci, a tim i jeho

v é v rv 76 V7 7 v rv 766 7 o’ 7 7
percepcnimu ,,pretizeni”. Prikladem takového ,pretizeni” je nasledujici dilo —
prezentujici nejen aktualizaci v podobé ,pomackanych® (porcelanovych)
plechovek, které jsou ovsem zdroveri ozdobené tradicnim chanskym motivem
(v misté svého ptivodu vyhrazenym v zasadé pouze ke zdobeni porceldnu):*!

A

Obr. 4: Lei Xue: Piti ¢aje (zdroj: https://www.artsy.net/artist/lei-xue)

Vystupem jsou tak dvé rovnocenné hlavni, klicové nové informace - které spolu
ovsem ve finale koliduji tim, jak se obé najednou snazi pripoutat recipientovu
pozornost. Je pritom otdzkou, zda se ve snaze predat recipientovi autorav
vzkaz predevs$im doplnuji, anebo jde kazda z nich tak trochu svym mirné, ale
stale rozdilnym smérem - v dtsledku ¢ehoz se recipientova pozornost tristi,
a Umérné tomu se droli i jinak zfejmé Zadana ,ddernost” a jednoznacnost
autorova sdéleni.

Urcity kompromisni ,mezistupen®, pfi némz by jednoznaCnost autorovy
formulace (resp. jeji pfimocarost, a tedy i impakt sdéleni)** byla zarucenéjsi,

41 Popf. Ize interpretovat i jako komercializaci chanské tradice (kdy jsou porcelan + dany vzor

brany jako jeden nedilny celek (a tedy i jeden vstup)), jez je ovsem dale kombinovana
s urCitou negaci této tradice (v podobé pomackani (znehodnoceni, znevazeni apod.)) danych
plechovek (které jsou navic prezentovany jako reprodukovatelnd banalita). K pretiZeni,
resp. presyceni vicero informacemi najednou tak velmi pravdépodobné stale dochazi.
42 Resp. (na strané recipienta) dekddovani na zakladé sitem autorské strategie recipientovi
vyselektované nabidnutych konotativnich souvislosti.

ONDRE] KRATKY Pozndmky k textu — (ne)poruseni ocekdvdni recipientii...
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pritom spociva ve vyhotoveni bud a) jen (porcelanové) plechovky s vyse
uvedenym tradi¢cnim vzorem, anebo naopak b) pomackané tradicni
vazy s tradicnim vzorem. Otazkou pak ale samozrejmé je, zda by néco takového
naopak nepusobilo trochu ,suse, a zda se nakonec i sdm autor pfi realizaci
daného objektu pravé v téchto intencich nerozhodoval - s tim, Ze se po Gvaze
prosté rozhodl vydat tou ,ultimativnéj$i“ z obou cest.

Pokud tomu tak skutecné bylo, mohl se tak rozhodnout mozna i proto, ze
(rozhodné dramatictéjsi a ,akéneéjsi®) vyjev v podobé pomackanych (spi$ nez
netknutych) objekt(l ma vétsi schopnost upoutat (resp. pritdhnout pocdtecni
pozornost). Jakmile pozornost na objektech jednou utkvi, 1ze predpokladat, ze
recipient alespon néjaky dalsi ¢as stravi tim, aby o tom, co vidi, premyslel dal.

Prestoze je tato varianta velmi pravdépodobna, plati i naddle, ze realizace obou
ndmeétd nardz (tj. popreni vylucnosti urceni tradicniho vzoru i vymezeni se
vaci klasické formé) je skokem vpred nikoli o jeden (inovativni) stupen, ale
hned o dva - coz pro pozornost (popf. vnimani, dojem apod.) nékterych
recipienti mizZe pusobit jako (nekomfortné) prilis moc.

Pomoci (z femesiného hlediska) zdanlivé bandiniho pojednani objektu na svych
obrazech projevuje naproti tomu tcelovou umérenost René Magritte.
A7 uzkostliva konzervativnost formdini stranky jejich zpracovani vsak neni
nicim jinym, nez logickym ddsledkem (ryze pragmatické) autorské tvahy - dila
jsou natolik zdvazna, nabitd a inovativni obsahové, ze chtél-li autor dat v nim
obsazenym sdéleni vyniknout, nemeél v zisadé ani jinou moznost: volba
jakéhokoli jiného, resp. akcentovaného ¢i nekonformniho stylu by impakt,
o ktery mu $lo predevsim (tj. obsahovy), nezddoucim zpusobem zastinila a tim
od néj odvedla pozornost.*3 Jak v predeslém, tak i v tomto pfipadé pritom jde
sjen“ o dalsi z variaci na Gombrichtiv poznatek tykajici se presmérovani
pozornosti na centralni objekt i diky tomu, Ze (rozostfené, nevyrazné apod.)
pozadi tuto pozornost (pravé diky své ,,druhoradosti®) cilené nepfitahuje (viz
Gombrich 1982, s. 15), resp. o jeho zobecnéni; je pfitom priznacné, do jako
miry se zde Gombrich (timto, lze snad fici, estetickym pragmatismem)
potkdva s Gricem.*

5. Tvorba textu jako strategicky zameér

Prvni dojem z toho, co recipient vnimad - tedy jakysi gestalt z pocdtku
(autorova) textu®® - je podstatou aviza kazdého takového textu. Avizo muze
budit bud davéru a dojem predvidatelnosti (nasledovany pak vétsinou
recipientovou akceptaci dalsiho textu), nebo naopak pocit priliSné systémové

4 Z teskych autorti obdobné postupuje napt. Jifi Sliva, viz napt. http://www.galerie-kaplicka.cz/
cz/shop/grafika/dva-capi--432/.

*  Obdobny princip, tj, to, Ze ¢im silnéj3i je obsahovd pointa, tim (nejenze ,staci”, ale o to) vic je
na misté jednodus$si forma, je pritom respektovan i v lidovéjsi (a tedy spontdnnéjsi,
intuitivnéjsi) kultufe (viz napiiklad uvedeny vtip apod.). Podobné vzdjemné vyrovnavani se
nicméné projevuje i v komplexnéjsich vyvojovych procesech — namatkou v tom, do jaké miry
emancipoval malifstvi pfichod fotografie, ¢i jaky mél na rozvoj geometrického umeni (resp.
geometrie) vliv zakaz zobrazovani osob v kulturnim kontextu islamu.

4 Zde (jako i po vétsinu této tvahy) nejen jakykoli umélecky pfedmét, architektonické dilo, ale
i autorovo chovani ¢i autorem nebo i vice autory navozenou situaci, v niz se recipient ocitl
atp.
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nekompatibility a libovolnosti (Gstici v recipientiv dojem nevyzpytatelnosti
ohledné dalsiho pokracovani takového textu). Pokud recipient ziska dojem, Ze
text ma vSechny rysy, které ma podle jim avizovanych ocekavani mit, vétSinou
se (zainteresovdn a soustredén) ,ponofi“ do textu hloubéji — piipadné se jim
(uklidnén a ,,uvolnén®) nechd ,undset®. Zatimco avizo (autorské prihldseni se
k néjakému paradigmatu) je klicové (a priznacné) pro pocatek textu, dalsi cteni
textu a dekdédovani jeho (komplexnich) vyznamu probiha postupné a pribézneé
tim, jak je text vniman.

Souvisly text, ktery je autoru recipientem umoznéno realizovat bez preruseni
po delsi ¢asovy usek, resp. takovy tok textu, ktery se prubézné, dynamicky
a flexibilné neméni na zakladé recipientovych vstupu (jak je to bézné napriklad
v konverzaci),* 1ze oznacit jako urcitou dlouhou konverzaci.*’

Kazda takova dlouha konverzace predpoklada (na rozdil od konverzace krdtké,
kde je podstatou hlavné (spoletné, vzdjemné) improvizacni, okamzité
a bezprostfedni doplnovani, upfesnovani a rozvijeni tématu)*® dusledné
planovéani, pripravu, strategii, prehled o recipientovi*® a komplexnéjsi orientaci
v relevantnim kontextu. U bézné, krdtké konverzace jsou udaje k tématu
hovoru vétsinou zjistovany rychlou vyménou kratsich text (paroles, speech-
acts), u kterych je z jejich podstaty (tj. délky, rychlosti sledu atp.) vétsinou
minimalizovan jak prostor pro odchylky (na strané autora), tak i pro jejich
hodnoceni (na strané recipienta); naproti tomu u konverzace dlouhé (knihy,
obrazy, hudba, projev) je prdvé schopnost udrzeni napéti na ose autor —
recipient (tj. mira naplnéni recipientovych ocekavani tak, aby byl pro néj text
akceptovatelny) predpokladem toho, zda textu vénuje recipient skutecné tolik
Casu, ze mu béhem ného (a idealné najednou, bez toho, aby recipient vnimani
takového textu prerusil) autorem preddno maximum z toho, co si prislusny
autor predat predsevzal. Priprava takového textu je ze strany autora vzdy vice
¢i méné komplikovany strategicky proces — pricemz je v zdsadé na kazdém,
jaky objem ,vlastnictvi“ textu prisoudi ve findle jemu a jaky Ctendfi. Jinymi
slovy jde o stret formalistického (strukturalistického) a postmoderniho,

* Kterd ze své podstaty pfindsi (rychlejsi) stiidéni pozic autor / recipient, projevujici se
vzajemnou (vétsinou rychlou) vymeénou jejich textovych realizaci (resp. paroles, speech acts
apod.).

47 Takové autorské texty (recipientské aktivity) jako napiiklad kniha (Cteni), obraz (prohlizeni
si), filmu (sledovéni) ¢i projevu (poslech). K tématu co do analyzy povahy dialogu (nejen
ve srovnani s monologem, ale i co do jeho pozice v ramci Sirsiho komunikacniho /
interak¢niho kontextu) viz mj. Jakubinskij (1923, zejm. Casti IV-VIII).

48 CehoZ nejziejméjsim prikladem je, jak jiz bylo naznaceno vys, béZny rozhovor (¢i podobnd
forma prirozené, vsednodenni interakce).

49 Napf. Eco ma svého modelového ctendre, v rozjimani nad nimz nékolikrat zminuje fakt
autorova zamysleni se nad Ctenafem, jakoZ i strategii, kterou v rdmci psani textu zaujim4,
popfipadé autorovo predjimani toho, s jakymi znalostmi bude takovy ,jeho® Ctendr
do prijimdni danym autorem napsaného textu vstupovat. Bez zajimavosti neni, Ze Eco
v daném pojednani déle operuje nékterymi poznatky, které jiz diive zfetelné popsal Grice
(komunikacni zasady, implikatury). V souvislosti s tim trochu zarazi, Ze a¢ musel byt Eco
s Griceovym dilem témér jisté obezndmen (své hlavni myslenky Grice pomérné usporné
shrnul mezi lety 1975-1990), ani v jedné ze svych prednasek sdruzenych do Sesti prochdzek
(1997) na néj neodkazuje. Pravdou nicméné zlistava, ze své poznamky ¢ini Eco v roviné
jistého ,,obecného rozumu® (Ecovo konstatovani o tom, Ze ,,nékdy chce autor sdélit prilis
mnoho, a muze tak pusobit komictéji nez jeho postavy” (Eco 1994, s. 4) v zésadé odpovida
podstaté Griceovy zdsady strucnosti apod.), stejné jako to, ze s implicitnosti, resp.
pragmaticnosti textu prisel (byt hlavné na poli literarni teorie) pred Gricem pochopitelné jiz
Iser (Srov. Eco (1994)).
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dekonstruktivistického pristupu — k némuz byl pragmatismus mostem, formou
i metodou.

Faktem zustava, Ze se na tvorbé takového textu podili jak aktivni autor, tak
(nejen Iseruv) implicitni ¢tendr.>® Po technické strance jde na strané autora
o predstavujici pretvareni puvodni idey (resp. registru) do textu, ktery autor
poklada na zaklade svého komplexniho vyhodnoceni za
nejvhodnéjsi, s mimoradnou dulezitosti pochopitelné vcetné jim fizenych
poruseni ocekdvdni® (resp. fizenych vkladani mist nedourcenosti, popft. jinych
typtl  vynechdni,’! defamiliarizaci (srov. Sklovskij (1917)), uméleckych
distorzi). Na strané recipienta pak o pragmatickou souhru v maximalnim
mozném preklenuti nedoreceného, a tedy (parafrazi Gricea) kooperativitu
v implikature.”> Za povSimnuti pfitom stoji i to, do jaké miry funguje jakakoli
(vyrazn€) pragmatickd konverzace — tj. takova, kterd je (pouze) zapocatd
autorem za tim Ucelem, aby byla dokoncena (tj. domyslena, doodhadnutd,
resp. doasociovand) Ctenafem - na principech shodnych s témi, diky nimz
jsou ocividné funk¢ni i nékteré 2z Wertheimerem formulovanych
(gestaltovych) faktoru; zde pritom nejen jiz zminény faktor uzavrenosti (srov.
Wertheimer (1923)), ,dobré kfivky“ (Wertheimer 1923, s. 326)> (i
(gestaltového) ,celku” (Wertheimer 1923, s. 327), ale i mnohé dalsi.

Po formalni (opét vice ¢i méné technické) strance tak ve vysledku jde
o kvantitativné-kvalitativni ,,souboj“ obecného ¢i neutrdlniho (nabizejiciho
prostor pro recipientovu imaginaci) s konkrétnéjsim Ci expresivnéjsim (které
ma potencidl text dynamizovat), spocivajici v neustdlém hledani idedlniho
kontrastivniho ekvilibria obou ¢i vicerych obdobnych extrémi, neustile
ovérovani a testovani toho, co a jak ma byt vybrano, pouzito, vzijemné
sestaveno a nadavkovano - zdali celoplosné a soumérné, nebo spis nahodile,
popr. jen selektivné, zdali izolované ¢i v husté kompozici, s preferenci spis
barvdm, nebo tvarum atp.>*

Pro ilustraci mizeme pouzit nasledujici ,umélecky“ napad. Pfi pohledu na
néj musime konstatovat, ze jeho niZe vyobrazené ,protostadium se nachdzi
nékde na hrané mezi textovou presycenosti a urCitou, byt zatim ne zcela
maximalizovanou napaditosti, invencnosti, popf. zabavou:

50 Stejné jako kombinace komunika¢nich zdsad formulovanych Paulem Gricem (resp. jejich
poruseni v podobé Gricem rovnéz popsanych implikatur).

51 Srov. Jakubinského (1923, s. 148) priklad vynechdni a ndslednou moznost kontextuilné
proménlivého doplnéni pismen(e) v ruskych slovnich zdkladech (¢i ,torzech®,
resp. moznostech) du-a a pod-o-nyj.

52 Kromé Grice (1981, 1989) viz také Jauss (1982), Iser (1972, 1994), popt. Mambrol (2018).

3 Zde dle mého nazoru interpretovatelné i jako (nékdy uvddéné) dobré pokracovdni (good
continuation) — tj. krivka (Ci linie, tah) coby schematické zobrazeni obecneji platné, Casove-
linedrni povahy jakéhokoli textu a jeho (dalsiho) vyvoje v Case; kromé textu jazykového tedy
napfiklad i hudby, resp. takové situace, kdy se po sérii antecedentt(i ptdme na to, jaky bude
piisti tén za predpokladu, Ze md odpovidat (normativnim, nejcastéjsim apod.) gestaltovym
ocekdvanim recipienti (jez autor textu vzdy, vice ¢i méné védomé, bere v potaz).
Dal k tématu tak viz opét Loui a Wessel (2007).

5% Pro jednu z prukopnickych praci na poli zkouméni autorovych pohnutek, strategii
a funkc¢nich technik v literdrnim (ale i uméleckém) textu viz jeden z manifestu sdruzeni
OPOJAZ, a sice stat Struktura Gogolova ,Pldsté‘ od B. M. Ejchenbauma (1919).
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Obr. 5: Sémanticka variace (ilustrativni priklad)

Prestoze jadro autorského ndpadu je v zasadé sdéleno, je stale citit, ze forma
jeho zpracovani jesté neni doladéna tak, aby nepusobila rusive, neni to Gplné
,ono“, neni naplno vyuzita dispozice, kterou dany ndpad prfindsi. V ramci
dalsiho tvoreni a dotvareni tak bude zfejmé vhodné napriklad lehce ,zaoblit®
slova albatros, aby alespon trochu pripominala pohybujiciho se, leticiho ptaka.
Touto drobnou zménou dostane text dynamiku i vétsi eleganci, zaroven jesté
ziejmé nedojde k napr. nudnému, popr. vnucujicimu se stylovému presyceni,
ke kterému by podle mého nazoru vedla napriklad vérna silueta daného
albatrosa vyplnéna jeho pisemnym pojmenovanim - nehledé na to, Ze by
ziejmé Gmeérné tomu musel byt upraven i zbytek hlavnich elementi na
prislusném ,obraze“ (viny, morska voda).

Stale pomérné vzdaleni jsme ale i ryzi nudé, ordinérnosti az dojmu vylozené
bandlnosti - k tém by nicméné zrejmé doslo, kdyby byl napriklad cely albatros
ztvarnén pomoci slov oznacujicich jeho pojmenovani (tj. rtzné velkych,
barevnych ¢i jinak vyvedenych slov albatros). Je sice pravdou, Ze podobnym
pristupem se (mimo jinych) fidi i dlouha tradice klasické arabské kaligrafie,
ovSem pravé vyse uvedeného ,nebezpeci® si je vétSinou védoma: jakakoli
excesivni ¢i vylozené ,hloupd® aktualizace je tak v ramci jejiho (,,Gzkostlivé®)
stfezeného paradigmatu v zdsadé vyloucena, nebot by ve vétsiné pripada byla
kontraproduktivni. Naopak - priznani tvaru slouzi (v klasické kaligrafii) jen
jako poklad pro exhibici remeslné dovednosti.

Zaroven ale plati, ze pokud by byl albatros vyveden ve vétsim rozméru a napr.
kolazovan za pomoci fotek odkazujicich na letni dovolenou paru, ktery byl
u more (jez je zpodobnéno nebo je k nému odkaz, popr. nad nim létali
albatrosi, predstavujici jednu z klicovych vzpominek na danou dovolenou),
opét by takovy text ziskal novy rozmér, zdbavnost a smysl.

Oproti arabskym kaligrafiim ¢i rafinovanym kolazim je na vyse uvedeném
»dile“ pro tdcely nazornosti zkratka pfizndna jednoduchost (az (obsahova)
prostoduchost); tu je teprve potreba dovést alespon do stadia
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akceptovatelnosti. Za tim Gcelem tak bude dale zfejmé na misté upravit vodu,
viny, poptipadé zvolit vétsi format platna, aby ona ,zdbavna prostoduchost®
byla pfiznana jesté o néco jasnéji. Zaroven by mélo byt evidentni, ze zde jde
spi$ o hricku, a nelze tedy (alespon v tomto stadiu) predpokladat, ze by podle
tohoto vzoru byly realizovany dal$i obrazy. Pokud by autor dany kus minil
skutecné vazné (a ne jako zde, tj. coby pouhy spekulativni pfiklad), nejednalo
by se v jeho autorském kontextu (resp. v historii jeho umélecké
tvorby) s nejvétsi pravdépodobnosti ani o jediné, ani o vrcholné, a — dost
pravdépodobné — ani o prvni (!) dilo. V celkovém textu umélecké trajektorie
(kterd je reflektovana napriklad retrospektivnimi ¢i soubornymi vystavami) by
dané dilo predstavovalo napiiklad ,hficku® figurujici nejpravdépodobnéji kdesi
uprostied autorského obdobi. I v rdmci natolik komplexniho makrotextu ¢i
makrosystému, jakym je celkovy autorsky odkaz, tak vétsinou plati, ze vSe, co ma
byt povazovdno za element daného systému, ma v jeho ramci své misto;
podobné v ramci kazdého takového elementu (obrazu, jiného uméleckého
kusu) existuji rysy, které jsou v néjakém vztahu navzajem vici sobé, ve vztahu
vUci systému i vici celému paradigmatu jako celku atp.

Toto nés vraci zpét k tématu textové vyvdzenosti. Jde-li o jeji funkcnost, je dobré
si uvédomit, Ze stejné jako je kazdé vyvdzenosti dosazeno kombinaci vice
elementd, 1ze (stejné tak) vicerymi cestami zpusobit jeji poruseni. Gombrich
uvadi priklad mondrianovsky stylizované malby s disproporcné vyvedenym
autorskym podpisem (srov. Gombrich 1998, s. 237), prikladem poruseni stylové
rovnovahy muze byt pouziti stylisticky nevhodného elementu (slova),
porusenim rovnovahy obsahové pouziti prilis obecného ¢i naopak konkrétniho
vyrazu, popr. porusenim (ne)ocekavatelnosti ¢i (ne)predvidatelnosti pouziti
nevitané (ne)ocekavatelného, (ne)predpoklddaného elementu. Na druhé strané
dojem tizivé nudné predvidatelnosti, resp. ocekavatelnosti komponent,
reflektujicich (autorem v dané dobé zfejmé chdpanou jiz jako slepé
setrvacnou) spolecenskou poptavku (predstavujici do znacné miry problém
obecné esteticky), mohl byt tim impulzem, ktery vedl Loose k oznaceni
ornamentu za zlocin (Loos, 1913).

Je evidentni, Ze elementy, které k (recipientskému pocitu) neplnéni estetickych
ocekavani prispivaji, jsou do znacné miry (resp. maji spolecného jmenovatele
atp.) taxonomické povahy — obecnost / konkrétnost, vyssi / nizsi stylisticka
tiroven, neutralita / expresivita, popr. intenzita, délka a dalsi technické
vlastnosti oznacitelné souhrnné za kvality. Ty jednak vypovidaji o mife
autorské snahy o urcitou subtilitu Ci rafinovanost (popft. nuancni hloubky atp.)
textu, jednak demonstruji autorovu vili vychazet vstric vjemovym dispozicim
recipienta, resp. autorovu vuli respektovat recipienta jako takového.

6. Zabavnost, pravidelnost, kontrast

Videoklip ke skladbé Charlotte (1989) od skupiny Young Gods je dobrou
ukazkou vice paralelnich rovin poruSeni ocekavatelnosti, a to jak v rdmci
hlavni (déjové) linky, tak vedlejsich (napf. grafickych) rovin. Jako u jinych
podobné ,,distortovanych” texta navic i zde plati, ze jakmile si recipient zvykne
na specifickou vyrazovou poetiku (a prijme ji), odpouta od ni vétSinu (na ni
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mozna plvodné smérované) pozornosti a o to plnéji se soustredi na hlavni
déj.>> I pres to zustava pravé jistd specificnost pojeti daného klipu jeho
zékladnim funk¢nim hybatelem i hlavnim divodem jeho (zvlastni) atraktivity.
Vystup nejenze neprekazi srozumitelnosti sdéleni, ale naopak je vitanym
zplisobem akcentuje.

Odchylky od normy (tj. od toho, co by jinak bylo oc¢ekavatelné) se pritom netykaji
jen zpracovani postav,*® ale jde i o zvlastni pojeti pohybu (strom a hradu v)
pozadi, které (funkcnim, zdbavnym a pozornost poutajicim zptisobem) ,,popiraji*
logiku standardni dynamiky pozadi viic¢i hlavnimu planu. Dalsi neocekavanosti
jsou pak pritomny na drovni déjové (hlavni) linky: pomineme-li aktualizace spi$
dil¢i (pupkaty amorek s pistoli misto luku a $ipu), jde predevsim o silné
aktualiza¢ni zaménu roli (rytifka jde vysvobodit prince) a nasledné pak v zasadeé
re-invencni findle v podobé zavérecného rozuzleni (co vypada jako jeskyné, je
drakova tlama — pricemz rytirka neni vysvoboditelka, ale drakova mild, jez prince
zachranila jen proto, aby jim draka nakrmila). Je evidentni, Zze k porusenim
ocekavatelnosti tak dochdzi soubézné a viceuroviiové (jak po formalni, tak
po obsahové strance), a to aniz by tato paralelnost ¢i multidimenzionalita byla
vzajemné ruSivd; obé se naopak vhodné doplnuji, coz efekt funkcnosti
(resp. impaktu na recipienta) jen posiluje.>’

Jinym prikladem ,zklidnéni“ poté, co recipient pochopi poetiku dila
a ,pristoupi na ni“ muze byt klip Little drummer boy (2009) ke skladbé od Boba
Dylana. Pro jeho vytvarné zpracovani je priznacna rychld proménlivost barev,
(v rdmci autorského zdméru) zamérné nepresné vypliujicich ,traslavou®
dynamiku postav. Co na prvni pohled muze pusobit neprehledné (a na
recipienta bez predchozi zkusenosti i jako chaos), je ve skuteCnosti prisné
nadavkovanym déjem, ktery se standardné rozviji, aniz by byl tomu zdanlivé
neprehlednd, rozptylujici a rychle se ménici skala tvar(i, pohybu a barev jakkoli
branila; naopak - tyto pohyby a dynamika maji kupodivu schopnost velmi

55 Jde o jiz nékolikrat zminéné téma: u textl, které jsou néjak evidentné nestandardni, je tfeba
pocditat s tim, Ze se na né recipient nejdriv musi ,naladit® (tj. konfrontovat se
s neoCekdvanym a fazi této konfrontace piekonat); poté, co pochopi typ posunu (pfipadné
jeho pravidelnosti, zdkonitosti) dochdzi ke zklidnéni - dale jiz nasledovanému o to
»slastnéjsim“ pocitem napliovéni ocekdvani. Pokud je pfekonéan prvotni ,$ok®, je naplnéni
ocekdvani v rémci takto akceptovanych textl vétsinou silnéjSim, »exkluzivnéjsim*“ zazitkem,
a to predevsim proto, ze dana ocekavéni jsou formulovéna jiz na zakladé pravé nestandardni,
Lposunuté” tirovné - k jejimuz vzeti za své je podminkou pravé prekonani onoho ,vstupniho
soku”“ (pricemz neni podstatné, zda zde hovorime o tzv. ,béckovych“ filmech, pocitech, které
kdysi zazivali ¢tendfi Verlainovy ¢i Rimbaudovy poezie, prvnich reakcich na Heideggerovy
kompozice Ci napf, esteticko-vyrazovych prostredcich, jez v rdmci svych predstaveni
vyuzivali ¢i vyuzivaji interpreti jako Kiss, Lady Gaga, Rammstein apod.).

% Az na hlavni ,hrdinku® totiz dané postavy disponuji nékterymi dispropor¢nostmi, a to nejen
télesnymi, ale (zdanlivé) i co do Femeslnosti zpracovani; neda se pritom fici, Ze by tyto
nepravidelnosti vykazovaly néjakou vy38i systematickou pravidelnost, a tedy byly
distortované dle néjakého spolecného klie, resp. ze by si autor timto zplusobem
»usnadiioval® préci - jako tomu byva napf. pfi vyuziti ndpodoby psaciho pisma (které je ve
skute¢nosti pocitacovym fontem), urcitého ,prilis pravidelného® stylu v nékterém druhu
karikatur ¢i komikst, u schematizovanych ¢i zjednodusenych pozadi apod.

57 Zvlastné silného, pripadné charakteristicky znepokojivého efektu dosahuje filmove-
choreograficky postup kombinujici zdmérné pfedméty z riznych dob, které jsou herci
vyuzivany jako béZné véci; vystupem je pocit ,bezcasi”, dosazeny pravé rychlym sledem
divdkovy asociace toho ¢i onoho predmétu s rozdilnymi, Castokrat vzdalenymi érami Ci
kulturnimi epochami, a to i pfesto, Ze v rdmci daného déje jsou pouzivény tak, jako by
vSechny patfily pravé do stejné doby - resp. stejného ,bezcasi”, popf. dystopie (srov. napr.
Silbering, 2004, Columbus, 2001 apod.).
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rychle divaka presvédcit o své relevanci, legitimnosti a priznané umeélecké
formé (jakozto jedné ze slozek), a jako takové jsou velmi rychle (resp. témeér
automaticky) akceptovany coby ,,pravidla hry“; tj. vyrazovy prostfedek, ktery je
sice aktualizovany — ale aktualizovany vyvazeneé, esteticky a (pro urCitou
skupinu recipienti tedy i) akceptovatelné. Praveé diky této akceptovatelné
aktualizaci je pak danymi recipienty zdhy chdpdn a brdn uz ,jen“ jako
prostredek, za pomoci jehoz poetiky bude zfejmé licen dalsi déj (ktery bude po
akceptaci takového prostredku kazdy adresat z ,,podstaty véci“ ocekavat).>®

Poruseni zazitych oc¢ekavani ma Castokrat humorny efekt. I kdyz je tento efekt
nékdy velmi vyrazny, neznamena to, Ze by jakkoli eliminoval dalsi rysy typické
pro recipientovu percepci takového autorského poruseni ocekavani - tj. v prvé
fadé vzruch, a tedy i soustfedéni pozornosti a ndsledné hledani ,,priciny“, resp.
komunikacni hodnoty daného autorského poruseni prislusnych standardd.
Pokud tak napriklad v ndkupnim centru zazni hlaseni: ,Prosime Ferdu
mravence, aby se dostavil na pokladnu ¢islo 4%, je bezprostfedni reakci zpravidla
smich Ci pobaveni; ty nicméné nasleduje alespon elementarni investigace po
tom, co je divodem daného hlaseni. Sled udalosti maze byt i opacny: ¢lovek jiz
z détstvi vybaveny znalosti toho, Ze existuje postavicka Ferdy Mravence,
vejde do zndmého  supermarketu. Zde si  povSimne drobné
»aktualizace® v podobé asistentu prevlecenych za pohadkové postavy, kteri
stoji na stanovistich rozmisténych v rliznych ¢astech prislusného obchodu.

Po chvili nakupovani, tedy v dobé, kdy dany clovék cely aktudlni kontext
dostatecné ,navnimal® a vstiebal, se ozve vySe uvedené hlaseni. Tim dochézi
k situaci, kdy je zaméstnanec obleceny v kostymu pric¢inlivého hmyziho hrdiny
volan - a to nikoli svym jménem, ale pravé jménem dané fiktivni postavy,
kterou v prostiedi moderniho supermarketu predstavuje — vyssi autoritou

58 Pokud dédme v jinych piipadech barvé vyznam (napf. oznaCené Cervené je diileZité, na
semaforu zelend znamend jed! atp.), mize se barva (samozre]me stejné jako cokoli ]1neh0)
stdt samostatnym nositelem informace, ktery je ale nutné predem ucelové preddefinovat.
Pokud barvé jakykoli vyznam predem neprisoudime, pfesto jeji potencidl a dynamiku
zkrotime prostrednlctVlm sekvenci takovych barev v rdmci smysluplnych tvard, stavd se
tento barevny element v rdmci komplexu celého textu urcitou vitanou nezndmou — schopnou
text jak (doslova) podbarvit, tak i recipientovi nabidnout celou $kdlu subjektivné
interpretovatelnych vyznamd, pfedstav, asociaci. Prévé na tomto subjektivnim vyznamovém
arbitrarismu spociva autorskd dvaha stojici za grafickym zpracovanim vyse uvedeného klipu.
Zabavnost a poutavost klipu_ spocnva tak po grafické strance v tom, ze hravym zpisobem
testuje funkcnost (resp. (vice ¢i méné podvedomy) impakt) rychlych sekvenci relativné volné
interpretovatelnych, resp. vitané vagnich informaci na tech recipientech, ktefi tuto formu
Lhravosti“ po puvodnim avizu akceptuji, popf. pfijmou za svou. Spektrum barevnych Skal
v daném Kklipu je nicméné natolik komplexni, Ze jejich souhrn se ve své sumé v podstate
rovnd obecnosti; v chromatické roviné ]akoby klip recipientovi jen ,pfipomnél”, kolik
barevnych odstmu vlastné existuje, u zddného ale nezustal, a pravé timto nechal dané slozce
do znacné miry roli podptrného néstroje celkové kompozme Je ale otazkou, nakolik ma
takovy element sdm o sobé schopnost text dynamizovat — podle mého ndzoru na to nestaci.
Dany ukol tak musi spocivat na jinych (vizudlnich, hudebnich, melodickych ¢i slovnich)
elementech. Po obezndmeni se s textem pisné interpretovaného na zakladé (bézné, modelové
apod.) znalosti obecného kulturnfho kontextu vyplyne, ze hlavnim smyslem celku
(uméleckého textu) je aktualizace starSiho ,klasického“ ndmétu, drzend pohromadé a dal
predavana za vyuziti souhry podpirnych uméleckych linii v podobe hudebniho aranzm4,
upraveného textu, jakoz i (vyrazné) aktualizovaného grafického zpracovani.

59 Kdy lze v parafrdzi (resp. interpretaci) Wertheimera fici, Zze jde o nasbirané pocitky
jednotlivych aktivizovanych, ,do stavu pfipravenosti uvedenych (v orig. erregten,
tj. vzrusenych, nabuzenych) Casti (dosl. bunék, v orig. Zellen) zivouciho celku (v orig. eines
lebendigen Ganzen), jez se v tento celek (a tedy i vyznam, resp. Aggregat nebeneinander
funktionierender Apparate und Prozesse) spojuji po asociacni trase (Assoziationsbahn,
popt. Leitungsbahn). Srov. Wertheimer (1922, s. 80-81, 86).
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za Ucelem plnéni svych zaméstnaneckych povinnosti. Kromé toho, Ze takové
hlaseni je

a) samo o sobé kontrastivni (a to i v ramci pouhé jedné véty, kterou
predstavuje), pomérné

b) lapiddrné, pritom ale velmi duchaplné vystihuje bizarnost celé nastalé
situace; k cemuz navic pak timto hlasenim vyvolany

¢) okamzity zazitek kontrastuje se zkusenosti dlouhodobéjsi.

Humor, ktery je cCastokrat postaven na kontrastu, a tedy i sam spoléhajici
na (zde: komicky) efekt porusSeni ocCekavani, se k takovym (ne/prekvapivym)
kontrastim hldsi nékdy vice, nékdy méné oteviené. Vezméme si kdysi
populdrni rymovacku ,po ulici jede Opel, dédecek mi do néj kopl“.
Zde obsazeny ,ndboj“ je jen dal$i proménnou vychdzejici z (konstanty)
kontrastni povahy obdobnych pripovidek urcenych k pobaveni. Presto si sam
termin kontrast mozna zaslouzi blizsi upresnéni. Nebylo by jej totiz spravné
chapat jako jakousi juxtapozici, tj. v sekvenci vnimani jaksi ve stejném okamZiku
(resp. najednou Ci zdroveri vnimanou udalost (napfiklad jako cosi vizudlniho,
u Ceho muzeme mit opravnéné — ackoli ani zde ne uplné presné — zdani, to
vnimdme najednou (napf. dvé kontrastivni barvy apod.)).

I kontrast pritom funguje diky tomu, zZe (i) pri jeho utvdreni (se ve vnimateli)
k nému dochdzi stéle na zaklade faktu

a) (Casové) linearity (recipientova) vnimani (textu), a tedy i

b) poruseni ocekavani vzniklého na zakladé toho, co bylo ,navnimdno“ dosud
(tj. na zakladé zkusenosti, znalosti, antecedentu apod.).

Stejné tak i v nasem prikladu: zatimco prvni ¢ast rikanky navozovala ve své
dobé dojem jisté ,zdpadni“ noblesy,®® druha cést (kde bychom na zakladé
avizem prvni Casti stimulovanych ocekavani radi tusili dalsi rozvoj vznesenych
asociaci) vSak vsSe ostfe vraci (zpét) do syrové reality lokalniho prostredi;
dédecek coby symbol starého, svym zplsobem komicky zatrpklého svéta,
spontdnné reaguje na zablesk luxusu, ktery se, aniz by o to dédecek stal, ocitl
v jeho bezprostfedni blizkosti. OCekavani (vjem, zazitek, antecedent) C. 1 je tak
nasledovan vjemem ¢. 2. To je proces casove linearni, dojem kontrastu je tak
navozen az ex post.

Kontrast, tim spi$ humorny, v sobé vétsinou nese pravé néjaky druh protikladu.
Jak bylo ukdzano, funk¢nim elementem kontrastu je ve vétsiné pripadu
(z takového protikladu vychdzejici) nepredvidatelnost. OvSem podobné jako je
prilis nepredvidatelnosti Castokrat na obtiz (tim spiS nepredvidatelnosti neZddouci
- chaos, konflikt, kakofonie apod.), je nékdy stejné nevitany opak takového
stavu, tj. premira predvidatelnosti. Zatimco pii béznych, dennodennich ritualech
je predvidatelnost bézna, resp. zadouci a funkéné nutnd, mlze tato
predvidatelnost pfi jinych ¢innostech (tj. takovych, jejichz dalsi pokracovani je,
na rozdil od jinych moZnych alternativ, vyhodnoceno jako prikazné

60 Rikanka je cca ze 70.-80. let, kdy znacka Opel status luxusniho auta je$té méla.
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predvidatelné) vyvolat pocity méné vitané, napt. nudu. Ilustrativni priklad maze
prijit z oblasti skolstvi (resp. vzdélavani Ci testovani znalosti). Nuda na strané
Jrecipienta® (rozuméj: studenttl) je zde totiz Castokrat signalem toho, ze dany
recipient subjektivné vnima zadany kol ¢i probiranou latku jako prilis snadné ¢i
jasné — tj. predvidatelné. Jednim z takovych dkoli muze byt i néjaka varianta
testu typu ,dopln pokracovani® (tj. 1-2; 1-3; 1-4; 1-...? apod.; pfipadné
obdobné zadani v podobé geometrickych obrazci), ktera se obcas dava zaktim
$kol na testovani ,,inteligence”, resp. miry vyspélosti jejich logického uvazovani:

Al |A OA| O
O 0®| [0 A$

Kterym obrazcem pokracuje tato posloupnost?

AQl 0Q O ¢ O
O] A $ Al A

A B C D
Obr. 6: Logicka Gloha (ukazka)

-J

Pomineme-li, Ze v pripadech testd tohoto typu jde hloubkové vzdy predevsim
o ovérovani toho, do jaké miry se testovany identifikuje s jakousi obecné
platnou racionalitou, resp. jakymsi obecnym konsenzem (jimz ostatné logika,
kterd sama o sobé bez konsenzu neexistuje, také je), jde predevsim o to, aby
respondent nasel pravidelnost (systém, pravidlo apod.). Jakmile takovou
pravidelnost ¢i princip najde, je kol splnén, a tim také opadd pozornost jemu
vénovana. To je mozna trochu opomijeny, zaroven vsak dilezity a v obdobnych
pripadech standardné pfitomny jev. Pokud totizZ k rozpozndni principu té ci
oné udlohy ze strany recipienta textu (zde v podobé zadani) dojde v takovém
objemu ¢i kvalité, které recipienta presveédci, ze je zdroven jasna i podstata
veskerych dalSich obdobnych zadéani, stdva se pro néj veskery dalsi text
podobného typu predvidatelnym. V ndvaznosti na to se (,logicky®) mohou
dostavit dva hlavni pocity: uspokojeni, nebo nuda.

Pokud tedy studenti (Ci kdokoli jiny) o urcity typ tkold ¢i jakychkoli jinych
podnétd neprojevuji zdjem, nemusi to nutné byt kvili nedostatku discipliny,
neochoty ¢i lenosti. Mtze se tak naopak dit i proto, Ze takovi respondenti
jednoduse pochopili princip, kterym se ridi vSechny ulohy, které maji za tkol
plnit a které, prestoze ostatnim pripadaji rozmanité, jsou pro né predvidatelné
(a proto i Castokrat nezazivné). Nez aby pokracovali v Cinnosti, kterd jim pro
svou ,,neobjevnost® pripad4 jako ztrata ¢asu a toceni se v kruhu, radéji zdanlive
»hedélaji nic“; to ovSem také nemusi byt zcela presné ¢i prokazatelné tvrzeni —
uz jen proto, Zze v mnoha piipadech takovi recipienti Cas traveny zdanlivou
necinnosti vénuji premysleni nad otdzkami a ukoly, jez pro né predstavuji
adekvatnéjsi vyzvy.
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Naopak ti ,vzorni“ posluchaci, respondenti ¢i nasledovnici, ktefi se jakoby
vzdy s novou vervou vrhaji do plnéni tematicky obdobnych zadani, poslechu
jednoho druhu hudby i Cetby stale stejného literarniho stylu nebo periodika,
nemusi byt rovnou povazovani za ,konformisty” vyzadujici maximum
predvidatelnosti — ale jednodusSe za logickym (Ci analytickym apod.) mySlenim
na bézné drovni vybavené jedince. Takovi jsou vétSinou nudy usetreni, neb jejich
mensi sklon k vyhleddvdni meénicich se podnétd a rozmanitych vyzev,
resp. snizend potieba sledovat pravidelnosti a identifikovat opakujici se
zakonitosti tam, kde se vyskytuji ve skrytéjsich podobach, jim dava zvlastni
schopnost vnimat mnohé z toho, co je typologicky v podstaté stale ,stejné”, jako
nikoli nudné, ale predevsim uklidnujici, resp. zazivat kazdy okamzik ¢i obdobi
jako priblizné stale stejné atraktivni udalost. Soucitnym fizenim osudu tak jejich
Cas neni vyplnén celenim dotérnym vyzvam ¢i snahou vysledovat pravidelnosti
nutné pro identifikaci ,algoritmi“ ¢asoprostorovych souvztaznosti, pfirody ¢i
zivota. Takovi stastlivci do nudy nikdy nespadnou; pricemz je ve finale jedno,
zda je to dano jejich pfirozenym vnitinim klidem a vyrovnanosti — anebo tim, Ze
u jevi, které jsou nejednou natolik pravidelné, ze se pro jiné stavaji nudnymi,
jednoduse nejsou schopni prislusné pravidelnosti rozpoznat.

7. Zavér

Cilem této studie bylo predstaveni mého pohledu na nékteré namety tykajici se
(pfedevsim) recipientské casti interakéniho cyklu mezi autorem textu a jeho
vnimatelem — zejména pak to, jakym zplisobem recipient textu vnima autorem
do jim tvorenych texta strategicky (operativneé, cilené apod.) v¢lenénd poruseni
recipientskych ocekavani.

Hlavni ambici studie je stat se badatelskou praci, ktera za pomoci argument,
analogii a prikladii komentuje jednotlivd v ni popisovana témata, hleda mezi
nimi paralely (véetné mezioborovych) a poukazuje na rdzné moznosti jejich
dalsiho nahliZeni (v¢etné navrha pripadné kvantifikace toho, co recipient textu
vnima jako poruseni svych ocekavani).

V argumentacni roviné, stejné jako za pomoci prikladi a analogii uzitych
k naplnovani vytcenych cili studie ozrejmuje i néktera dilci souvisejici témata,
jako napriklad otdzku vyrovnanosti textovych komponent(, imitaci z hlediska
remeslného a muzického, pripadné chapani zkusenosti ve fenomenologickém
uvazovani.

Operuje-li prace s poznatky z vice oboru (Ci paradigmat), déje se tak diky mému
presvédceni o tom, ze mezi vSemi na textu zalozenymi disciplinami (tj. v rdmci
komunikace, resp. interakce) existuji vyznamné paralely, skytajici moznost
aplikace poznatkd z jinych obord do teorie umeéni, literdrni védy ¢i primo
estetiky, a to tak, aby doSlo kdyz ne k jednoznacné kvantifikaci, nalezeni
shodného principu ¢i formulovani jednotné teorie, tak alespon k naznaceni cesty
k nim. Prikladem za vSechny budiz komunikac¢ni teorie Grice Ci teorie poruseni
ocekavani Judy Burgoonové, které jsou detailnéji reseny v prvni casti, presahuji
vsak i do tohoto pokracovéni; podobné pfimeéry antropologické ¢i sociologické —
zejména tykajici se chdpani normy, jejiho poruseni, predvidatelnosti i dsledkd
jeji absence.
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Najit (Ci vibec pokusit se hledat, popf. snazit se ,vidét“) shodné principy
napfic¢ riznymi paradigmaty mohlo byt pravdépodobné usnadnéno i diky mé
vife v to, ze prave cosi jako kulturni nesouvislost vlastné ani existovat nemtze.
Ano, tzv. kultury (ve smyslu populaci vykazujicich urcité charakteristické
sdilené tendence, vzorce chovani apod.) jsou jisté definovatelné podle urcitych
hlavnich rysii, tj. jsou vymezitelné ¢i distinktivni. Na druhé strané kultura jako
abstraktum oznacujici ¢innost Ci proces je spis permanentni soubor spontanné
dohadovanych (pripadné adaptabilnich) tendenci, v podobé urcitych (vice Ci
méné ritualizovanych) ¢innosti ,,oscilujicich® kolem os normality — a pravé
z nich ve vice ¢i méné fizenych epizodach hry odstredujicich, zpét se
vracejicich, obménujicich se, ¢i odolavajicich, zazarivsich a bud zapalujicich,
inspirujicich — nebo opét zhasinajicich.

Vychodiskem tohoto pristupu, ktery mi dava pocit, ze je mozné nahlédnout
pres rizné projevy spolecné jevy, je pritom prostd, elementarni ticta k jakékoli
lidské Cinnosti, a to v jakékoli jeji podobé. Vérim, ze ac jsou jednotlivé projevy
kultury jisté razné komplexni, ndrotné na provedeni, sofistikované ¢i
yvzneSené®, existuje nékolik zdkladnich principl, které jsou jim v zakladu
jejich komunikacni (interakcni) podstaty spolecné. Neni ostatné jak malovani,
tak nanaseni make-upu, vareni Ci venceni psa nejen projevem kultury, ale
zaroven autorskym textem? Nevzniklo snad vrcholné uméni z kusd hliny
a avantgarda z hrani (pficemz se obé discipliny o normu jak opiraly, tak ji
spoluvytvarely)?

Pres jednotlivé zkoumané pripady i hleddni mezioborovych ¢i
interdisciplinarnich paralel tak ma prace prispét k Sirsimu pochopeni, kterému
neodmita jak exaktni, tak humanitni pristup k nahliZzeni fesenych témat; jen si
uvédomuje, ze kazdy z obou postupli bude vhodny pro dosazeni poznatki
odlisSné povahy. Na druhé strané pravé polemicky charakter prace je dan
i presvédcenim o tom, ze jakykoli posun v poznani ¢i jen novy pohled je
uzite¢ny - coz znovu vysvétluje jak mezioborovost veédni, tak i rdznost
nameétovou.

Pres pravdépodobnou obhdjitelnost moznosti vyzkumné aplikace obou
(povahoveé rozdilnych) metodickych pristupt (tj. modelovosti a empiricnosti) je
vhodné pocitat snad jen s tim, ze kazdy z téchto pristupd bude mozné
metodicky vyuzit pouze v odliSnych pripadech, resp. pro ziskani zavéru
tykajicich se riznych forem textu, resp. jeho studia (,uchopeni®, pochopeni
apod.). Zatimco bliz klasickym exaktnim védam mohou byt jakakoli (statisticka
apod.) modelovd zndzornéni,®! bliz védam humanitnim (a tedy i skute¢nému
proZitku, ktery je castokrat individualni) pak spiS bude dusledny popis
individudlni percepce (zde od zacatku do konce, a to az, bude-li potieba,
v duchu témér ,existencionalistickém® interpretujicim v co nejpodrobnéjsi

61 A¢ mlzeme souhlasit s Mukafovskym, kdyZ ve svém men3im piispévku (resp. zapsané
predndasce) pod nazvem K problému funkci v architekture z pozic (jemu v dané dobé blizkého)
antropologického konfiguracionismu a/Ci funkcionalismu (zaroven vsak s viditelnou
rezervovanosti vii¢i bezmezné vire v empirické poznani, resp. pozitivismus) konstatuje, Ze se
~nesmime klamat domnénkou, Ze by pro svou bezprostfedni souvislost s antropologickou
zdkladnou a pro sviij zfejmé maly pocet mohly tyto prvotné funkce byt bez valnych obtizi
vypocteny a katalogisovany“ (Mukarovsky 1938, s. 2).
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mire ,konfrontaci“ vnimaného s vnimatelem). I timto se zde dal vyjevuji
paralely s antropologii (¢)i sociologii: zatimco kvantitativni popis je vhodny na
postizeni tendenci, principli a obecnych zdkonitosti (ale jen méloco vypovi
o jedinci), nelze jedince ¢i (nejen jeho) zkuSenost sice kvantifikovat (odtud
kvalitativni popis), leckdy ale muze vic takovych dusledné popsanych pribéhu
percepCnich  zazitkd jedincG (tj. jejich individudlnich  zkusenosti)
zprostredkovat plnéjsi pochopeni jevu (resp. prozitku; pripadné i principu,
tendence apod.) jako takového.
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Flaneur from South Moravia
An Appendix to ESPES 10(2)

Lenka Lee

The following text is inspired by a special issue of the journal ESPES vol. 10, no. 2 (2021) entitled
Everyday Aesthetics: European Perspectives and returns to the theme of fldneurie. It focuses on the Czech
environment and, after a brief outline of the artistic fldneurism associated mainly with Prague, it moves
on to the specific phenomenon of the Brno statl and Statlari, which are to some extent related to
flaneurism. The statl community followed the tradition of the plotna, a more closed group of socially
weaker inhabitants of the city in the first half of the twentieth century, whose features included
a special dialect — hantec. Statlari recruited more from the milieu of the educated people, bohemians,
and artists, adopted, and transformed. The aim of the study is to show which characteristics flaneurism
and “Statlar-ism” have in common and in what ways they differ. Furthermore, we will address the
question of how knowledge of the phenomenon of Statlari can influence the perception of flaneurs
when they are walking around the city of Brno. | Keywords: Fldneur, Fldnerie, Brno, Statlar, Everyday Life,
Mindfulness

1. Introduction

In the cubicle of the ladies’ toilets in the Brno House of Art, one can find the
inscription “The future will never come, there is only the present moment.”

Figure 1. The future will never come, there is only the present moment.
Photo by the author.

N Y02 153



This message resonated with me much more than the current exhibition, which is
conceived as a tribute to the artist and director Ester Krumbachova, who was one of
the representatives of the so-called Czech film new wave in the 1960s. Ester was
a bohemian, her lifelong artistic and personal theme was the relationship between
a man and a woman, but her constant partner was her numerous pack of cats, who
remained faithful to her until her relatively early death, which was probably
influenced by her favourite cure for depression — alcohol. Krumbachova was born in
Brno, and it now pays homage to her - institutionally, ordinarily, provincially and
boringly. That is, in exactly the way that Krumbachova opposed. One could say:
“It’s a good thing she didn’t live to see the exhibition.” It is therefore astonishing
that there has, in this very city that is “always the second one”, existed since the
post-war years a specific group of people who had many common features with
Baudelaire’s flaneurs.

The following text aims to demonstrate the transformation of the fldanerie in
the period from the beginning of the 20™ century to the present with example of
a specific place — the city of Brno, which is characterised by certain specifics given
by its historical, social, and cultural tradition. In mapping the Brno terrain, I drew
on Jana Noskova’s study Brnénsky statl. Mezi mytem, subkulturou, zdrojem identity
a ,,obchodni znackou“? (2009),! which served as a signpost and source of further
literature. Several examples from the work of Brno poets serve as evidence of the
artistic treatment of flaneurism, but it should be noted that this study is not
primarily concerned with literary works, but with aesthetic phenomena.

The transformation of fldneurism, the view of it and the possibility/necessity of its
redefinition are highlighted by several texts recently published in a special issue of
ESPES vol. 10, no. 2 (2021) entitled Everyday Aesthetics: European Perspectives. In his
study The Dialectic of Presence and Interpretation in Everyday Aesthetics: Applying
Heidegger and Gumbrecht to a Walk in One’s Neighborhood (2021), Thomas Leddy
takes Heidegger’s notion of being and Gumbrecht’s adoration of athletic
performance and redefines the contemporary fldneur, who may no longer be Poe’s
man of the crowd or Benjamin’s visitor to lighted passages. Leddy’s contribution to
the investigation of the culture of presence and the culture of meaning, as will be
shown later, became the starting point for comparing and rethinking the
phenomena of the fldneur, and the Statlar.

2. Flaneur arrives on the scene

Let us briefly recall the basic characteristics of the flaneur. In short, he is
a stroller, somebody who is walking. Somebody who wanders aimlessly through
the city. And observes. And talks with people. He can be an artist gathering an
inspiration. Or he may not. The fldneur is the connoisseur of the street. He first
began as a literary figure in the 1840s and since then has been theorized on by
a number of thinkers across economic, philosophical, cultural and historical
fields who each had their own unique view on the concept. It’s been used as a tool
over the years to help better understand urban life, modernity, individuality, and
capitalism.

! In English: The "Statl" of Brno. Between the myth, subculture, identity source and

‘trademark’? (Noskovd, 2009, p. 359).
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In 1840, Edgar Allen Poe published a short story called The Man of the Crowd
(1966). It’s a tale told by a narrator who sits in a café perceptively people-
watching, almost as if reading the soul of each person that passes by. A strange
older man walks by that immediately grabs the attention of the narrator, who
follows him through the city. The man leads the narrator through the streets of
London, aimlessly strolling all night through bazaars and shops, buying
nothing and merely observing. The next morning, exhausted and confused by
the old man’s behaviours, the narrator stands directly in the path of the old
man in an attempt to capture his attention. But the old man doesn’t notice and
walks right on past as if the narrator weren’t even there.

In this story, the term fldneur is never mentioned by Poe, but it did inspire
Charles Baudelaire, his translator, to discuss the concept in his text called The
Painter of Modern Life (1845). For Baudelaire the flaneur is not a mere idler (like
for many others), he is a gentleman stroller of city streets. Baudelaire held the
flaneur in high esteem (see Baudelaire, 2010, pp. 15-26).

And the third important name in the field of the history of the fldnerie is
Walter Benjamin, a philosopher and author of the unfinished Arcades Project
(1929) who adopted the concept of the flaneur spectator from Baudelaire.
He saw the flaneur as an amateur detective/journalist that worked to
investigate the city with his highly astute observations. The street signs were
his living room paintings and the newsstands were his library. Benjamin
developed the concept of fldnerie as this unique form of urban investigation.
The concept of an arcade is important to fldnerie because the covered shopping
street allows for wandering and window browsing in all weathers and
illuminates the night, thus extending the day.

3. Flanerie in Czech literature

Although two of the three main authors associated with flaneurism were not
from France, the phenomenon is generally associated with Paris and the 19th
century. As we shall see below, this geographical and temporal limitation is
highly misleading. Indeed, the characterization of fldneur in the strictest sense
does not impose such limits. As the German bohemian Nora Schmidt shows in
her extensive monograph Flanerie in der tschechischen Literatur: Flaneure,
Prager Spaziergdnger und flanierende Schreibweisen von Jan Neruda bis Michal
Ajvaz (2017), flaneurism appears in Czech literature as early as the beginning
of the second half of the 19% century. Schmidt’s thesis focuses on the time
span between the mid-19™ century and the present day and devotes itself to
literary reflection primarily on literary reflection on the phenomenon that is
being studied. Not only literature, but also Czech visual art associated with
flaneurism is examined by the American scholar Karla Huebner in her study
Prague Flanerie from Neruda to Nezval (2014), which is part of the collective
monograph The Fldaneur Abroad: Historical and International Perspectives.
This publication contains chapters that deal with fldnerie outside Paris,
including London, Madrid, Ireland, and St Petersburg in addition to Prague.
Huebner, while discussing the shorter time period of Czech flaneurism than
Schmidt (Nezval died 1958), does not forget to mention that the first literary
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flaneur was Comenius (1592-1670) and his allegory The Labyrinth of the World
and the Paradise of the Heart (1623).

She also shows that Prague in the fin de siecle period represented for German
writers (Meyrink, Kafka, Kisch) a kind of personified femme fatale associated
with magic, mysticism, and mystery. Especially alluring were the corners of the
Jewish town in the period before the large-scale redevelopment, which is, for
example, the subject of the novel Lord Mord by Milos Urban (2008). It was here
that the mysterious golem, a character in Meyrink’s most famous novel,
walked, personifying the portents of misfortune and tragic events. Czech
writers, on the other hand, did not share this image of Prague because it was
not patriotic enough. However, they knew Paris (some of them from their own
experience), they had read Baudelaire and Guillaume Apollinaire dedicated his
novel Le passant de Prague (The Prague Pedestrian, in English translated as
The Wandering Jew, see Apollinaire, 1991) to the Czech capital, where a French
narrator describes his chance encounter with a mythical wandering Jew Isaac
Laquedem (an old mediaeval legend based on a biblical story, see Matthew
16:28) during a visit to Prague. In the poem Zone, Apollinaire describes Prague
where (in contrast to fast-moving Paris):

“Les aiguilles de ’horloge du quartier juif vont a rebours

Et tu recules aussi dans ta vie lentement.”

(“The hands on the clock in the Jewish Quarter run backwards /
And you too go backwards in your life slowly.”)

(Apollinaire, 2001, p. 42, English transl. see Huebner, 2014, p. 288)

As Huebner says: “Prague, like Paris, had plenty of modern office workers, but
Apollinaire’s romanticising vision would ensorcel both the Czech avant-
gardists and the French Surrealists. Czech writers embraced Zone, which in
Karel Capek’s brilliant translation had an enormous impact on both their style
and content” (2014, p. 288). And Alfred Thomas posits:

But it is impossible to underestimate the importance of Apollinaire’s
story in re-inventing Prague as a space of pleasure and hedonism
rather than of ghosts and golems. It would be no exaggeration to claim
that Apollinaire “rewrote” Prague for the Czech avant-garde.
The artistic movement known as Poetism heralded a completely new
and hedonistic response to everyday life, and this sense of joie de vivre
transformed Prague from the gloomy, introspective habitat of the
traditional artist into the playground of the avant-garde. (Thomas,
2010, p. 115)

As a true manifesto of Czech fldnerie, however, can be regarded Vitézslav
Nezval’s prosaic poem Prazsky chodec (1938, trans. as Prague Walker or Prague
Flaneur), a poem openly claiming the legacy of Apollinaire and Breton. Nezval
describes a city in which he is new and which he is getting to know through
numerous walks, a flaneur as curious as a small child discovering unknown
places. Let us recall that Baudelaire considers curiosity as the starting point of
the genius of Constantine Guy, who for him is the ideal representative of the
flaneur-artist (see Baudelaire, 2010, p. 19).

Right in the introduction Nezval explains what being a pedestrian means to
him:
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One realizes what is to be a flaneur as soon as fate pins one to a chair.
A chair is the opposite of a throne. It is a workbench. And life flies by.
[...] It is because life flies by that the role of the flaneur seems so ideal.
When we walk, and mainly when we walk aimlessly about the town,
the subtle images of our desires, which impose themselves on our
footsteps, cause us to cease seeing the end of the walk, the other side.
(VSetecka and Nezval, 2011)?

The 1981 edition is accompanied by photographs by Josef Sudek. Sudek,
together with painters Toyen and Jindfich Styrsky are among the flaneurs who
express themselves in ways other than literature. Both Schmidt and Huebner
devote themselves almost exclusively to authors associated with Prague.
Huebner only mentions, without further information, the Brno poet Ivan
Blatny (2014, p. 291), but it is he, whose work which will be discussed below,
who would stand up boldly in comparison with the far better known and more
respected Vitézslav Nezval (who was Blatny’s close friend). Unfortunately, due
to the political developments in post-war Czechoslovakia and the author’s
mental illness, Blatny’s work did not receive greater recognition until after his
death in England in 1990, where he went into exile in 1948 and spent more
than forty years in a psychiatric hospital. The rediscovery of Blatny was made
possible by the Brno writer, publisher and cultural organiser Martin Reiner,
who published a biography of Blatny under the title Bdsnik. Romdn o Ivanu
Blatném (The Poet. A Novel about Ivan Blatny, 2014).

Blatny’s poem Melancholické prochdzky (Melancholy Walks, 1941) is
a meditative pilgrimage through a semi-empty city, across the city districts
and along the rivers Svratka and Svitava. In one passage, he invites his friend
to visit and plans where they will go together:

Or you can see my Brno on a sunny day;,

that slowly fades and grows silent. Let’s go

to the alder coves beneath castles and forests,

till the whole country is like a bowl of light.

(Blatny, 1990 p. 23, English translation by Lenka Lee)?

This passage was not chosen at random, for the poet invites a companion
(a friend) to follow him on his wanderings.* Nezval worked in the same way,
speaking directly to the readers in Prazsky chodec (1981, p. 17); the fldnerie
here ‘takes place’ in the presence of two people. For Baudelaire, fldnerie is
a solitary activity, the flaneur’s calling is to blend in with the crowd, to remain
hidden, to let oneself drift, to become an incognito observer: “The crowd is his

2 Czech original: “Co je to byti chodcem, uvédomuje si ¢lovék, jakmile je gsudné pfipoutdn k
Zidli. Tato Zidle je opakem triinu, je to pracovni verpanek - a zivot prchd. Uloha chodce se zdd
byti snad proto tak idedln{, ponévadz zivot prcha. Kdyz jdeme - a hlavné kdyz jdeme po cesté
bez cile -, nepatrné obrazy nasi touhy, jez se ndm vtiraji do kroku, ptsobi, ze prestivime
vidét jeji konec - jeji opak.” (Nezval, 1981, pp. 12, 56)

5 Czech original:
Anebo uvidi$ mé Brno v slunny den,
jenz zvolna zhasina a tichne. Zajdeme si
k olSovym zatokam pod hrady a lesy,
az bude cely kraj jak mista ozaren.
(Blatny, 1990 p. 23,)

4 Blatny was not the only fldneur-poet describing walks in Brno. We can mention also Jan
Skacel, Jaroslav Seifert, Oldfich Mikulasek and Leo$ Janacek’s poems.
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domain, just as the air is the birds, and water that of the fish. His passion and
his profession is to merge with the crowd” (Baudelaire, 2010, p. 22).

In contrast, Czech authors admit the presence of a companion. This is noted
both by Nora Smidt and Karla Huebner, who says:

[...] flanerie is usually considered a solitary practice, but the Prague
writers provide evidence that to some extent it could be practiced with
a friend or lover. While it may be that Kafka’s walks with friends, or the
companionate walks described by Kardsek or Steiner-Prag, were more
other-focused than strictly fldneurial - presumably the walkers’
attention was often on each other rather than on their surroundings —
Leppin’s description of Severin® teaching Zdenka multi-sensory
flaneurial techniques is quite striking - especially given that Leppin’s
portrayal of women typically focuses on their sexuality. The possibility
of flanerie a deux should not be dismissed, especially when we consider
the fact that both French and Czech Surrealists often wandered in
pairs. (Huebner, 2014, p. 292)

In this context, let us recall again E. A. Poe’s The Man of the Crowd (1966 pp.
705-710), in which one flaneur — narrator — stalks another one — a man with
a distinctive devilish expression on his face — chasing him incognito the whole
night and next day in the city centre of London. We mentioned that Nezval
addresses the reader in Prague Walker, he even confides in him about his
problems (financial insecurity). Georges Perec in his synthetic novel La Vie,
Mode D’emploi: Romans (Perec, 1987) draws the reader into his demonic play
and leads him obediently like a puppet up and down all the floors of
an apartment house in the 11 Rue Simon-Crubellier. Perec’s reader is turned
into a flaneur of the text. His tediously detailed descriptions of the furnishings
of every room in the house and the fates of its inhabitants invite us to skip and
skip long passages, only, as Tester summarises:

A fleeting satisfaction is quickly overwhelmed by dissatisfaction caused
by the possibility that perhaps something clearer or even better can be
found with the next tenant, in the next apartment. And so, the reader
as flaneur has to get up onto weary legs and start going up and down
the stairs once again. (Tester, 1994, p. 19)

4. Flaneur from South Moravia

The basic points of the phenomenon of Prague’s flaneurism are therefore
comparable to these of other European cities. In this chapter, I would like to
present its local version, with specific cultural and social features, some of
which it shares with flaneurism. Let’s start with the etymology of the terms
statl and statlar.® The word statl comes from the German die Stadt and Statlar

5 Paul Leppin’s novel Severins Gang in die Finsternis. Ein Prager Gespensterroman (Miinchen
1914) describes the ravages of a neo-romantic dreamer who wanders through the darkness of
the night city and the darkness of his own soul. Severin meets many women, mostly
courtesans, the exception being Zdenka, who becomes his companion on his feverish
wanderings.

6 Although the following part of the paper is devoted to the etymology of dialectical terms,
lalso present the translation given by the dictionary of the Brno dialect called Velky slovnik
hantecu (Great Dictionary of Hantec, 2013) by Dvornik and Kopriva: $tatl — mésto (“town”,
p. 113) / Statlar — mestsky flakac (“ city bum” p. 113) / plotna - skupina, parta, spolecnost
brnénskych individui ( ‘group, mob, society of Brno individuals”, p. 87) / hancec - brnénska
hantyrka, fe¢, mluva (“Brno slang, speech, language”, p. 38). Here follows the appropriate
pronunciation: Statl [shtah-tl]; Statlar [shtah-tlahrzh]; plotna [plot-nah]; hantec [han-tets].
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is an inhabitant of Statl. Jana Noskova (2009, p. 359) explains: “The term Statl
can signify the city of Brno itself, or the city centre, but also a certain type of
subculture and, in connection with the term statlari, the specific group of the
inhabitants of Brno.” This specific group of people was active in the city of
Brno from the 1950s to the 1970s, and its legacy was later taken up by artists
(mainly theatre artists) who rediscovered it and breathed a second life into it,
which, however, was not spared substantial changes in the name of artistic
licence.

Historically, the phenomenon of Statl evolved from another specific social
group that was active in Brno in the first half of the 20t century, called plotna
after the German or Viennese die Platte (see below Plattenbriider). Plotna was a
group of people living on the fringes of society, both in the social and local
sense — the best known and most dangerous plotna groups came from the
peripheral Brno districts of Husovice and Zidenice. The members of the plotna
were mostly recruited from the ranks of workers, often working only as
seasonal employees, or not working at all. Other typical occupations included
taxi drivers, waiters, many of them had problems with the law, and thefts,
fights, domestic violence, and rioting were common criminal acts. Their
community can be compared to the Parisian Les Apaches (sometimes also
called Mohicans — see Dumas’ novel Les Mohicans de Paris), the Viennese
Plattenbriider and Wiener Strizzi or the Prague Pepici (Pepik is a diminutive of
the Czech name Josef). Plotna, as a particular subculture was characterised by
dress (eccentric), behaviour (sovereign, eccentric, sometimes violent, loud),
and a specific language called hantec (Germ. hantieren means to negotiate).
That specific language was a kind of argot, a secret language of the insiders,
which mixed Czech, Viennese German (Brno was until the end of the Second
World War a city with a large German-speaking population), local slang of
Brno, Moravian dialects, and some words newly created. Just to give some
examples: augle — the eyes (from Germ. Augen), fort — nice young man (from
Germ. Forster — a hunter), pingvin - the waiter (from. French pingouin — a
penguin, allusion to the traditional black and white clothing of waiters), and
the emblematic noun Salina - tram, probably derived from the German
elektrische Linie, and still in use today, is specific only to Brno and is, of course,
the butt of jokes by non-Brno residents (especially Prague residents).

Plotna disappeared after the Second World War, or was replaced by another
group, namely the Statlari. Their social structure was somewhat different — in
addition to people of dubious characters, who were a minority here, it included
high school and university students, representatives of the bohemian
community and artists. The member of plotna can be characterised as a badaud
(French word meaning gawker, a starring person, bystander), Statlar has more in
common with a flaneur. Why? Statlaf, like flaneur, is defined by numerous
dialectical opposites — inertia vs. curiosity and fascination with the unknown,
laziness vs. detective work, rush vs. meditation, modernity, and movement vs.
the eternal and unchanging. As M. Featherstone summarises:

On the one hand, the flaneur is the idler or waster; on the other hand,
he is the observer or detective, the suspicious person who is always
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looking, noting and classifying: the person who as Benjamin put it
“goes botanising on the asphalt”. The flaneur seeks an immersion in
the sensations of the city, he seeks to “bathe in the crowd”, to become
lost in feelings, to succumb to the pull of random desires and the
pleasures of scopophilia. (Featherstone, 1998, p. 913)

And an anonymous witness of the golden era of the statute describes it
laconically as follows:

That was the statl. From Liberty Square to the station. Several times
a day. Meeting people you know, or not meeting anyone at all. But you
had to walk it, almost like you had to. Then people would ask you why
you had to. There was no answer. You just had to go through it several
times a day, find out this or that. Or going back and forth just like that.
(Noskova, 2009, pp. 359-360)"

We see an urgent need to participate in the everyday bustle and pulsating life
of the city centre (Svobody Square is a central square of Brno), but at the same
time the way of participation is a completely arbitrary act of each Statlar -
he chooses, depending on his mood and the situation, whether he wants to just
anonymously blend in with the crowd or, on the contrary, meet his fellows.
Statlari took the language of the plotna and gradually modified it. The merits
for those changes went mainly to the theatre artists and other members of
the bohemian community who used it in their performances. Bohuslav Benes
Benes likens this transformation to the processes in the case of folklore, when
it is transformed into so-called folklorism, which occurs when its primary
conditions change (2005, p. 131). For example, the awareness of Brno hantec
shaped by the memories of some theatre actors describing their youth in Brno
in the 1970s in TV entertainment programmes on Saturday evenings. This does
not mean, however, that hantec is now a completely dead or preserved
language — on the contrary, many words are used by all social classes, albeit for
different reasons. While for socially and economically weaker groups it is
a common means of communication, for intellectuals or representatives of the
artistic scene this language represents a kind of game, a pose, perhaps to
distinguish oneself, to spice up one’s speech and to captivate the audience.

There is one more point to remember - the political dimension of statl. Some
artists and intellectuals, in their memoirs, interpret now the statl in the 1970s
as a kind of “island of freedom” (Noskova, 2009, p. 368). The illusion of
independence from the socialist state system was supported not only by
a specific language — hantec — but also by certain eccentric, conspicuous
clothes, or appearance (long hair for men). Even the writer Jifi Kratochvil
(2001, p. 66) reminds us that “Statl is in its heyday when political misery is
approaching its climax and declines when the first signs of relaxation appear”.
In any case, this does not mean that the statlari openly revolted against the
state; larger expressions of resistance took place in private, only in a small
circle of like-minded people. Although the Sstatlari were (like most of

7 Czech version: “To byl $tatl. Od ndmeésti Svobody k nadru. Nékolikrat za den. Potkavat se se

znamyma, nebo se vlibec s nikym nepotkat. Ale muselo se to projit, skoro jak kdyby se to
muselo. Potom se té lidi ptali, proc se to muselo. Na to nebyla odpoved. Prosté se to muselo
absolvovat nékolikrat za den, zjistit to a nebo tamto. A nebo mézovat jen tak.” (Noskova,
2009, pp. 359-360)
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the inhabitants of the then Czechoslovakia) not satisfied with the political
situation of their time, they never turned nostalgically to the past, they lived in
the present and tried to overcome the ubiquitous communistic greyness
staying on top of things and with humour.

The common features of fldneur and statlar, then, are a penchant for aimless
wandering, observation of their surroundings, and the freedom to decide
whether to remain unseen in the crowd or to step out of it and involve their
friends in their actions. An important aspect is a certain unity of opposites, the
most important of which is the pair of activity vs. laziness, as both groups
teetered on their borderline. Both groups are also characterised by a concern
for their own appearance. The fundamental difference between them is related
to the historical development: while fldneur was associated with the advent of
modernity and the paradigm shift of big cities, Statlaf, on the contrary,
represented a way of life in an unfree society ruled by a totalitarian regime.

5. Statlar revisited
Bart van Leeuwen claims, that Baudelaire and Benjamin:

[...] took an eccentric lifestyle of mid-19* century Paris, the typical strolling
and observing of individual men on the streets of the city, as a heuristic device
to write about a change in the modern way of life. Their notion of the flaneur
basically refers to (or is the personification of) a broad cultural change from
the patient engagement with some object or structure of meaning to a restless
wandering, a distracted perceptive style and way of life. Characteristic for
fldnerie is a certain fleetingness and dispersed attention. (Leeuwen, 2012, pp.
301-302)

But as we have mentioned before, fleetingness and dispersed attention are just
one side of the coin, on the other side you find eternity, immutability, and
stability engraved. In this context, Thomas Leddy mentions mindfulness (see
Leddy, 2021, p. 65), which is one of the meditation and therapeutic techniques.
Because what is the fldnerie at its core? It’s to walk and observe quietly. Not
just seeing, because mindfulness is an act of free will, we focus our attention
where we want (An example is when we witness a car accident on the highway.
The reactions of the passers-by are threefold: rational assessment of the
situation, fascinated staring and tightly closed eyes covered with palms). In his
article (2021), Leddy, quoting Gumbrecht, points out that our current culture is
a culture of interpretation, whereas Ancient Greek and the Middle Ages was a
culture of presence. Our world today tends to over-interpret, the rational,
analytical and memory component of our minds overrides our ability to
experience the present moment. Leddy says, that:

We cannot go back to living in a presence society (at least not

normally). But we can learn from such societies, and this is perhaps

what atheists whose minds are closed to varieties of religious

experience and other enlightenment thinkers fail to see. (Leddy, 2021,
p. 65)
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And he also defends the role of culturally specific meaning:

Does this mean that meaning, which is culturally specific, does not
play a role? Not at all. How we see and what we focus on is culturally
determined. Art, too, is culturally specific. Studying art, viewing many
artworks, and learning how to paint are all activities that train the eye.
The mind is stocked by these cultural practices unconsciously in such a
way as to animate vision even, and especially when, the vision is not
encumbered by language. Moreover, speaking, writing, painting,
photographing, and other cultural practices happen after and before
the moment of presencing, are comments on, and can extend and
enrich that experience. There is a loop that goes from presencing to
the cultural, then presence, then the cultural, and on and on. (Ibid.)

How can we specifically apply Leddy’s useful manual/instruction/philosophy
to the phenomenon of Brno fldneur and statlar today? Our knowledge of their
culture can enrich and extend our reality and experience of the present. This is
not to say that we are following in the footsteps of the past (as members of
historical societies do), but rather that we are adding another layer to
the palimpsest of the cultural history of a particular place.® The classic route
of Statlar can be walked in 10 minutes — from the street Ceska to the Liberty
Square (namesti Svobody) and from there along Masaryk Street to the main
railway station (in hantec called rola). On the way we can stop at the biggest
market in Brno, the Zelny trh (Vegetable Market) which was a frequent object
of flaneurs-poets.

Jan Skacel (1922-1989), a poet who drew on Moravian folklore and after 1969
was not allowed to publish publicly, so he was forced to publish in samizdat,
thanks to which he was more appreciated abroad than at home, dedicated the
market in his poem Meésto, které musim (The city that I like) these three verses:

And up the hill the Vegetable Market sleeps

And above it like tangerine

(The unavailable one) the moon shines.

(Skéacel, 1984, p. 51, English translation by Lenka Lee)®

While comparing the moon to the tangerine is a common poetic metaphor,
“the unavailable one” already presupposes a certain historical and political pre-
understanding - in the time of communism, tangerines and bananas were
among the scarce commodities that (if you were lucky or familiar with a grocery
stores shop assistants) could only be bought at Christmas time. Contemporary
flaneur, as characterized by Leddy, combines aimless walking, mindfulness and
noticing the present moment. This perception of the present can be expanded
through previously acquired cultural knowledge, creating an enriching interplay
between the culture of presence, and meaning. Thus, a flaneur with awareness of
the subculture of the Statlari can enjoy the present moment more deeply than
an ‘uninformed fldneur’ due to his or her knowledge.

8 For more about the cultural palimpsest see Thomas, A. (2010).

9 Czech version:
A do kopci spi Zelny rynek
a nad nim jako mandarinek
(ten k nedostani) luna sviti.
(Skacel, 1984, p. 5)
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6. Conclusion

The phenomenon of the flaneur has changed during its one hundred and
eighty years of existence, but the essentials remain. The contemporary flaneur
may wander aimlessly and mindlessly through the city, may recall favourite
verses or narratives, may expand reality through technology and media,!° may
or may not create. Unlike the dandy, the flaneur is not heartless and care about
their surrounding urban space in some way. He doesn’t have to articulate or
publicly proclaim his opinions; he just needs to focus on the small events of
everyday life and perhaps share them with people close to him. With his
experience and his ability to focus his attention, flaneur should be able to keep
his distance from all the external pressure, to stay on top of things. He should
be tolerant because the environment in which he moves like a fish in water, is
cosmopolitan and full of the unknown and the unusual and he should care
about the sustainability of the urban space that is his home.

By applying the local phenomenon of Brno statlari and recalling specific
flaneurs-poets and their works, we tried to show how we can practically
connect the stock of knowledge provided by our culture of interpretation to
immerse ourselves more easily and effectively in the (culture of) present. We
have also shown what common features can be shared by two subcultures that
emerged in a completely different place and time and in a completely different
socio-cultural-political paradigm, and how they may influence today’s flaneur.

It is the balance of the local and the cosmopolitan, mindfulness and
engagement, presence and interpretation, solitude and sharing, the joy of
walking and the willingness to see the everyday world through the eyes of
a ‘child’ that I consider the main ingredients of 21st-century fldnerie.
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Marginalie k figtre Sibala
v arcinarativoch

Tematologicko-kultirne savislosti

Bernadette Pazitna

Danisova, Nikola, 2021. Margindlie k figire Sibala
v arcinarativoch (Tematologicko-kultiirne suvislosti). Nitra: MARGINALIE K FIGURE SIBALA
Univerzita Konstantina Filozofa v Nitre. ISBN 978-80- V ARCINARATIVOCH
558-1807-8. (Temat kulirirne stvislosti)

Nikola DaniSova sa vo svojom vedeckom badani sustreduje na oblast
Arcitextualnej tematoldgie, novovzniknutej literarnoteoretickej subdiscipliny
vybudovanej ubomirom Plesnikom a Marianou Cechovou v rdmci Oddelenia
semiotickych studii (OSS) Ustavu literdrnej a umeleckej komunikacie (ULUK)
Filozofickej fakulty Univerzity Konstantina Filozofa v Nitre. Dana subdisciplina
sa koncentruje na hibkovii rekognoskdciu tzv. arcinarativov, mytov, klasickych
Carovnych rozpravok, ustanovujucich nabozenskych textov a pod. V duchu
tejto, dalo by sa tvrdit uz etablovanej, tradicie pokracuje aj DaniSové, ktora svoj
fokus prvotne orientovala na vyznamny arcimotiv metamorf6zy v monografii
Prolegomena k pramotivu premeny a prechodu (2019) a neskor v Metamorfnom
motive v arcinarativoch (mystérium premeny) (2020). Tentoraz autorka predklada
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novd monografiu s uUstrednou arcifigirou Sibala ako dalsim Specifickym
objektom zaujmu. Z hladiska obsirne koncipovanej problematiky svoj vyskum
zastre$uje pod margindlie a uplatnuje tento postoj aj v nazve.

DaniSova - ako v ramci svojej komplexnej monografie a jej jednotlivych casti,
tak uz v samotnom uGvode, erudovane predkladd Sirokd, kultirne
i substancidlne rozmanitd skalu skimanej arcifigury Sibala. T4 jednak sved¢i
o autorkinom prehlade a stcasne potvrdzuje jej vstupni tézu o roznorodosti,
frekventovanosti a dolezitosti tohto archetypu ¢i relevantnosti jeho vyskumu
ako takého. Hoci autorka pripasta, ze ide o tazko uchopitelny fenomén,
presvedCivo zdovodnuje svoj vyskumny zdujem o tato postavu tym,
ze poukazuje na jej mnohotvarnost a nélezitost ku kazdému civilizacno-
kultdrnemu okruhu.

Danisova vyklad zacina vytycenim troch jasne stanovenych taziskovych cielov
vyskumu: predstavit elementarnu podstatu postavy Sibala v arcinarativoch
(predovsetkym v mytoch a rozpravkach), pomenovat a explikovat ustilené
sposoby jeho ikonizacie v tychto pribehoch a potvrdit jeho archetypalny
charakter. To vSetko metodologicky buduje na literarnovednom, semiotickom
a estetickom pristupe s interdisciplindirnym presahom do folkloristiky,
kultdrnej antropolégie a religionistiky.

Na zdklade stanovenych cielov Nikola DaniSova cleni svoju monografiu
do troch hlavnych casti. Prva z nich nesie nazov Pokus o definiciu archetypdlnej
figtiry Sibala a sticasny stav problematiky. Ako uz anticipuje nazov, autorka sa
zameriava na mytologicko-rozpravkovy profil archetypalnej figury Sibala, ktory
vystupuje pod mnohymi tvarami a
svojim konanim spésobuje ujmu bud inym vystupujicim postavam,
alebo sam sebe. Tam, kde sa objavi, nastava chaos, pravidla i hranice
stracaju vyznam a cely narativny svet sa obracia ,hore nohami®. Sibal
totiz dokaze svojim nepredvidatelnym a suverénnym spravanim
narusit usporiadané struktdry prislusného fikcného sveta, za co moze
(avSak nemusi) byt v zavere pribehu potrestany. (DaniSova 2021, s. 16)

Pocas vyskumu tejto postavy sa autorka opiera o uz existujlce teérie badatelov
z medziodborovej oblasti komparativnej mytolégie a religionistiky
(J. Campbell, J. Komorovsky, P. Radin, K. Kerényi), kultirnej i Strukturalnej
antropolégie (V. Turner, C. Lévi-Strauss), histérie kultiry (M. Bachtin)
a hlbinnej psycholégie (C. G. Jung). Na zaklade uvedenych poznatkov
o Sibalovom charaktere abstrahuje v zadvere tejto Casti Sest univerzalnych
vlastnosti sibalskej postavy. S nimi absencia vnatorného vyvoja,
ambivalentnost, liminarita, prefikanost a s postavou spity metamorfny motiv
a komicka poetika Sibalskych pribehov.

Neskor objasnuje jednu zo Sibalovych absolitne bazalnych vlastnosti —
absenciu (vnutorného) vyvoja, ktora je spojena s motivom neprestajného
putovania/kocovania a pre Sibalské postavy vystupujice v mytoch alebo
carovnych rozpravkach aj s motivom prechodu cez vsetky sféry triadického
sveta, pricom ako vypovedny priklad vyuziva viacerych predstavitelov
odlisSnych  kultar (Lokiho, Herma, Wakdjunkagu). S topografickou
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premenlivostou vyskytu DaniSova upozornuje na nemenej dolezitd
ambivalentnost Sibalovho sprdvania, z Coho vyplyva jeho oscilicia na osi
»dobro“ — ,zlo“. Ambivalentnost sa podla nej ,stdva vyznamnou sucastou
Sibalovho sémantického imagenu a potvrdzuje jeho grotesknii komickost,
nejednoznacnost aj interpretac¢nd neuchopitelnost® (Danisova 2021, s. 36).

Autorka sa dalej v monografii venuje déslednej analyze sibalovho nomen omen
a samotnému Sibalskému narativu. Stanovuje jeho tri zakladné invariantné
sekvencie a postupne presvetluje ich obsah. Dostdva sa k prehladnej
systematizdcii a predstavuje Styri vidy, t.j. typologicko-charakterové funkcné
roly konania Sibalskej postavy: civilizdtora, pozivatela, bldzna a figliara. Tieto
roly

predstavuju akdsi metafikcnd emanéciu zakladajiceho Sibalského

archetypu/narativu. Z toho vyplyva, Ze sd navzdjom afinitné

(tematizuja sa vsetky univerzalne znaky archetypalnej postavy Sibala),

no zaroven kazda z nich vykazuje na textovej i mimotextovej Urovni
aj vlastné, diferentné, tzn. Specifické prvky. (DaniSova 2021, s. 49)

Civilizatora, pomenovaného podla koncepcie religionistu Jana Komorovského,
predstavuje ako kultirneho hrdinu etiologickych, kozmogonickych
a kozmologickych mytov. Je prepojeny s mytickym pracasom (J. Meletinskij),
chodom sveta, nastolenim jeho poriadku a casto sa prekryva s archetypdlno-
mytologickymi figlrami prapredka (stvoritela rodu) Ci demiurga (stvoritela
sveta). Za civilizatorov par excellence povazuje nordického Lokiho,
hinduistického Krisnu, Sintoistického Susanoa a severoamerického
Wakdjunkaga.

Druhy vid Sibalovej ikonizacie DaniSovd nazyva poZivatelom. Ponima ho ako
naturalnu, pudovo vedenu bytost s telom hyperbolizovanych tvarov, a aj tu
vyuziva teériu Michaila Bachtina o grotesknom, nedoviSenom tele casto
explicitne spojenom s hladom a sexualitou. V ramci estetického nazerania
na fenomén sa tu autorka vyrazne odraza od estetickych vyrazovych kategorii
oznacujacich akost sibalskych postav a narativov. Autorka upozornuje na to,
ze v roly Sibala-pozivatela sa rusSia estetické proporcie spajané s estetickymi
kategoériami vzneseného, formalneho, oficialneho, symetrického
a harmonického, a naopak, tento typ postavy charakterizuji estetické
kategérie ako su absurdnost, grotesknost, obscénnost, lascivnost, hravost
¢i hyperbolickost. Na zdklade tychto kvalit autorka potom uvadza také
stvarnenia Sibalskych postav, u ktorych sa zdoraznuja bud telesné partie
reprezentujuce sexualitu (falus, poprsie), alebo telesné partie symbolizujtce
prijimanie potravy a vyluCovanie (Usta/papula, zadnica, vnatnornosti).

Treti Sibalsky vid nazyva autorka bldznom a vykresluje ho ako mysticka
postavu s presahom k nadprirodzenu. Poukazuje na to, Ze posvitné
blaznovstvo je prastary a kultdrne bohato rozsireny antropologicky fenomén.
Jeho rysy sa typicky objavuju napr. u Samanov, roznych knazov-vestcov,
zidovskych prorokov (napr. Izaids, Ozeads atd.), ale najmd u potulnych
¢i zobravych mnichov. Prikladne uvadza najmi postavy gréckokatolickych
potulnych mnichov (jurodivych), ako napr. postavu sv. Symeona, Vasilia
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BlaZeného alebo zenového mnicha Ikkju Sodzuna ¢i vodcu potulnych stfiov Al-
Halladza.

Okrem potulnych mnichov moéZeme ako Sibala-blazna  oznacit
aj rozpravkového (s)prostacika. Na kratko sa tak DaniSova genologicky presuva
vyhradne k rozpravkam a v podkapitole s ndzvom Rozprdvkovy (s)prostdcik
bldzna exemplifikuje hrdinami cCarovnych narativov, ako je slovensky hlipy
Janko, rusky Ivan ¢i nemecky Hanswurst.

Posledny stvrty vid - figliar — Specificky ponima dobro i zlo a vSetky klasické
hodnoty obracia do satirickych pol6h, pricom zarukou jeho stastia je podvodné
pocinanie. Figliar podla autorky vystupuje bud ako kritik istého deficitu
spolocnosti/Cloveka alebo ako nositel tohto deficitu, pricom v oboch polohach
je pre neho typicky vysmech a hlupactvo. Ako zastupcov funkcie figliara
oznaCuje antického Odysea a Sizyfa, germansko-nordického Lokiho,
z mladsich postav je to napr. Till Eulenspiegel, Aldar Kose, Nasredin Hodza,
Ekva Pirs¢ atd. Nezabtda ani na zvieraciu postavu figliara ako klasicky
figurativny nastroj alegérie. Nositelom zoomorfnych (rohy, kopyta, brada)
aj antropomorfnych rysov je podla autorky aj diabol, resp. ¢ert ako démonicky
figliar — stelesnenie zla.

V Casti s ndzvom Strukturdlna sémantika Sibalskych funkcii Nikola Dani$ova
poukazuje na vysoku variacnu flexibilitu postavy Sibala, a tym aj na casté
prelinanie sa jednotlivych vidov/funkcii. Z toho dévodu nemozno pausalne
»hapasovat“ jedind funkciu na toho-ktorého Sibala. Vyklad Sibalskych vidov
preto uzatvara premisou, zZe

z Cim starSej naboZensko-mytologickej vrstvy Sibalskd postava

pochédza, tym vicsie spektrum typologicko-charakterovych funkcii

(aj v jednom rozsiahlejsom pribehu/cykle) moze plnit. (DaniSova 2021,

s. 176)

V zavereCnej Casti monografie autorka vytvara komplexni schému, ktora
z pragmatickych dovodov oznacuje ako ,kompas®. Schéma pracuje s dsmimi
identifikacnymi kategériami: okrem Styroch Sibalskych vidov (civilizétor,
pozivatel, blazon, figliar) si to binaritné dvojice ,konStruktivne® -
ydestruktivne® a ,ndbozenské” — ,socidlne“. Takymto spOsobom zatrieduje
vsetky skiimané podoby sibala a udava ich nosné prvky, aby tak sprehladnila
mnohorako tvarovanu figiru a jej osobité ikonizécie v arcinarativoch.

Dolezitost a origindlnost publikdcie Nikoly DaniSovej tkvie predovSetkym
v klasifikicii Sibalskej postavy a jej niekolkych typologicky invariantnych
spOsobov stvarnenia, o pre nejednoznacnost a spominand interpretac¢ni
neuchopitelnost tohto fenoménu predstavuje nelahka dlohu. Autorke sa na
transzanrovo a transkultirne pestrej vzorke starobylych pribehov podarilo
vynat reprezentativne postavy, vymedzit ich typické afinitné vlastnosti
a zaroven poukazat na viac ¢i menej subtilne aspekty ich diferenciacie.
Hodnota vyskumu v$ak spociva prave v unifikacii Sibalskych figar a nachadzani
onej vznikajucej suvztaznosti medzi nimi, ktorou je ich archetypélna, teda
nadc¢asova a vSeobecne platna podstata.
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Highbrow Somaesthetics of Sex

Max Ryynanen

Shusterman, R. (2021) Ars Erotica: Sex and Somaesthetics
in the Classical Arts of Love. Cambridge: Cambridge
University Press. ISBN 978-1107004764.

Richard

Shusterman

In Finland, in the 1990s and early 2000s, when the everyday aesthetics
discussion had not yet really found its current form, all attempts to lead
aesthetics out from the realm of art were tagged with the label ‘applied
aesthetics’. Applied referred to testing out what one could do with concepts,
methods and theoretical models that were originally meant for philosophical
art research. In a way, Richard Shusterman’s new book, Ars Erotica: Sex and
Somaesthetics in the Classical Arts of Love (2021) is about ‘applied aesthetics’.
It bombards the reader with philosophical notes on erotic traditions, and
demonstrates that aesthetics might have greater potential for understanding
sexuality than we realize.

In another way, the book is more of a historical study of ideas, which really
shows how aesthetic theory and (pre-academic) sexology, and aesthetic and
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erotic practices have been mashed-up in cultural history —for ages. Like all of
Shusterman’s contemporary works, this is done on a global level. The book
presents Japanese, Chinese, Indian and Arabic classics on sexuality, i.e., texts
that cover sexual problems, self-aid, and sexual metaphysics — without
forgetting the works of classical antiquity, like Ovid’s Ars Amatoria, which,
of course, is mainly a strategy book for love. This inevitably demonstrates how
much stronger the Asian tradition of philosophical sex writing is — and
of course anyone who has ever read the Kamasutra (which has been available
for all classes in Europe through its lowbrow distribution by hippies and
commercial erotica booksellers) knows this: the Kamasutra is as much about
thinking about sexuality as it is about exploring one’s own sexuality, both
in theory and practice. Al-Nafzawi’s The Perfumed Garden (Shusterman, 2021,
p. 18; all subsequent references are from the same title) with its poetic
character and practical self-aid ideas hidden in the stories, is somehow a more
attractive read than most European classics. The same is true for Indian tantra
and the erotic literature of Japan and China. Ovid’s notes on sex, which
accompany his strategic notes for lovers and Don Juans, are primitive in
comparison to these works, which are experimental, open-minded and driven
by educational ideals.

Focusing (consciously) on volumes of educated thinkers (Shusterman also
points out that the historical works of ars erotica were mostly written and
distributed for privileged males, p. 15) makes the book very much a work on
(although radical, just) highbrow ideas on sexuality from around the world.
There is nothing wrong with this. It is how we read about the arts in
the academy, the upper class’ products first, and then some remarks about the
lowbrows of the world - partly for the reason that lowbrow arts have been less
documented and analysed by our ancestors. But as Shusterman has always
been into popular culture and what Jack Halberstam refers to as ‘low theory’,
which answers questions in everyday life (I cannot forget how Shusterman
quotes rap lyrics in Pragmatist Aesthetics and takes them as serious
argumentation), it remains interesting to see if he will ever take up thoughts
on lowbrow traditions of sex too — traditions, conventions and tricks that have
thrived without literary descriptions and analyses. Some of these are well
presented in Nick Douglas and Penny Slinger’s Sexual Secrets: The Alchemy
of Ecstasy (1989), which in a sense, is less of a philosophical handbook than
a hands-on manual of tricks in different sexual cultures — to the prosaic extent
that it feels a bit like a sex version of a car repair manual (about us and our
sexual organs and habits, with training methods for PC muscles and ways of
finding one’s penis muscles in tricky sex situations). But one cannot say that it
should be Shusterman’s next step after his absolutely trailblazing work in Ars
Erotica. Perhaps, this is for someone who is already into the aesthetics of
popular culture and can think of ways of combining sex and pop theory in
a way that would supplement Shusterman’s work. Shusterman himself
acknowledges that a female and/or feminist version of the more hidden idea
history of female ars erotica is needed. But Ars Erotica is definitely enough for
him. This dense work is over 300 pages long and includes so many references
that it is not an easy read.
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Still, what is highbrow in an applied sense and philosophical in China or Japan,
is raunchier than what most people who are into neat middle-class spirituality
in the West are able to take. The traditions of the West are of course not
forgotten here. Shusterman analyses Chinese and Indian traditions of sex
without ejaculation (pp. 152-154), Paul’s interest in Christian celibacy as
a method for getting closer to God (pp. 122, 152; the idea of Christian virgins
as athletes of Christ was new to me, p. 129), the merging of art education and
sex education in China’s classical upper class (p. 178) and many other topics of
somaesthetic interest, like the use of imagination in sex (p. 8) and the use
of (controlled) violence in the sexual arts of Japan (p. 16 onwards). And, of
course, as in many of Shusterman’s works, he grapples with Foucault and
thoughts on how to develop a pragmatist philosophy. Thinkers that one does
not usually consider sex philosophers are quoted in various ways — like Al-
Ghazali (who defends sex as a spiritual path, p. 25). This contributes to a new
understanding of the history of philosophy and aesthetics.

Ars Erotica ends with the note.

To the extent that our modern philosophical tradition continues
to define the aesthetic in opposition to the erotic, it will remain
difficult to do proper justice to the beautiful aspects of sensual desire
and to the rewarding arts of sexual fulfilment. A look at the other
cultures and other times can provide, as this book suggests, ample
resources for a broader, deeper erotic vision to enrich the field of
aesthetics and our art of living. (p. 396)

Not many philosophers could do this, but Shusterman is really, really global in
his approach, and in doing so he continues to set new standards for the rest of
us. This comparative study shows how much there is to learn from non-
European aesthetics, which we might have to rethink after this book.
As opposed to Indian aesthetics, which many Westerners read as another
debate with another grasp of the topic, non-Chinese traditions have not yet
found resonance in other parts of the world. What if China’s contribution to
global aesthetics could eventually make a victorious entrance through sexual
theory? After reading Ars Erotica this is not an impossible question to ask.

In any case, the book is unique. Nothing of this type has ever been written.
One cannot but recommend it to everyone who has aesthetic interests.
It shows, first of all, what one can do with aesthetics (it can aid sex studies and
sexual development). Secondly, it shows the long history of the use of
aesthetic theory in ancient, pre-academic sexology, thus broadening our
understanding of the outreach of aesthetics, and reminding us that applied
aesthetics, everyday aesthetics and body philosophy have flourished in various
way throughout history. Today, not many aestheticians believe in the very
narrow role assigned to aesthetics in the late 18™ century after the invention
of art with a capital A. But not many historical works, especially those with
such global expertise, have been written to help us to further explore
the potential of aesthetics. Ars erotica sheds light on a path worthy of future
study, and it has definitely established Shusterman’s role in the history of
aesthetics as a major one — and finally this makes it clear. If popular culture
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and somaesthetics marked new possibilities for contemporary aesthetics in
the 1990s and 2000s, studying sex with the help of aesthetics takes aesthetics
again one step closer to people in other disciplines (read: e.g., sexology). While
popular culture scholars outside of aesthetics have not paid much attention to
Shusterman’s aesthetics, the success of somaesthetics has been wider and
deeper — and what would be more fundamental for human beings than the
topic of sex, which of course extends the project of somaesthetics. With a title
like Ars Erotica, which in a sneaky way sounds dirtier than the ‘philosophy
of sex’, this book cannot help but succeed! And, regardless of whether one
would think of the content as interesting or not, it is hard to find any
weaknesses in the text. It is a bold and brilliant work of philosophical
aesthetics.

Max Ryyndnen

School of Arts, Design and Architecture
Aalto University, Finland
max.ryynanen@aalto.fi
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