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Aesthetics is a branch of philosophy dealing with the nature of art, beauty and taste,
with the creation and appreciation of beauty. It is more scientifically defined as the study of

sensory or sensori-emotional values, sometimes called judgments of sentiment and taste.
More broadly, scholars in the field define aesthetics as critical reflection on art, culture and
nature.

More specific aesthetic theory, often with practical implications, relating to a
particular branch of the arts is divided into areas of aesthetics such as art theory, literary
theory, film theory and music theory. An example from art theory is aesthetic theory as a
set of principles underlying the work of a particular artist or artistic movement: such as the
Cubist Aesthetic'".

The word aesthetic is derived from the Greek aisthetikos (meaning “esthetic,
sensitive, sentient”) , which in turn was derived from aisthanomai (meaning “I perceive,
feel, sense”) . The term “aesthetics” was appropriated and coined with new meaning in the
German form Zsthetik (modern spelling Asthetik) by Alexander Gottliet Baumgarten™
in 1734. It is also derived from the French word “esthétique”, both Gottlieb German and
French words come from the Greek aisthetikos “sensitive, perceptive”.

Any aesthetic doctrines that guided the production and interpretation of prehistoric
art are mostly unknown. Ancient art was largely, but not entirely, based on the nine great
ancient civilizations: Egypt, Mesopotamia, Persia, Greece, China, Rome, India, the Celtic
peoples, and Maya. Each of these centers of early civilization developed a unique and
characteristic style in its art.

From the late 17th to the early 20th century, Western aesthetics underwent a slow
revolution into what is often called modernism"’. German and British thinkers emphasized
beauty as the key component of art and the aesthetic experience, and saw art as necessarily
aiming at absolute beauty.

Early-twentieth-century artists, poets and composers challenged existing notions of
beauty, broadening the scope of art and aesthetics. In 1941, Eli Siegel, American philosopher
and poet, founded Aesthetic Realism, the philosophy that reality itself is aesthetic, and
that “The world, art, and self explain each other: each is the aesthetic oneness of opposites.”

Various attempts have been made to define Post-modern aesthetics. The challenge to the
assumption that beauty was central to art and aesthetics, thought to be original, is actually
continuous with older aesthetic theory; Aristotle was the first in the western tradition to
classify “beauty” into types as in his theory of drama, and Kant made a distinction between



beauty and the sublime. What was new was a refusal to credit the higher status of certain
types, where the taxonomy implied a preference for tragedy and the sublime to comedy and

the Rococo".

Benedetto Croce®suggested that “expression” is central in the way that beauty was
once thought to be central. George Dickie suggested that the sociological institutions of
the art world were the glue binding art and sensibility into unities. Marshall McLuhan
suggested that art always functions as a “counter-environment” designed to make visible
what is usually invisible about a society. Theodor Adorno felt that aesthetics could not
proceed without confronting the role of the culture industry in the commodification of
art and aesthetic experience. Hal Foster attempted to portray the reaction against beauty
and Modernist art in The Anti-Aesthetic: Essays on Postmodern Culture. Arthur Danto has
described this reaction as “kalliphobia” (after the Greek word for beauty—*“kalos™) .
André Malraux explains that the notion of beauty was connected to a particular conception
of art that arose with the Renaissance and was still dominant in the eighteenth century (but
was supplanted later) . The discipline of aesthetics, which originated in the eighteenth
century, mistook this transient state of affairs for a revelation of the permanent nature of
art. Brian Massumi suggests to reconsider beauty following the aesthetical thought in the
philosophy of Gilles Louis Réné Deleuze''and Félix Guattari".

The field of experimental aesthetics”'was founded by Gustav Theodor Fechner in
the 19th century. Experimental aesthetics is characterized by a subject-based, inductive
approach. The analysis of individual experience and behavior based on experimental
methods is a central part of experimental aesthetics. In particular, the perception of works
of art, music, or modern items such websites or other IT products is studied. Experimental
aesthetics is strongly oriented towards the natural sciences. Modern approaches mostly
come from the fields of cognitive psychology or neuroscience (neuroaesthetics) .

Jean-Francois Lyotard re-invokes the Kantian distinction between taste and the
sublime. Sublime painting, unlike kitsch realism, “... will enable us to see only by making it
impossible to see; it will please only by causing pain.”

Sigmund Freud inaugurated aesthetical thinking in Psychoanalysis mainly via the
“Uncanny” as aesthetical affect. Following Freud and Merleau-Ponty, Jacques Lacan
theorized aesthetics in terms of sublimation and the Thing.

Guy Sircello pioneered efforts in analytic philosophy to develop a rigorous theory of
aesthetics, focusing on the concepts of beauty, love and sublimity. In contrast to romantic
theorists Sircello argued for the objectivity of beauty and formulated a theory of love on
that basis.

British philosopher and theorist of conceptual art aesthetics'”, Peter Osborne,
makes the point that that post-conceptual art aesthetic does not concern a particular type
of contemporary art so much as the historical-ontological condition for the production of
contemporary art in general.

Osborne first noted that contemporary art is post-conceptual in a public lecture
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delivered at the Fondazione Antonio Ratti, Villa Sucota in Como on July 9, 2010. It is a
claim made at the level of the ontology of the work of art (rather than say at the descriptive

level of style or movement) .

aesthetics [i:s'Betiks] n. HFEE, F¥

philosophy [fi'lasafi] n. ¥

sensory ['sensari] adj. BEBEM, RIBEM

sentiment ['sentimant] n. J&{&, 1H4; 1H#R

reflection [re'flekfan] n. RIE&, KA

specific [spi'sifik] adj. HAKH, WHEAIH

implication [impli'keifon] n. & ; Wxw; W

esthetic [i:s'Oetik] adj. M (T aesthetic) ;
B

sentient ['sentiant] adj. HENEH; HREKEN
#; BEIRER

doctrine ['doktrin] n. E3; 8 B B

civilization [ sivilai'zeifen] n. 3CHH

underwent [,Anda'went] ». undergofiyid %R,
2, H%

revolution [ reva'lufan] n Hifyr, A

absolute ['ebsalu:t] adj. 48%FH, SE2M

distinction [di'stinkfen] n. 225, X3l

sublime [sa'blaim] adj. HM M, SEEM; =
]

credit ['kredit] ». #{5, {§4E; #2--H%A,
HILF; B

taxonomy [taek'sonami] n. 4332

central ['sentral] adj. 4b-FHLoHIAIRY, Bl

sensibility [,sensi'biliti] n. B 24, MHURH:

unity [juniti] n. Hi%; —B; Ba; ME

counter-environment JZ ¥ 3E

commodification [ka,moadifi'keifon] n. % fafk

conception [kan'sepfon] n. 2, HAH, HE

i supplant [so'pla:nt] o HUAR, #AR, HEGFH
! transient ['treenziont] adj. MIE B, EHHH; 5B

Hiky, BB TR

revelation [,reva'leifon] n. B, B
permanent ['pa:manant] adj. KT, KA
inductive [in'daktiv] adj. 448, ESH
oriented ['a:rientid] adj. PA------ R R A
cognitive psychology A %102

neuroscience [,njuarau'saians] n. #2 & FRI¥
re-invoke [rizin'vouk] » EHFMuR; HEHTHA
kitsch [kit/] n. ¥ 1ESh, WA IREBRIK I E

wn, SR

inaugurate [i'na:gjureit] v GIF7; FFBE; TG0
psychoanalysis [ saikaua'naelisis] n. LoBE4MHT
! uncanny [an'keni] adj. AT EINH; LB

#; PRI HE

sublimation [,sabli'meifan] n. F44&, FAEAL,

= Ak

pioneer [paia'nial ». 74, R, FEl; 4

¥

formulate ['fo:mjuleit] ». B4 (ER#Y]) HipE

B (AR R RS

! conceptual art aesthetics BEZZA

historical-ontological [his'taorikal-onta'ladzikal]

adj. Ji EAFAER

contemporary [kan'temparari] adj. 4R, [

mHARE

ontology [on'tolad3zi] n. A, A{ES, AW
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Answer the following questions in English.
What’s aesthetics in general according to the text?
How do the modernists understand aesthetics? !
What are the features of experimental aesthetics?
What doyyou know about conceptual art aesthetics?
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 Lesson Two Aesthetic Judgment

Judgments of aesthetic value rely on our ability to discriminate at a sensory level.
Aesthetics examines our affective domain response to an object or phenomenon.
Immanuel Kant', writing in 1790, observes of a man “If he says that canary wine is
agreeable, he is quite content. If someone else corrects his terms and reminds him to say
instead: It is agreeable to me, ” because “everyone has his own (sense of) taste”. The case
of “beauty” is different from mere “agreeableness” because, “If he proclaims something to
be beautiful, then he requires the same liking from others; he then judges not just for himself
but for everyone, and speaks of beauty as if it were a property of things.”

Aesthetic judgments usually go beyond sensory discrimination. For David Hume
delicacy of taste is not merely “the ability to detect all the ingredients in a composition”,
but also our sensitivity “to pains as well as pleasures, which escape the rest of mankind.”

(1987) Thus, the sensory discrimination is linked to capacity for pleasure. For Kant
“enjoyment” is the result when pleasure arises from sensation, but judging something to be
“beautiful” has a third requirement: sensation must give rise to pleasure by engaging our
capacities of reflective contemplation. Judgments of beauty are sensory, emotional and
intellectual all at once.

Viewer interpretations of beauty possess two concepts of value: aesthetics and taste.
Aesthetics is the philosophical notion of beauty. Taste is a result of an education process
and awareness of elite cultural values learned through exposure to mass culture. Pierre
Bourdieu”'examined how the elite in society define the aesthetic values like taste and
how varying levels of exposure to these values can result in variations by class, cultural
background, and education. According to Kant, beauty is subjective and universal; thus
certain things are beautiful to everyone. The contemporary view of beauty is not based on
innate qualities, but rather on cultural specifics and individual interpretations.

Judgments of aesthetical values seem often to involve many other kinds of issues as
well. Responses such as disgust show that sensory detection is linked in instinctual ways to
facial expressions, and even behaviors like the gag reflex. Yet disgust can often be a learned
or cultural issue too, as Charles Robert Darwin"“pointed out, seeing a stripe of soup in a
man’s beard is disgusting even though neither soup nor beards are themselves disgusting.
Aesthetic judgments may be linked to emotions or, like emotions, partially embodied in
our physical reactions. Seeing a sublime view of a landscape may give us a reaction of
awe, which might manifest physically as an increased heart rate or widened eyes. These
unconscious reactions may even be partly constitutive of what makes our judgment a
judgment that the landscape is sublime.
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Likewise, aesthetic judgments may be culturally conditioned to some extent.
Victorians”'in Britain often saw African sculpture as ugly, but just a few decades later,
Edwardian'®audiences saw the same sculptures as being beautiful. Evaluations of beauty
may well be linked to desirability, perhaps even to sexual desirability. Thus, judgments
of aesthetic value can become linked to judgments of economic, political, or moral value.
In a current context, one might judge a Lamborghinito be beautiful partly because it is
desirable as a status symbol, or we might judge it to be repulsive partly because it signifies
for us over-consumption and offends our political or moral values.

Aesthetic judgments can often be very fine-grained and internally contradictory.
Likewise, aesthetic judgments seem often to be at least partly intellectual and
interpretative. It is what a thing means or symbolizes for us that is often what we are
judging. Modern aestheticians have asserted that will and desire were almost dormant
in aesthetic experience, yet preference and choice have seemed important aesthetics to
some 20th-century thinkers. The point is already made by Hume. Thus aesthetic judgments
might be seen to be based on the senses, emotions, intellectual opinions, will, desires,
culture, preferences, values, subconscious behavior, conscious decision, training, instinct,

sociological institutions, or some complex combination of these, depending on exactly

which theory one employs.

aesthetic judgment HFEH|WT; FFEREH
rely on K3, K4

discriminate [di'skrimineit] v X4}, 433
affective [a'fektiv] adj. THREH; FkBEM
domain [dau'mein] n. i, VEHE

phenomenon [fi'nominan] n. Bi% ,

agreeable [a'gri:abl] adj. 4 AMitRE; 1HE
H; —EM, FEM, S8

content [kon'tent] adj. WM, WEREH ;

terms [to:mz] n. (H—RRLK) H#, B |
%, FREHR

mere [mia] adj. {UX, R

proclaim [pra'kleim] ». B4, 2Afi; FH; %
W %

property ['propati] n. @i, H:AE,

sensory ['sensari] adj. BEBERT; HIBEHT; 5
R

discrimination [diskrimi'neifan] n. X5, #51;

WAl

delicacy ['delikasi] n. $8%); K3; H¥E; &

Bl, UK Kok

ingredient [in'gri:diant] n. &4, MK
composition [,kompa'zifan] n. A, Wik,

B
capacity [ka'paesati] n. fBS)

sensation [sen'seifen] n. &3, HIWE; MEIHEE

WRET; MAERE
giverise to P, I, 5, FERAE

! reflective [ri'flektiv] adj. RIBH), RAEH
contemplation [ kontem'pleifen] n. EBE, #&

W, U

intellectual [ inta'lektfual] adj. HIIRH; F/H

M B R 5 MARNK

interpretation [in'tapri'tefon] n. ¥i%; &8;

MR MR

possess [pa'zes] v 45, FfA, #&#l



concept ['konsept] n. W, BE&, BEM™Y | SBH; BREY

elite [ei'li:t] n KHE, Kk signify ['signifai] ». Fmn; BK; Fin

exposure [ik'spsuza] n. B, fil offend [a'fend] ». §IE

mass culture R4k fine-grained ['fain-'greind] adj. 4KLAY; HHE

variation [veri'efon] n. Z5fh, 254k, & L PREAS RN

specifics [spi'sifiks] n. 4t contradictory [ kontra'diktari] adj. XL, F

instinctual [in'stinktfual] adj. Z<RBH) JEH

gag reflex P FZ5F; WK 5t interpretative [in'ta:pritativ] adj. MIRERER, 1

partially ['pa:fali] adv. #8434l ; {RHEH R

awe [2:] n B2 symbolize ['simbalaiz] ». Z4E

manifest ['mznifest] » WEB, FW, BiR assert [a'sa:t] v #EHP, BHF; Wim; EIK;

unconscious [an'konfes] adj. TEREIR LR

constitutive ['konstitju:tiv] adj. FEAHK; A< dormant ['da:mant] adj. PRIRE; #HILH; HBE
B; B MRS T L ORRAR; REM

desirability [dizaisra'bilati] n. JE3¥; {E4F M4 subconscious [,sab'konfas] adj. IR
By, B, ATEBURE sociological institution #£3{%; #2444

context ['kontekst] n. A%, &% complex ['kompleks] adj. EZ4H

status symbol <7 ISR AE combination [ kombi'nefon] n. &3fF, BEH, &6

repulsive [ri'palsiv] adj. HEFHI; 4 ARER; employ [im'phi] » {# [, EH
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—e  [1] Immanuel Kant: FF8%/R-FEE (1724—1804) , EEHABELOEA, &
—0 FR. MBAARNARBMNEKREZWHABERZ—, hRBRREHIRE—RUTE
—o NEER. REGHFERN—TELAHELERRE, WARBLKRENMAMIRAEMN GE
—o B5) BASAEERS, REEAXRMEHERNRTEZEMRHER. OXMEREESTH
—o EZRF X EMEMNEMEX, NEEWEDOFX5REBEXERIZT.

e [2] David Hume: B4 -fKiE (1711—1776) , HEREEHR, LETFETE,

—® 54983785 (John Locke) B FFiA-T5E3E (George Berkeley) M= AXEERY
—® XE. ZRFIHBERN “EFRR” PREDEENS, W “MRKBETFEIRMmIEE
—® %7, A\NEEELTHAER (apriori) FEIFH. ARSZRSHEN. BEFRESS
—® THRESEMFIXEZRANSEIZT “ERE” NEL.

—e [3] Pierre Bourdieu: IR/R-#/Ril/E R YR ZEREERMEMABBAIH>
—® —, BEERSEMAFIREE, ZEAFERL. PEIINREGRBERCHART
—® ZHEMNHSHENE (LERERBE) , 1975FEHhRBEUNT (HERSNHRT
—® ) £, 1980FMX IR T F—HEEEE (LRADBE) , XBEENEFAY
—® RT1990%F, HREE20HELI0FRAALEEZINFALHNHBERE (RIUHLHH
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o F1, HANEREHAIFERE, MAEHHR. HREBEHIHETUXHESH

o Xiik: FMEREEL L RRAFHSBRSENAN L, REBEANES éﬁ
—eo MMM, ; )
= [4] Charles Robert Darwin: /R B4 AR (1809—1882) , KEBARY
—o AMF¥R. BYFER. ARXEHHEMLAFEHRTES, MEXREHFIER, EH
e Fﬁﬁi%%ﬂ;%m"‘ﬁﬁﬂ#ﬂiééﬁ&ﬁlﬂmE?&ﬁ&ﬁﬁﬁi&tﬁiﬁi 18594 tHAR
o (WFEE) X—RIEHRAZE (BIEHE “Hwit” EJ%JI%?EE%%B‘\J K&
—e B2z —) . FT20HREI0ER, RRINERBANSRUMNFINETLRE, HAHT
—o REABHEHER, ERY LTNEYSHIEHT -HESENRE, Eﬁ;ﬂ#&%#
R’ oy i : _ .

—e [5] Victorians: EEA LA T L FHAMN; FEZFH IRHAEAL; BEST
—e [HA. :

—e  [6] Bdwardian: (XFER. £2. AR, RE. FERTRD) ﬁ&f&tﬁw
—o RHY; BELLHHN. BEECHANMKTE, BI1901—1910. z&w%&%mu
—e B, XHFZARER.

e [7] Lamborghini: ={5EJE, éﬂﬁ&ﬁEﬁJﬁﬁ&&dﬂ%m%fz -

L Answer the following questions in English.

1. What did Immanuel Kant say about beauty?

2. What did Hume say about beauty? ‘
3. What are the two concepts of values that viewer interpre‘,{:ations g
of Seauty possess? | ; ;

4. Based on what might aesthetic judgments be seen?




