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Introduction

The major theme of this thesis can be approached by considering two

definitions of music. The first is by lgor Stravinsky:

For the phenomenon of music is nothing other than a phenomenon
of speculation. There is nothing in this definition that should
frighten you. It simply presupposes that the basis of musical
creation is a preliminary .feeling out, a wiill moving first in an
abstract reaim with the object of giving shape to something con-
crete. The elements at which this speculation necessarlly aims are
those of sound and time.(1)

Contrast this definition of music as an accoustical entity with L.B,
Mevyer's view that emotional response is an essential quality of musical expe-
rience. "Value", he writes, "has something to do with the activation of a
musical impulse having tendencies towards a more or less definite goal..."(2)

These two views appear to be based on the opposing polarity
’Formalism/Expressioni?m'. However, they share the same semiotic con-
ception. Signs, on this account, have fixed relationships in music.” Conse-
quently, musical structure is taken in isolation from a system of inter'pre-
tations and musical meaning is founded on the belief that we hear only
systematic events and not audible factg’. Music is organized sound. Noise
can never be music since it is not intergrated into any systematically
ordered context.

However, systems are more like abstractlons that have a role to play in
our methodology. Such structures do not ex:st in themselves as if they
constituted inexorable laws of a syntactical system. Forgetting this fact, |
sgggest", has consequences for our critical analysis oi_ music and, perhaps,

something interesting to say about the problematic %elationship between

reader and text. What constrains an interpretation and identifies a text?
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In' our firét quotation, St?avins_ky appears to take a distinct r;:alm of
unstructured fagts about ITIL'lSiC that are manifested in but exist prior to the”
" .structured musical event. -This stphefe includes internal laws of musical
construction, pelarities, musical -forms and_formél relat'ion_ships of ‘higher"_
mathematics' of speculation. Whatever is conceived as 'having a funt_:tion in
ordering and regulating the musical event, exists prior to that event. But
why is the determination of this realm is not subject to an act of interpreta-
tion? ) }

~ Similarly, Meyer explains the structure of music as a funct'ion. of
emotional tension as if emotional tension was not -as dependent on interpre-
tation as is musical structure. But why is this f'ealm of an. inate psycho-
logical structure not itself subject to an interpretation?(3)

If systems are abstractions, then perhaps 'musical structure' is also an
interpretative moment _ in our anglysis. The difficulty shared by both of
thesé views rests with the c_oncentic')n of the musical sign as a relationship
between some term or 'signifier™ and that of which it is about or some 'sig-
nified'. The notion that systems are abstractions is overlooked in a semiotic
conception thﬁt isolates structure from event in this way. Thus, on this
'view, a sign is a sign of some 'ot?ject ft)}\_ some interpreter. Or a musical
piece is an ‘ordered sequence of sound for a 'well tuned ear'. At first
glance, this view does suggest a tripartite conception of the semiotic situa-
tion-event, structure and interpreter. But the addition of the interpreter
tends only to invert the relation eve;nt!structur;e, message/code, giving
priority to the controlling presence of the interpreter and the constitution of

e .
the message. -The constraints to a proper interpretation are shifted frcm the

xt or code to the reader. Structure is still isolated from the event but,
) f .
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now, the site of the reader dominates and re-e§tablishe5 the meaning of the
musical piece. |
This, then, is the general line of inquiry of this thle'sis, from which two
conclusions follow. First, though reference is made to 'time', it is not to a

metaphysics of time. Music is conceived as a narrative seciuencing based on

th‘é listener's experience which is, of course, in time. Secondly, philosc;phy
can be a critical reading without being just another kind of writing, since
the polarity that generates the distinction, 'artl;hi!osophy', has itself been
transformed through changing social and conceptual conditions.

Two final points n‘leed élarification, that is the notions of analogy. and
paraéox. "I'hg analogy that | wish to draw lies between the discussion in
mus_icology of musical structure or form and its temporal process,and a
conception of philosdphy as 'making'sense' outside its institutional bouﬁd-.
aries. The protocols -of philosophy -to deter‘-:;ninf validity- in understanding
must be accepted. But how can it engage the arppa¥rent1y irrational behavior
of unlirﬁited interpretations that is p;ssibte oiltside those same Boundaries?
The conception of form in music, as essentially connected to the temporél
process of human experience, suggests a conception of judgement or compre-
hension that does nct impoée an external or ‘'a-temporal' set of standafds.

Secondly, the use of th;. term ‘paradox', in this thesis, ‘is not meant to
signal the ultimate futility of thinl;ing as it attempts to comprehend some-
thing that is 'incomprehensible'. However, | would like to attempt, as far as
it goes, not to arbitrate some opposition withfn a mediatory process. | think
a description of t.he co-existence of opposing cpnceptioné might be more
fruitful. The resuit of this descriptive process‘is a2 picture of philosophy as

standing midway between its instituted behavior and that peculiar discussion

beyond the borders of the institution.
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Chapter_ 1

The Aesthetic Attitude and the lastitutional

Conventions of Art Objects

Section A) Differentiation of an art object by means of an attitude.

Theories of the aesthetic attitude do not represent one cohesive system-
atic doctrine but 2 common approa;c:h or orientation to the problem of defining
features that are relevant td the appreciation and criticism of the aesthetic
object. Nonetheless, the motivation is alwayé to determine the differentia

‘“through which an attitude can be called 'aesthetic'. .We will briefly outline

such problems and issues that concern the establishment of such a par-

ticular, limited or conceptual space. This chapter then deals with the.

dialogue between the uniqueness of an attitude and the conventional parame-
ters of an instituted space as a means of defining an artwork in contra-
distinction to any non-artwork.

In th.e case of the. aesthetic attitude we have two related arguments.
The first attempts to provide, through the denial of any mediation of struc-
tur;e, a definition of the 'disinterested' attitude.. Logically, this has t:;me
usual problems associated with negative definitions brought out in Dickie's

criticism to which we will return shortly. The second position, however,

argues " for the immediate character of an aesthetic structure itself,

L
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However, it is my belief that both of these arguments imply the necessity of
a purposeful and mediating presup_positional structure -that hinders thg
theoretical possibility of positioning onesel{ within a '‘proper attitt:de‘.

Jerome Stolnitz, in Ais book Aesthetics and the Philosophy of Art

Criticism, defines the aesthetic attitude as "disinterested and sympathetic

attention to and conte_mplation of any object of awareness whatever, for its
own sake¥.(1) This position supports the obvious advantage of securing the
necessity of the aesthetic d_im:ension of any object by placing that object‘g
aesth‘etic integrity within the structure or functiohéily related featu'res of a
contemplative approach, Since suci‘n structures are interested in terms of

) .
their- specific function, the status of the object does not appear to be con-
stituted at an epistem'e.logical distance. The mediating role of this syséem
tends to be overlooked. Tne spectator is rather faced with the indubitable,
phenomenological presence of an object. ‘

This contradiction can sometimes be mitigated by the notion of an
imrrlediate structur%. However, this immediacy has both a positive and
negative function that recalls the original contradiction between an attitude
effectéd by an interested structure that is to constitute a lack of interest.

-

Negatively, the structure inhibits critical and practical judgement as unsym-

——

pathetic, while encouraging a specific aesthetic response. In terms of its
positive function, the object is abstracted from its cognitive matrix, thereby
szcuring a contemplative relationship to the object for its own sake aione.

Any mediating structure that as such, has a distancing or representational

value distracts consciousness from the object by displacing the focus onto

Al

< .
practical interests. By blocking the reception of aesthetic qualities, the
intrinsic value of the object cannot be disclicsed. Is representation, then, of

practica] or externally - motivated interest? It is quite possible that
. { .

-



page 6

representation is based on a foundation or shifting or displacing interests

and motivations. Indeed this is precisely Dickie's contentions:

"Disinterestedness” is a term which is used to make clear that an
action has certain kinds of motives...Attending to an object has its
motives, but the attending itself is not interested or disinterested
according to whether its motives are of the kind which motivate
interested or disinterested action...(2) -

Thus, Dickie contends that interest in these external mediating struc-
tures themselves is not a special case of inte:_rested attention, as Stolnitz
claims, but simply a kind of inattention to the artwork. The reason for
Stolnitz's confusion over this point is that he fails to make clear just what
exactly the difference is between a disintérested attitude and an interested
one. Given an impressario, a playwright, an art critic and an average
viewer each with the differenct interest of performance of the play, what
accounts for the supposed aesthetic interest of the viewer is not a lack of an
ulterior purpose or rather 'dis-interest', but the chan"acter of the motivation
or interest. The aesthetic quality of the attention of the differing motives is
the same. To accept this argfl._t_ment would admit failure to sp_ecify 'disinter-
estedness' in terms of an ab;ence of interest. But-it seems to leave open
‘OL;F second alternative - the possibility of arguing for the necessity of an
interested structure but a non-mediating one. What then are the appropriate
features of an ‘interested' structure?

The' organizing feature, for Stolnitz i_s 'selectivity', a discriminatory_
ability or canvass our environment and single out aspects for our attention
in accordance with present interests.

Thus an attitude or, as it is sometimes called, a 'set", guides our
attention in those directions relevant to our purposes(...)It
prepares us to respond to what we perceive, to act in a way we
think will be most effective for achieving our goals.(3)
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This statement clarifies that implied reasoning behind Stolnitz's reluc-
tance to accept a structural organization for fhe artwork. If we can select
our mode of interested awareness, then we can control our response. But,
if our attitude 'directs awareness of the world' and thereby prepares us to
respond effectively in accordance with a desired goal \;vhile hindering those
inapprupriate responses with respect to the aesthetic object, then the —atti-
tude, on this view, can never appear as ; pre-determined response. How-
ever, if interests and purposes are embedded in the conventions of language
and guide our attention, then our éttitude is given a.lready constituted as a
response for us. If the reader is in this way 'pre-figured in the text', then
the ‘differentia' as a definition of an aesthetic representation cannot be
established, as Stolnitz claims, on the basis of a self-conscious selection of
interests functioning as a criteria. ~

The problem for Stoinitz is that sense-data are never apprehended
without significance, formalized in an interpretation. This process describes
perception as fundamentally purposeful, interested and presuppositional.
But in what way and by what means experience is thereby structured in a
representation has often been overlookea, for interested activity suggests
presuppositions or bias and aesthetic response or meaning as not necessarily
a neutral option. |

In avoiding this last line of induiry, :Tomas(u) attempts . to provide a
purely descriptive phenomenology of art in térms of én account of the pres-
ence of zesthetic phenomena but in which the 'giveness' of a representation
is irrelevant to an aesthetic concern. Ordinarily,. in obir everyday experi-

ence we dea! with objects in terms of their conceptual image acting as a sign

indicating what it signifies. In aesthetic seeing we pay 'close attention to’, .
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we. dwell upon the presented appearance. Tomas makes the distinction
between this phenomenological object and an onto[ogic:al object; that object by
which the percipient is being visually stimulated. This distinction guaran-
tees the identification of 1) appearance with the phenomenological oblject,' and
2} of realistic and practical concerns with ‘ontological awareness'. This
pattern functions as the di‘fferentia between the aesthetic and non-aesthetic.
Our positioq will develop Dickie's argument as follows: If the identification
of realistic concérns with the ontological object is not necessary, the dis-
tinction is not justified, and the differentia can not be maintained.

| Now, in aesthetic perception, Tomas claims, we are concerned with the
quality of the appearance rather than the representational value of the sign.
Representational function and practical interest are irrelevant. I[n dwelling
upon the appearance, perception is focused not on the picture, mirror or
window, etc., the ontological object, but the way in which the 'pictured
appeared', the phenomenoclogical object. What is aesthetically irrelevant on
Tomas' view is the ontological vehicle, the status of the object's reality.
Thus to say the question- of reality does not arise means for Tomas that the
", ..consideration of two different stim'ulu-s objects appearing in the same way
is irrelevant. (.;.) What actual object presents the appearance does not
arise."(5) Therefore, the reality of the object is not purposefully excluded
from perception,. but néither'.are we aware of the object 'as an appearance’
or a sign that signifies.

The question then is this: Is it possible to be presented with an
apipearance without seeing it as -signiﬁcant, that is, as related to some
purpose that brings the 'object' into focus? Recall that only if Tomas'
'appearance’ is possible, is, the distinction ;énable since we would not be

aware of the real status of the object. However, our first impression would
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-

be to answer no, for some framework that organizes data into significant
relations must be presupposed, otherwise the 'thing' would indeed be unno-
ticeable even as Tomas' phenomenological object. But granting that Tomas'
view would allow a minimal framework, what account then can be given in
terms of its significance? |If another account can be given, then the identi-
fication of reality wi4th the ontological object is not necessary.

-Peter Kivy(6) claims that Tomas is subject to a 'misuse of  language’
criticism when he takes a specific linguistic routine or operation as the
commonly accepted one. It is a mistake tfo take the identification of 'reality'
with the stimulus object as jus;tification for saying that anyone not dealing
with one is not deali;é with the other. The reason is that in ordinary
" linguistic usage, that is the common routine used when speaking about art,
we do not refer to such complicated behavior.

The distinction is due to different contexts of spacial relations. To say
the stimulus object presents the appearance is to say a smooth' orange
surféce is presented in reality by the close proximity of the separate co[ors‘
red and yel!ow.' But it is also true that relative to the stimulus obj-ect
defined as a microscopic viewpoint of the pigment as 'grey matter of colored
flecks', a completely different context, the appearance is the colors red and
vellow. Kivy maintains that it is the former case that adequately describes
the common viewing routine, but in viewing and describing painting, there is
no reason why we could not have an interest in both positions. In fact, 'we
enjoy %he very act ‘of stepping back and watching our perceptions trans-
form*(7)

We bave argued thai the identification of realistic ‘concerns with the
dntological object, as Tomas has done, is not necessary since the term

'reality’ can be used in various linguistic routines and therefore appearances
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are always in some respect significant or signified by some practical concern
or constituting use of the term 'reality'.

Can aesthetic perception, after all, be explained in terms isolated from
language usage, cultural assumptions or human behavior in general, that is
to say, from systems of signification and understanding? If not, then an
artistic representation will be ex.plained in terms of a presuppositional
account in which interested, formal cognitive structures are employed. This
would effectively u'ndermine the idea of a 'presuppositionless object’ that
appears necessary for an aesthetic attitude theory. This leads us to a brief
examination of the nature of the presuppositional system of the Artworld. Is
such a preconceived and preconceptual structure an a-historical synchronic

one?
Section B) The Institutional Nature of Art
The Institutional Theory is an argument for the necessity of a

public/ social. context, of presentation as a structure through which an object

can be exchanged. In his latest book The Art Circle, Dickie argues that a

certain contextual circularity is necessary, given the standard form in which
we learn about the concept 'artwork’ - a framework in which each feature of
the definition presupposes and supports the other. There are five points to

the definition.

1) An artist is a person who participates with understanding in
the making of 8 work of art.
2) A work of art is an artifact of a kind created to be presented

to an artworld public.
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3) A public is a set of presons the members of which are pre-
pared in some degree to understand ‘an object which is presented v
1o them.
4) The artworld is the totality of a'll artworld systems.
5) An artworld system is a framework for tﬁe presentation of 2

work of art by an artist to an artworld public.(8)

The circularity of the definition has presented certain problems. R,
Stecker, in an article entitled "The End of an Institutional Definition of
Art"(9), has claimed that for this reason Dickie has failed to distinguish
artworks from other artifacts. The institutiona! definition is informative in
that it gives the structural synchronic features of an economic system - as a
formal theory of a logic of production based on intrinsic human features,
i.e. a producer of a commodity presented to a consumer for consumption.
This fails, however, to distinguish the artwold system from other presenta-
tional systems and tells us nothing about the nature of art, and therefore
the institutional facts are not sufficient for something being art. Stecker
seems to suggest that only some principled method can account for the:
difference between artworks and non-artworks. But we will inquire whether
this can be achieved without a diachronic dimension that introduces a logic
of history and historical consciousness as essentially dynamic and 'deliber-
ately unconscious'.

On Steckers' view, such an arbitrary distinction leads us to a second
criticism, namely, that this new version of the Institutional Theory favors
the impossibility of defining the nature of art. Even given the arbitrary
distinction, the account will be circular but still not defective. However, it

is uninformative, for since the artworld public possesses a common ability to



page 12

recognize some objects as art, the definition does not informatively differ-
entiate artworks from non-artworks. Thus, for Stecker, Dickie's modest
commitment to mere'l‘y a statement of the 'inflected nature' of the concept of
art is reduced to the ‘'anti-definitionist' open-concept, since we already have
a feeling for the classification of such objects and a definition is not forth-
coming.

A third issue raised by by Stecker, and lately by Catherine Lord(10),
concerns Dickie's claim that the institutional framework is a necessary and
sufficient condition. Lord claims that the institutional framework is but a
necessary condition. ‘Sufficiency' would require an indicating gesture or
pointin,g. If there are no essential or 'crucial similarities', then the bound-
aries of an arbitrary collection of artworks are specific to 'this particular
artwc;rld since the meaning of the artworld is possible through acceptable

presentation. Lord writes:

Again, our works of art are (...} a hodgepodge, and were there

any similarities, the institutional theory would not be needed. It

is the arbitrariness, the reference without substantial sense, that

calls for indexicality.(11) :

This claim of indexicality is a criticism of the institutional theory as it
reduces the Jlatter to an absurd proposition. Would objects intended for
systems other than the artworld be successfully presented in #this', ou-
artworld? Can an individual, not part of our artworld, accept something as
art? Since the artworld is a rigorously closed system, such counterfactual
questioning does not produce an intelligible answer. The reason is simple.
Since one term or condition is defined merely by a 'reference' to another
condition which amounts to an ostensible pointing that organizes and writes

the object into the index of a particular system, the institutional theory must

preclude designating a substantial or 'proper sense' or definite de’scription
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without which we can only believe that somethi_ng is art by reference to our
system. However,the claim that the institL}tionaI theory must be circular or
indexical is essentially Dickie's response: an artworld system is a practice
understood as " ... a historically devéloped cultural sysfem of 'a particular
time and place".(12) In the following discussion we will consider: this defin-
ition and the.\ébov‘e set of criticisms carefully.

There are, then, according to the Institutional view, two conditions
that must be met in our recognition of an object as an art object. The first
is the ‘'artifactual condition’, and the second is that the object be the sort of
thing that is presented to an artworld public. 1 claim that if is sufficient
for a definition of art that a particular social context or practice will pre-
suppose a particular existent ;‘or appreciation and no reference to an arti-
fact, as a separate condition, is necessary in the acknowledgement of art.
For this reason we will return to the artifactual condition towards the end of
this section.

It is the second condition of an object 'of the kind to be presented to
an artworld public', that is most probiematic. This requires some clarifica-
tion, but | do not believe that Dickie must specify ‘kind' independently of
the work of art because interest in the Institutional view is due precisely to
the 'value of its circular or contextual form of reasoning. However, | do
accept the need to question the legitimacy of Dickie's use of 'public'. Not
every work needs to be or was ever intended for a public. When an art-
world public has an understanding at hand ready fo accept an existent
object previously under;s.tood as, for example, a religious, or utilitarian
object, then a presentation group has been constituted through which thé
objecf changes its status. Public merely ihdicates the space of that 'percep-

tual field the hopeful artwork might fall'.
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This might be an answer to Stecker's claim that the words 'kind' and
"public' are so vague as to make this condition unworkable. He asks, 'What
is excluded by this public'? Since the artwork/non-artwork distinction is
arbitrary, the term 'artworld' is no more informative than simply 'p blic‘;
Further, if the intention to present the object to a public, which determines

the 'kind' of object, is not necessary, then it need not be present at all.

1Y

Stecker writes:

N~

If being a kind that is created to be presented is a consequence of
being an artifact and if there is no non-arbitrary distinction
between artworld systems and non-artworld systems, Dickie's
definition of a work of art tells us only that such words are
artifacts. Even if the definition tells us a bit more than this, the
fact that Dickie gives no way of distinguishing between artworld
and non-artworld systems guarantees that the definition fails to
distinguish art from other artifacts.(13)

Both of these criticisms could be handled by showing that intention can

be occasionally relevant just because 'systems' differentiate and discriminate
b
objects. To prove this we need to develop Dickie's position on the specific

functioning of the artworld system as a social practice. Stecker's claim that

a system is a basically neutral structure in which a purpose must then be
worked out is untenable or at least cannot be described without assuming, as
even Stecker has done, a socialfcultu."r‘.‘al model. This would show that the
institutional framework, as a system of presuppositions, can be eicpiained as
a cultural matri; that can specify certain acts and forms of attention as
artistic and therefore necessary in the production of art.

To say an artwork is embedded in ;n essential framework is to say it

exists as an achievement, the product of a certain interrelated structure.

The framework is in part, the art-historical background that is presupposed

N

in our dealings with artworks. It is an inevitable conceptual pattern or °

cognitive structure through which recognition of an object as art is possible
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Though it may be implicit and unconscious in our rapport with the wbrk, it
must still in some sense be grasped. | ‘

Art occurs in the context of persons fulfilling their roles according to
an established practice of the artworld. Thus it is not t'he case, as it was

in Dickie's earlier book Art and the Aesthetic, that the making of art is

conferred upon an object by persons acting on behalf of the social institu-

tion. This initial vie\}):és been revised in The Art Circle: "What | now

mean by the institutional approach is the view that a work of art is art
because of the position it occupies within a cultural practice..."(14)} In
other words, art exists on account of certain relevanf persons, the artist,
the public, having relevant thoughts. They sha‘re, "an understanding in
some degree of the concept of-art“(1S]‘ This undersanding is due to previ-
ous experignce with artworkg, knowledge of technique, general intuitions
about art. It is that relevant cognitive s%ructure into which an objectf‘is
imbedded in order that it be recogniied as art. Such relevant thoughts are
about art itself, and operate generally at an unconscious level as the -f‘rame-
work conditioning the achiévement or production of art. This, 1 think, is
part of Dickie's claim that both the artist and public participate in a common
understanding. Such understanding is vindicated in the structure of accredi-
taticn in which the artist elects some object for consideration and appre-
ciation. A successful work gf art is then achieved by means of an agree-
ment over the conceptual structure, interrelation ¢f roles and consequent
acceptance of the object as art. Though the art object is possible in and
through the system, the definition is still fluid enough to accept different
cultural or historical conditions in its determination of art.

With this common experience as a _background, a dual role is created in

which the artist and public participate in a mutually conditioning relation.

-
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To quote Dickie: "The institutional theory sets works of art in a complex
framework in which an artist in creating -art fulifills a his';orica[[y developed
cultural role for a more or less prepared public."(16) The ‘artist through
this historical dimensio_n is related to th;a past and enmeshed in i_igltural
‘milieu. The artistic -intention thus pres'upposes 3 public. Though the
presentation for one reason or another, may not always be successful, it is
the possibility of the presentation that defines the role. By the same token,
the public receives the work on the basis of its own set of expectations.
Infulfilling its role, the viewe/:anticipates the work according to his or her
comm-on ability to understanﬁ or recognize the work.
That art has an essential and necessar\} framework means then, that it
\is impossible for it to occur independehtly of this framework. "Art (...)
must exist in a cultural matirx, .as the product of someone fulfilling a cul-
tural role."(17) But algd for Dickie, the framework is a-historical, it 'per-
siSts through time'. The synchronic and syntactic features will not yield
historical qualities of an occurrence of art. Thus Stecker objects that the
distinction (artworld/non-artworlid) is arbitrary because nothing in the
synchronic dimension of the system yields artistically identifiable characteris-
tics. But the Institutional Theory, in our view, ‘can be made \to allow for
the possibility that such properties be subject to their historical or
diachronic aspects if we accept that the character of the e;cistent itself is
also so determined. Thus the definition is open in a way that can account
for differences in both appreciation and critical disagreement.
The problem now lies with this newly introduces synchronic/diachronic
distinction that was meant as a reply to Stecker's criticism of Dickie's dis-

tinction as arbitrary. Such a move is not present in Dickie's formulation of

the Institutional Theory. Admittedly, to 'round out' the Institutional view in
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this way is to add a historical, semantic.dimension to the theory. In
Dickie's description of the institutional framework the subject matter, the
referential semantic import, if indeed there is one, cénnot be established.
So much is clear for Dickie when he says of Danto's cla\im that the semantic
feature is a neceséary condition of art: "While it i_s,,tr’ue that many artworks
are about something...it seems t /a;t some works’ are just not about. any-
thing...l conclude that Danto's claim about art is false."(18) Dickie's reason
for arguing this point is éimply that he cannot locate a subject matter f:or
non-objective painting .in particular, and music in general. Such works of
art tend to undermine interpretation by not providing,"...any reason to
think that it is about anything at all."(19)

' The institutional theory is not, as in Danto's view, a finguistic one,
hence the artwork has no statemental value. No considerations of the art
object as 'being about something' are relevant. In bla'ce of this condition,
Dickie advances the artifactual condition; that something has been crafted by
means of some sort of material medium and thereby designated, is jointly
sfoﬁcient along with the 'obj.ecf of the kind' condition to ensure that the
achieved object is art. But this thesis will argue that if the framewor-k
functic;ns as a syntacticél pattern or schema wh?se very order and structural
relations are subject to cultural assumptfons and historical determination,
then nothing more is fundamentally necessary. This is possible since, as
will be argued, such assumptions determine the type of existent or artistic
reality that-is possible insofar as we interpret the identity of an object
throﬁgh those very assumptions and conventions. But | would hesitate to
match .this view with that of Danto which tends towards a perscriptive and
legislative function of critic\ism. Our theory argues the inseparability of the

: \ . . .
syntactic and semantic structures ~ that the semantic component is, in a

way, a function of its syntax. Rather than defining the semantic feature as

4
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presupposing a 'distance’ or a contrast between representation and existence
or reality, such a framework will be seen as a mechanism for the generatmn
of meaning itself, of a contro!léd subject matter. Thus we canr;ot judge the
value of the wgrk according to the value of its reference. ' g
The fact that a representation is a function of :che system of. communica-
tion, of the social practice, is enough to suggest however, that Dickie's
description of th? nature of the ir_tstitution itself is not sufficien:c._ For" now
it can be seen that the institution, by the very rneal:ls through which it is
constituted or constitutés the 'sort -of thing' the object will have to be in
being _présented to an artworld public, can systematically exclude some
objects as ar‘_t. Or more precisely, a representdtion can be subverted by the
cognitive structure or social éractice. A -description of ran institutional
framework is not a sufficient guarantee of the object qualifying as art with-
out a description of the exclusive force of an institution working according
to definite interests pratected from the historical and temporal dimensions of
life and thereby controlling the production of art. The constituted ideal
space of the ins.titution corceals the effects of the spatial/temporal matirx
and thereby serves the function of ratifying or instituting, as an eternal
value, an otherwise arbitrary sensibility. This in turn, legitimates and
.
promotes the status of a specific set of social and artistic values claimed by
that speci'ﬁc sensibility, i.e. a particular type of existent. This of course
does not concern the ove}'t exercise of political power. 'Exclqsiveness‘ is
embedded in the framework itself and is not just the perrogative of certain
\members of the accredit.ation group but the presentation group itself, i.e.
persons whose role entails decision making powers. -

In point of fact, Dickie nowhere claims that a description of an institu-

tional framework is’ sufficient for an object's being art. !t is, of course,

“
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one of two necessary conditions, the other being the 'artifactual condition'.
This ceonditien, we have seen, cioes not add anything to an institutional
account. Dickie argues only for its necessity on the basis of a describtion
of how we recognize what in fac;c Qe already take to be art. The brinciple
can be stated in this form: A minimal action must have been performed on
some object, if it is to be identified as art. Now the principle of
arti'factuality is developed in a context in which the artifactlual ‘condition is
cited as an argument against 2 definable essence in art. In this context,
Dickie is looking for an e;ss'entiai definition in the artistic framework. Thus
‘artifactua!ity‘ does not depend on the agreed acceptance framework or
cognitive structure of the institutional argument whose purpose, it wou!‘d
follow, is to show how artifactuality is, in fact, achieved. Accreditatiop
affects the form and content of the work, for presentation involves the work
in its tqtality... An existent entity is always presented through the institu-
-tion. It is the linguistic usage argument that claims the relevance of
artifactuality' in the definition of art and not the institutional approach.
Thus the idea of crafting defines a limit for Dickie, that is the mini‘mal
condition of medium manipulat“ion that is necessary in any definition of art.
Dickie's Institutional Thgory, I;oweier, does not strictly imply any one
particular suggestion of limitation. The qL:estion ‘then becomes: wh;’c' sort of
artifactuality is directly implied in the institutional nature ;af art? | believe
it is much close to Binkley's thesis tha;c the institutional view does not.favor
any particular limit in any particular respect.(20)- But let us notice that the
disagreement is nonetheless, over what acceptable Ilimiting condition will
count as 'crafting'; what 'medium' c¢an mean in the institutironal context and

not whether these two features are relevant or not.
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Chapter 2
The Contemporaneity of Aesthetic Theory

Section a) The Relevance of Interpretation for Theory

' _
i

In chapter 1 the suggestion 'was.made that our critical- approach towards
a .wor'k of art is in some sense zalready given for us insofar as the object is
accredited within the presentation group according to certain historical and
institutipﬁal conventions. !f the aesthetic difference amounts to .certain
motivations, purposes, rather than a consciously selected éttitude, then what
is the nature of the philosophical apparatus or structure [i.e. semantic,
syntactic relations etc.) that defines a presentation group functioning within
an i-nstitution? Are these structures cognitive or translatable @and universal
functions of language-use as such, or are they mythic and coded messages
specific to and a function of a particular categorization of the 'world' by one
historically "situated linguistic system? How is an artifact_specifically pre-
sented? And What ;;atures would the artworld. system share with the con-
struction of more rational or theoretical argumentation? In this chapter we
.wiIl examine some of these issues - in particular B!}e ontological import of
.concepts of identity and interpretation, and the strétegies that characterize
reference or the predication of aesthetic terms within a symbol system.
Further, if the aesthetic quality is a function of the artwork's historical

identity, then access to that history, or rather determination thereof, is

only possible through a pre-condition that will be defined as the
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‘contemporaneity of theory' - by this | mean the perpetual reflexivity of

theory.

v

In The Transfiguration of the Commonplace (1} Arthur Danto argués
two relevant claims; 1 - that the objects in the ‘wor-ld' are intentional or
meaningful for a representation :[in particular artistic 6nes) necessitates an
interpretation, and 2 - that a certain criteria is needed to distinguish aes-
thetic from non-aesthetic interpretations. The strategy is \essentially a
linguistic one In which a representation is an interpretation. We will explore
both these claims to show that an ontological distinction as Danto has dé—
scribed it is not only necessary but has a particular strategic function that
suggests that Danto's historica! intentionalism may not be necessary.

It is Danto's belief that the predicétion of aesthetic term;s, and ‘arthood'’
itself is embedded in the language of art. This is in effect an ontological
problem that deals with a system required 'for the ordering and classification
of the objects in our experience as well as their status and identification.
Through an analysis of the logic of artistic identification, Danto hopes to
establish the necessity of the iinguistic constitution of art objects, in terms
of a predication within the linguistic boundary of the artworld. This
involves something more than a mere description of an object. - §

This 'something more' is not defined in terms of a substantial or ma-
terial entity, nor as a phenomenal aspect of traditional ontology. Rather,
Danto is interested in drawing our attention to the historical presu
of art production that are elucidated through an interpretive” narration of a
definitive structure. The reason is simple: "To see tie painting in these
terms, if one had not sc seen it before, works tg’ transform the entirel

composition, to pull it into a2 different shape and Hence to constitute it a

(
different work than it would have been without benewterpretation.nﬂ]
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Interpretation involves two features that identify an object a art. First, the
structure of the painting is a function of idenéifying an organizing centre,
This identification is dependent upon the interpretative and co'nceptual
information needed to iden;ﬁify 'significant’ _elements. The second feature
involves the structural relations of the interpretation. The elements are
read together and integrated at once in terms of contrasting connections and
structured relations. As an artwork, therefore, the object will be necessari-
ly structured in some way. To identify its significance will be to interph@
it. The interpretatign has a semantic funétion insofar as a narrétive struc-
ture is presupposed in the interpretation of the elements. This, | believe,
is what‘ Danto has in mind when he speaks: of a theoretical implication in a
work of art: "To interpret a work is to offer of theory as to what the work
is about, what its subject is."(3)

Further, the artistic theory must be consiétent with what was histor-
ically and culturally possible in order for a work to have a semantic mean-"_
ing, *to be about something. These historical conditions will goyern_\.\;hét a
work can be legitimately and cc;nceivab[y about in.terms_ of what artistic
theory ccuid ‘have been possible at that time. Thus a limit on a theory is
also prescribed here: The cognitive of philosophical apparatus available tc
interpret a2 work should conform as closely as possible to this historical
condition.

The subject, or that concerning which the work is about is never
arbitrarily chosen and conséquently represents a system of ‘values. In

o

Danto's analysis of Brughel's painting The Fall of lcarus, for example,

interpretation is a transforming function and therefore is so theory-laden

that a neutral description is impossible. "And the structure of the work,
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the system of artistic identifications, undergoes transformation in accordance
with differences in interpretation." (&)

A description assumes a system of interpretation, a narrative structure,
that organizes lelements and their interrelations. The interpretation
functions as a theoretical model which constitutes the work in a description
that identifies the text. The work is achieved immediately or mediately, in.
representational_ or non-representational works, by means of its interpreta-
tion. Ther—statué of the work is conceptual or cognitive precisely because of
the necessity of knowing, aé an antecedent feature of our responsiveness,
that the object is art. The art-historical presuppositions are the deter-
mining factors of the theory and necessitates a value-laden description, for
the ;work is differen‘t'iate_d according. to its authorial and .historical context.
"To seek a neutral description is to see the work as a thing and hence not
as an artwork: it is analytic to the concept of an artwork that there has to
be an interpretation.”(5) This difference is ontological in that the identity
is constituted linguistically or cognitively and not sufficiently by means of a
text alone.

It is important for further discussion to clarify at this point the two
functions that have been dealt :'vith rather loosely. First, the narrative
__structure, through integrating and identifying the elements, tells us what
\i:he work is about. It does not tell u$ that 'x is a work of art'. The
semanti unction operates at this level. Secondly, t‘o say interpretation
must be consistent with the art-historical presuppositions for a possible
artistic theory, is to ideﬁtify 'x as a work of art'. This is the identification
function. Since thet narrative must be consistent with the possibility

suggested by the’ atmosphere of artistic theory, the semantic function pre-

supposes the fulfillment of the identification fLﬂstion. In other words, the
5\
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concept of art is not only made available, but has in fact achieved its goal
in order that an object be seen as instantaneously and artistically signifi-
cant, as subject to an zrtistic interpretation. This, | believe, is what Danto
had in mind when he wrote with reference to Hogarth's engravings, "...So
they have-r the power of texts. But so has any picture or for that matter
artistic work which we may in fact think we -are_ looking at rather than
reading. In such cases, we read as we look because we interpret as we
see."(6)

Granting that a description is value-laden and the subject is not arbi-
trarily. chosen, Danto still does not appear to consider that whatever theory
organizing a concept of art is available, the very significance of art histor-
ical presuppositions is presented through it as it narrates the ‘work. Not
only  does this determine the concept of art for future practice, but the
identification function, .which cannot be guaranteed and through which the
concept of art kﬁbrms.our semcﬁon, influences the semantic function by
determining the significance of specific objects from contemporary concerns.
In other words, there are no art-historical presuppositions without a théory
since the representational quality of the wprk is identified through its con-
temporary preseﬁtation. _g’f

Interpretation is governed by historical/theoretical limits of a particular
culture. Complications arise when the narrative or seméntic value is subject
to thé interpreter's philosophical limits or presentation of an argument. To
set the interpretive limits of the work according to the knowledge and belief
outlined in those original historical concerns, is to fail to consider the
historical and cultural conditions of the reader's narrative as a distorting or

developing function of those initial interests. Thus interpretation is
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necessary in the constitution of a theory, not as Danto thinks, but rather as

a continuous displacement of fact by theory. X

1t is a logic of artistic identification and its li'nguistic stability that is
fundamentally at issue here. Danto claims the 'is' of artistic identification is
to be uncﬁerstood 1'in terms of its use according to certain constraints on
idenfify and classification. Of two indiscernible predicative sentences, one
is \é tautology and one is an artworld statement of identity according to a
variety of contextual factors, i.e. an artworld atmosphere of artistic theories
and art-history. Even the olefactory artist, the 'physicalist of pigment', has
made an artistic identification, for his denial of theory is itself relative to an
artistic presupposition.

This suggests that the ontological difference is fundamentally embodied
in language insofar as there is an 'internal connection' between object status
a its identifying language," inasmuch as nothing is an artwork without an
interpretation that constitutes it as such."(7) The particularity of an art
theory, then, as a limiting factor to interpretation, raises objects into
 ~world of interpreted things'. And :nore to the point Danto writes: "But it is
plain that there could npt be an artworld without theory, for the artworld is
logically dependent upon theory."(8) But even accepting the concept of
lirguistic stability over cultural and historical divergence in principle, we
would s'éill require a separate argument to support bridging that gap between
contemporary theoretical interest and the determination of once operative
socio-cultural conditions.

Why accept Danto's historical intentionalism when the identity of the
artwork is presented through a constituting theory? How do we know the
relevant art-historical presuppositions except through various artifacts and

our interpretive structure? How can the artist's possible world view serve

MR 2
Hatavh 4]
.



- © page 26

us as a 'constraint on our interpretation when the conception of what was
possible is itself an interpretation, governed by the interpreter's agreement
or belief, by a context closed off in contemporary concerns? This circu-
larity must be encompassed in any explanation for its subverts any attempt
at a descriptive process outside this system.' For thisl reason, a straightfor-
ward cognitive account (i.e. non-institutional) based on an analysis of the
logic of the art language, if meant to supply a definition of art, must in-
clude this process of circular description - a situation that Dickie approaches
with his 'inflected' definition of the art institution as that arching-space of -
system and event, Danto almost exclusively defines art in terms of under-
standing its historical context. He does not consider the effect of the
present discourse, nor any future projection as a responsibility of ar{. )
The second claim of Darto's semantic or linguistic theory concerns two
perceptually indiscernible counterparts. Take any two objects which possess
a perceptual resembliance and identical content and material. What makes one
a work of art and the other a2 mere real thing? The difference is not one of
content in the sensé of possessing perceptually discernible properties, but
the way the "...content s presented in relation to the content itself."(9)
When a medium is used artistically to make a point about the way the content
is presented in relation to that content itself, the content of the work is not
thereby 'expressed', but a point is made in showing something about that
content. The idiom of representation is used in such a way that whatever
the representation is about, it is not exhausted in this func‘:tion. Danto

generalizes this thesis: .

The thesis is that works of art, in categorical contrast with mere
representations, use the means of representation in a way that is
not exhaustively specified when one has exhaustively specified
what is being represented.{10)

3
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In summary: for Dan‘r:o, the ontological difference is constituted through
language whose constraints are the appropriate historical presuppositions of
a possible world .view. The transforming power of aesthetic prédication
peculiar to the Iingui;tic system ofﬁ}g_artwoﬂd means 1) that representation
is necessarily a theoretical interpretation and 2) that artistic 'representation
is aesthetic predication of terms whose logic dictafes a reference not to
content or matter but the work itseif by expressing scmethin(g that content -
a2 particular coloration of reality is expressed in the work. A style through
which the artist beheld the world is presented for us.

Now the identification of an artwork is made possible by the ontological
difference::: effected through the linguistic system of the artworld. That the
differentiation presupposes a theory of interpretation, ‘seems to argue for the
necessity of a theory in which art is ontological possible, i.e. its intelligibil=
ity is possible only in terms of a theory of classification and ordering of its
elements. This circularity of the definition is one of the reasons why B.R.
Tilghman has argued against an ontology as the constitutiné means of art
objects. As Tilghman does not have an interest in a theoretical deductive or
inductive argument for a definition of art, he does not believe that an
ontological argument can be justified. For him, the issue concerning the
making and appreciation of art is a purely practical one.

Tilghman's philosophical concern is with the individuation of the text.
Danto argued that a text is individuated and identified through 3 c:Ie:scripl
tion. This implies that there are as many texts as descrip;tions. Tilghman
believes the text is identified with itself but variously described.through
different interpretations. The problem, then, for Tilghman, is to gather

evidence for textual identity that is not itself already a description. In his
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book But is it Art?(11), Tilghman does not so much argue for this position

as that the artworld is a2 non-cognitive undertaking since there are no
theoretical presupbositions that are constitutive of the text and that serve to
individuate it in a description. The artworld is the‘ familiar background
against which the work is described and evaluated. This, then, is Tilgh-
man's view and the argument is roughly as follows.

Danto's notion of the ‘'ontological difference’ lacks sense as it does no%
take into account the circumstances and contexts, the different uses of 'art’,
that give sense to the question. it does not specify a2 use for the word 'art
-as distinct from a real thing. Equally, 'rea! thing' has no unequivocal
descriptive force. It is a technical term in Danto's philosophy of art and
cannot rely on a well established linguistic usage. Nor does Danto give
clear instructions oﬁ the place this expression occ'upiesjin his  work.
Tilghman points out that being perceptually indistinguishable can only serve
as a crit_eribn if we grant the assumption that the controversial cases are
works of art.. In fact, the ontological question itself arises only because
Danto assumes that conceptual art is indeed art. Similarly, as Tilghman can
find no relevant historical information or logical reason to grant this status,
the ontological question cannot a;rise.

In searching for a meaning for a 'mére real thing', Tilghman ties this
notion to siﬁilar ideas that funcl_tion in the same way Danto's philosophy; that -
is, as; a way of misunderstanding works of art, of using the term inappro-
priately. Tilighman's interest in this issue is primarily concerned with the‘
possibility'of a neutral description, a 'mere real thing' being one of those

things that differ from artworks by being a theory-free desCription under-

lining an interpretation.

\
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The thesis that all artistically relevant descriptions are interpre-

tations requires that there is something that is interpreted and is

identified under a description that differs from the interpreta-
Htion. (12) -

It is unintelligible to define the 'real thing' in a representational
painting as the dab of paint which in+“the case of Breugel's The Fall of
lcarus, can be interpreted aé lcarus' legs. There was never any question
of ambiguity over that neutral object. But it is doubtful that this objection
undermines Danto's view that interpretations are wvalue laden and thereby
proving the impossibility of an ontological solution. [t does, however, point
to the fact that an account of a representation theory is sufficie}\without
recourse 1o T;heiconcept of ‘real thing'. ln. order to impute sense to a \;ord,
to signify something, it may not be necessary to relate an interpretation to a
value neu.tral description. It is sufficient that other interpretive systems,
or signification process in which. signs are linked, be available as constraints
to a particular type of representation. It may be that artistic representa-
tions function uniquely as against non-aesthetic representations.

A related issue on Tilghman's view is that Danto has not specified a
context that will make sense of -the ontological question. Instead, taking the
artwork ;é a contex;c—independent 'subject generates a2 problem concerning the
identity of the art object the solution of which is then sought in a definition
or theory. The suggestion that our puzzterrLent over a work of art can be
relieved by theoretical considerations assumes the intelligibility of those
theories and definitions, and therefore mis—c-onstrues the nature of thé prob-

lem whick is in fact a practical one. These practical difficulties make the
&

ontological question appear as a legitimate concern. N

Tilghman's argument revolves around his general assessment of Danto's

view.

&~
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Danto is then asking us to imagine a world in which ail our notions
about art, and | think, perforce, all our notions about everything
else, are turned upside down and | frankly submit we have no
notion of what we are being asked to imagine.(13)

While Tilghman admits the possibility. of the emergence of a novel con-
tingency without an established contextual grammar, we could not sort our a
correct use of the relevant linguistic term in a description. An introduction
of a "...new set of moves into the language game,..."(14) would be forth-
coming. The real problem, however, appears to be simply that certain

N
non-aesthetic 'works of art' do to and cannot conform to ouHe-fpectations

',because the aesthetic tradition has been challenged and- declared irrelevant.
Because of this denial, Duchamps' Fountain for exampleX\ cannot belassumed
to be art, it must prove itself or show in what relevant Qay it can be .ap-
preciated. This burden of proof, however, seems to be misplaced. Appre-
ciation on Tilghman's view is possible only in terms of a set of historicaﬁy
pre-determined aesthetic qualitiés. YA sﬁccessful proof will meet such 2 test,
but there is no clear suggestion cbncernin’@s what is to be done with those
cases where the predication of the term 'art' to objects challenges the ac- .
cepted predication of the term ‘'aesthetic'. Danto- is surely right to say
before we approach a v&ork of art, the concept of art has be?n made avail-

-~

able.

Pl
-

'S
We need to understand “the brief miniaturist expressionist pieces of

Anton Webern as a:t b%e we can understand or relate them to the tradi-
tional material of musical composition. Tl:ne fact that Webern does deal with
the perennial question of diss:nanc_e, no matter how unconventional, his ap-
proach and resolution to dissonant a:shes through wide linear leaps can only
be appreciated if we first acce the:ork as musical art. Appreciation is
predicated on a boundless frontier/ nd is preceeded by an equally boundless

concept of art.
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Unless some room is made for these cases, not accepting an object as
art, under these conditions, seems aﬁ/arbitrary move to restrict the con-
cept. Some provision must be made to include a dynamic play between these
two concepts which is not possible in terms of e;cpectations. In. fact,
Tilghman's theoretical viewpoint appears not to allow puzzles, or"iginating
from a genuine artistic experience, to arise. It is is not a question of proof
but-a aéceptance, then the way is open to the conclusion that an art object

is sirﬁply done or specified according to ‘what is acceptable witl';in cultural
conventions.

A contextually dependent object on Tilghman's :fiew is so embedded in
circumstance, ‘familiarity and acquaintance that in thinking about the object
‘the grammar of our conceptual thought has already ' given it a cer';ain con-
cretenesé. We imb—licitly treat the object in a defining way and hence identi-
fy it according to the interests and needs of a particular context; according
to the use for which or for whom the words are ‘put. It is because only
certain questions will arise and others will be excluded, that Tilghman
believes that 'a prior' a transfiguration cannot take place. Stated sirrf;ﬁly,
certain conditions will project and resdlv_e certain concerns. An accident and
an illusion are not involved in any perceptually indistinguish:;le question
but their difference is sufficiently explained by uncovering that grammar of
the identifying term. The identity of the mark is understood by its use in
context. The difference between John Cage's 4'33" and any other &4'33" of
silence, while not perceptually. distinguishable, can nonetheless be e>_<plained
by simply ‘looking' harder at the relevant part of language that is being
used, at thit grammar which is sufficient to acceunt for a difference embed-
ded in conte.xt. An inquiry into how the term is being hsed in this context

- -

will determine the difference in our knowledge of these two events. The
. J
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surroundings determine the character of the action in that instance, that

A

-
gives sense to them.

The ontological ‘question arises only when we ignore the conditions of
application of the word art, the context in which the thing .or property
figures. They are determined contextually by seeking to ciscover in the
context the reason for the significance of the determination. Its relevance is
its human pur‘pos‘e. The treat 'x' as an object in a certain \y is to specify
condltlons for the application of that term thr@ugh the use or treatment in a
certain context. -

The relevant question for Tilghman is a practical one: What must be

done- to appreciate the partlcular work? What historical or cultural Sy

nect:o"'ns what reactions are relevant to an.aesthetic Judgement or criticism?

"Artistic identification :nvolv\a\the practical problem of positioning opeself in

a proper context to undirstand, criticize and appreciate the wo;'k in appro-
priate %ays. This can only be achieved in -term of an aesthetic character
with which we ‘have been well acquainted through our -aesthetic experience.
We do in fact accept a wide field of characteristics of art. A problem arises
when we are informed by the art.world that the ‘aesthetic character' is irrele-
vant. [n such cases we cannot locate on the Basis of past experience any
aesthetic property different from those of real things.

Now Tilghman argued that this contextual character is necessary to give

\/-’-‘

sense to our use of the term 'artwork'. He alsg'claims that only a minimal
theory is necessary and sufficient to support this previous claim - a general
direction to specify context rather than a set of necessary conditions.. If
so, then, what is this 'aesthetic' character and how do we know that it is at
all relevant to the predication of 'arthood' without‘ a theory accounting for

. b . us . .
thes relation of the two concepts, artistic and aesthetic? Lacking an answer
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to this question, we need not cccept that the concept of art is exhausted
through the predication of aesthetic attributes and that the Iat{er is not a
historically or culturally rooted identification of art. [f the range of what
counts as art objects is also historically and culturally- determined, then the
art object need not be monopolized by the predication of any one set of
aesthetic properties. As noted aSove, it seems reasonable to suggest a
historical play between these two eléments.

Danto is merely responding to this conceptual shift in a genuinely
artistic way. by attempting to think aboﬁ.t art in terms of the frame of
reference of modern art. But this is not necessarily to assume that concep-
tual art is art. He writes: "It is not just that appreciation is a function of
the cognitive location of the aesthetic, but that the aesthetic qualities of the
work are a function of their own historical identity."(15) But again, ‘at this
‘point, we reach the dislocating effect of the contemporaneity of 6ur theory,
of a Positive accounting of a previous history when such an account is

already effected by such a history.
Section B) Reference as Strategic Myth or Cognitive Structure?

Does this notion of the contemporaneity of theory present only a practi-
cal challenge on the issue of historical identity, or is it a symptom of a
de'g‘ﬁér problem? In this section we explore this issue as a theoretical chal-
lenge to identity ‘itself or the association of labels and their reference.
| To the question: '.Is the art object to be identified with the physical
object?t Nelson Goodman answers that the same physical object can perform
different functions in different situations. On the one hand this is an

objection to Danto's Ontological argument in that there is no need to
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distinguish a difference in the status between the aesthetic object and the
physical object in terms of an interpretation. GCoodman can then bypass the
complications of a non-arbitrary historical limit to interpretation and the
distance between a theory and its reference since the identity of an artwork
can be sought in a present pcredication of 2 term in a symbolic system. Any
event can be described within a system. By beginning with this reférential
act, Goodman avoids the issue of an interpretation within a description,
However, on the other hand, Goodman differs in every way from Tilghman
insofar as Goodman's argument against a distinction is based on his ingenious
concept of 'Reference', which is used to maintain the cog'rj:itive status of the
arts by subporting the notion of symbolic function.
. What is appealing in Goodman's argument is that he accomplishes this
evaluative task without relying up‘on pre-established assumptions and abso-

lutes concerning aesthetic merit. He would accept, therefore, a separation

of the aesthetic predicate and the concept of art and maintain a through

- going cultural and historical pluralism concerning the cognitive import of
~ these two ideas. Here he differs from Tilghman by accepting the va!idit{/ of
conceptual or modern art, while at the same time taking a position still
different from Danto by arguing that 'Ontology' and an interpretation theory
lack precision.

Coedman begins his work by grounding a conceptual network on the
fLmdamental notion of a referential function of symbolic 'systems, and arguing
that this function is not exhausted through denotation. He then presents a

" general theory of representation that is not just about art but the way the
world is described, depicted, etc. In this framework representation is a

form of reference.
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Now the fundamental category of reference is composed of two
sub-classes. The first is denotation: A semantic relation between a symbol
and its actual object. A predicate denotes, apples to or refers to its subject
matter. Goodman draws our attention to the similarity of a relation between
verbal description, in which a label or predicate is applied to an event, and
depict}oﬁ, in which a picture stands for whatever it expresses. This dis-
tinct/i'én,?;s a generic relation stressing important affinities as well as differ-
encés among its members, verbal description and depiction or pictoral rep-
resentation.

The second sub-class is the converse of denotation and the key term
there is ‘'Exemplification’. This term has as its chief intention to enable
non-representational works. of art to function referentially while accepting

their evident lack of denotative capacity. In Languages of Art(16), exempli-

fication is introduced to make sense of the peculiar symbolic or referential
cognitive habits of expression. While denotation has a reference, the
metaphorical expression of a certain property possessed by the work of art
does not refer to anything. | .

Exemplification is a mode of symbolization and functions like a sample in
'showing forth' certain of its properties that it both has and refers to a
tailor's swatch of cloth, for example, functions as a sample of only those
properties relevant to the circumstances of concern. The swatch instantiates
.a number of predicates from wool-textured to rectangular-shaped, but only
some are relevant, given a concern to purchase a suit of clothing. Only
under such conditions is a relevant property distinguished by a sample.
Margolis(17) argued that either such a context is sufficient, proving a work
possesses or instantiates a property witHout exemplification or exemplification

is @ necessary feature. Accepting that exemplification is a form of reference



g page 36

and that an object exemplifies some of its properties, Margolis urges Good-
man to provide an argument as to why 'oi-r this account exemplification is only
a common feature. "Why does an object construed as a work of art exemplify
properties that it p'ossesses?"(TB) A simpler solution presupposed in Good-
man's, own definition is, "...the intentional concern of a viewer to use or
treat_:a:i:;ject, with whatever properties it possesses, in ‘some further
‘external' respect (properly so characterized) - as for instance as a teaching
critic."{19) Only possession is on this view necessary.

Goodman replies that r;elevant aesthetic properties are distingujshﬁd/;by
reference to them aﬁd, "...reference to a literally possessed property con-
stitutes exempliﬁéation.“(ZO] Rhythmic structure, melodic contour, for
example, are properties a musical work has in 2 way different than the timé
and place of its berformance. It literally possesses the former and refers to
them. -

On GCoodman's view an object may function_ as a work of art at certain
times and not others since theory and practice are mutually revisionary.
Goodman maintains that not everything that functions symbolically is art.
Rather than being concerned with criteria for knowing what art is, aesthetic
symbolic functioning is characterized according to 'when' certain symptoms of
the aesthetic, that amount to density, signiﬁcance or repleteness, by meaﬁs
of complex or multiple reference are relevant to an understanding.

This suggests that it is possible to mark the distinction between the
aesthetic and the non-aesthetic in terms that leave the future unconstrained
by necessary and sufficient conditions, by describing a common feature
rather than a universal one. Exemplification (and not denotation} is a

symptom because, in a2 most interesting way, it differentiates literary from

non-literary writing.. An artwork that exemplifies will show those properties

¥
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in a significant way. Again rhythmic structure, metric pulse and melodic
contour, matter in a8 work of art in ways that are irrelevant in'practiéal
experience. Thus while being a inexhaustible statement of symptoms, in that
no one item need always be present in the aesthetic, exemplification stili
perta‘;ns directly to what works of art do or are like.

Exemplification is a relation between a sample and a label. Labels can
be predicates/g'f\ a linguistic system or symbols in a different non-linguistic
system. PE;adicates are exemplified buit exemplification does not depend on
language, since !abéls are characteristicaﬁy verbal only within a linguistic
symbolization system. Being a sample or exemplification is a species of
reference; a symbolic relation between the picture and certain of its prop-

erties. Non-representational works are therefore referential. Though they

do not depict, they stand for those proberties’ that they exemplify.

I will quote Gondman at length from Languages of Art where he clearly

distinguishes exemplification from denotation.

The difference amounts to this: for a word, say, to denote red
things requires nothing more than letting it refer them; but for
my green sweater to exemplify a2 predicate, letting the sweater
refer to that predicate is not enough. The sweater must also be
denoted by that predicate; that is, | must also let the predicate
refer to the sweater. The constraint upon exemplification as
compared to denotation derives from the status of exemplification
as a subrelation of the converse of denotation, from the fact that
denotation implies reference between two elements in one direction
while exemplification implies reference between the two in both
directions.(21)

For the predicate green to refer to the sweater we must have some sort
of agreement on the application of predicate to sweater, it must rightly fit
the sweater. Such a relation, if not exemplification itself, is semantically

strong in a way that denotation is not for, as Goodman has pointed out, any
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label can denote anything but only‘ a2 relevant property can be a relevant
sample. |

It is through the concept of "Iabellingt that we can grasp this notion of
a change in the direction of orientation. We have said that to denote is to
apply or refer a predicate to an occurrence in a description. Predicates are
labels which depend for their orientation on the system of symbolization.
The direction of predication for these labels is from label to labelled event.
Exemplification is also essentially of labels, both verE)aI and non-verbal, but
while being referential it is n.on—denotationa[. While the orientation of cer-
tain kinds of predica;ce labels is \determined by correlation wit language, in
the case of non-verbal lgbe!s, gestures and signs, as characters in a
non-linguistic symbolic system, a difference in direction between denotation
and exemplificatisdwcar}\be noted. The type of orientation of labe!l and event
is more of a duality, a rhythmic vacillation, a reference between two terms

in both directions. Exemplification uses labels selectively, writes Goodman in

Of Minds and Other Matters, "...obtaining only between the symbo! and some

but not other of the Ilabels denoting it or properties possessed by it.
Exemplification is not mere possession of a feature but requires also refer-
ence to that feature; such _reference is what distinguishes the exemplified
. from the merely possessed features."(22)

in reversing the direc‘tion of denotation, that to which the label ap-
- plies, refers back to the label. We said that -the tailor's swatch instantiates
different predicates, but it is only a sample of some of them and it is this
reversal of direction that accounts for the difference. What is the naturajof

the reiation between the swatch and those possessed features of which it

stands as a sample?
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Catherine Elgin, in her recent work With Reference to Reference an-

swers that a sample is a symbo! for a label it instantiates. YIf it refers to
that label and thereby acts as a representation of the stuff to which the
label applies."(23) The swatch, then, is a sample of any label it both
instantiates and refers to. The swatch instantiates wooi-textured and rec-
tangular-shaped, but it is a sample only of the former, since it refers only
to 'wool-textured', given, our relevant concern to purchase a suit (the field,
or stuff, in which the predicate applies]) and the consequent function of the
swatch sample in this symbo!l system. Thus, "Exemplification is possession
plus \r.eference“(N} means exemplification refers to and instantiates that

tabel. In Ways of Worldmaking Goodman elaborates that relevant properties

",.. are those that the picture makes manifest, selects, focuses upon,

exhibits, heightens in our consciousness - those that it shows forth - in
short, those properties that it doe;s not merely possess but exemplifies,
stands as a sample of."(25)

1t appears, then, that references is a .fundamental category that need
not be defined. To say it functions in all cases of standing for, requires
some clarification in terms of the concept of ‘cognition’. On Goodman's view,
cognition is guaranteed through the reference of an 'a to b' in a symbol
system. Reference, then, is the fundamental concept in aesthetic awareness
in order that the arts can maint‘ain their status as cognitive, understood
rather than appreciated. Since a symbolic function can fulfill the
intelligibility requirements of reference, there is no need to distinguish_tiﬁe'
physical #bject from the aesthetic object - no ontological difference is néeded
- in order *o explain the identity of art.

But it is the undefinable nature of the concept of reference that leads

to a more fundamental philosophical puzzle: What evidence is there to,
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.suggest that a model theory-a has succes_sfully captured a distinct event-b?
By this | mean something similar to P. Ricoeur's criticism that there is still a
hint of those very verificationist presuppositions that Goodman has otherwise
so ingeniously avoided.

Ricoeur un:derstands Coodman to be suggesting that the question of the
truth of categor'ical systems is itself excluded as a question of their own
justification or meaning. Rather, such appraisals involve crit‘eria of 'right-
ness or fitness' (a sense of appropriateness previous to predication) con-
cerning what sort 6f work the system can perform and in this sense the
referential function by including non-verbal versions encompasses denotation.
Just as truth, then, is a species of rightness predicated upon the accep-
tance of the systems, statements belonging to a linguistic system are onlyc
part of the criteria of rightness. Tﬁey are true when they fit with our
experience that is always and already but non-reflectively understood
through a symbol system.

The problem, in Ricoeur's own words, is that the duality of rightness -
truth seem, "...to be a residue of the philosophy that the author con'demns,
i.e. the reduction to denotation and to statements," and fur'th%r, "...does
he (Goodman) not remain captive of a verificationist (or /ﬁsiﬁcationist]
prejudice that his whole philosophy of symbolic forms denieg?“IZG] Ricoeur
raises a question that | would like to pursue, that is: why limit the meaning
of ‘true' to a denotational function?

On Ricoeur's part, he claims to have uncovered a dimension which can
account for the thrust of Goodman's work. "What then compels Goodman to
preserve reference at all costs, if not a dimension of experience entailed in
the term 'world' that he has not considered?"(27) That dimension is a

phenomenological sense of the world or 'world-view', an otherness that is
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associated with "...the intentionality constitutive of the referentiality- of
symbols."(28) There is a sort of opacity, a sense of inexhaustibility of the
world - a world-horizon that suggests versions - that accounts for attempts
by artists to continually re-make or create versions of the world V'again and
again'. Ricoeur is quick to point out that his view is not an absolutz one
positing a neutral but unknown object apart from all versions. What | take
from this discussion is the challenge to bridge this separation between label
and occurrence, or theory-a and event-b. How can this be done?

Essentiaily, it is the obvious 'matte‘r-of-—factness' associated with the
'fitness' of event-b that must be questioned. As Fuller has pointed out
(29), having constructed a model-a of b or determined a set of authorial or
cultural intentions, the explanatory adequacy of model-a is dependent on the
methods at hand. There is no guarantee in any of this that we have
non-interpreted evidence that properly selects those intentions.

Just as in the presentation of a theory, a proof or construction of b or
-b can be determined by an ingenious arbitration of the facts, so with the
identity of the text in which, "...virtually any interpretation can be shown
to be valid simply by a carefui adjudication of which passages are\ more
'significant’ in accordance with which the rest of the text is most 'frui}fully'
read". (30)

There are simply to many arbitrary ad hoc features, to many figures,
literary devices, whose effect cannot be diminished, through which the
'cognitive apparatus' seeks to gain a foothold on the legitimation and propri-
ety of truth or rightness itself. There are toco many accidents to accept
that cogniticn is such an ordered and therefore valuable and neutral enter-
prise by a s.peaker in control of rationality and linguistic use - that grasps

what is the case without a wvalorization of a fact co-incidental with its
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statement in a system. To be sure, Goodman has always sought to clarify
the notion of self misunderstanding in scientific inquiry. That ts, the ways
and means in which a proposed explanatory theory, once confronted with
counter-theory evidence, is then deeply re-assessed i‘n order to accept what
was originally unacceptable, and in so doing posits counterfactua! conditions
to satisfy that theory. Thus, not only do we offer an intefpretation or
theory-a to account for fact-b, or label-a for reference-b, but we interpret

the response itself according to ad hoc or post hoc procedures, narrative

construction, etc., thereby actually subordinating one interpretation-a to
another intérpretation-b. it is our belief that such a reflexive relationship
undermines the concept of 'reference'.

Fuller claims it wou!d be a tautology or an obvious trivilization of a text
to reduc'e it to its reIatior: to the histo.r"ical and cultural conventions on
writing operative at the time. Equally a reading of the text concerned with
the idealized world of the counterfactual 'conditionals, of the ways in which a
text is revised to square with the intuition, would lack determinate meaning.
"Instead", writes Fuller, “the text's significance lies in how the contrary
pulls of triviality and meaninglessness are rhetorically negotiated by the
author, as reflected in his style of writing, which ideally gets the reader to
conclude that he has read something (....) that is significantly different
" from, and more illuminating that other texts (...} that he might compare
with it."(31)

The point here is that if we cannot accept a Iiter;! or non-literal refer-
ential system, the concept of cognition seems to be left without a solid
grounding. Our alternative is to like at the particular justificatory strategy
through which an interpretation is presented, whether scientific or aesthetic.
Such a strategy would clarify the function of this fundamental referential

category as well as the mode of presentation that characterizes a theory. |
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am inclined to agree with Fuller's position that this category functions more
properly és a2 language-bound myth rather than a 'universal cognition'.
Myths are those controlling features of language that negotiate the potential
for falsification by banning such contradictions to the periphery of the
experiment in an unconscious but deliberate manner. Thus the received
theory, throﬁgh implicit agreement, is accepted as authoritative insofar- as it
appears to selectively‘r issue and wvalorize éxperimental directives on the one
hand without permitting alternatives as rational considerations on the other.
By these means the interpretation or identity of the representation can be
foreclosed. A mediated resolution to a conﬂ{ct masks this confrontation
between intuition and accepted aesthetic conventions, and is rather produc-
tive of mvth than genuine cognition.

Lastly, Fuller sums up his position:

A successful theory is a myth in that it gives the scientist the
false impression that he has more cognitive control over the world
than he really has, while a successful work of art is a myth in
that it gives the reader the false impression that the artist has
more freedom of expression than he actually has. Thus the myth
by successfully falsifying its own history thereby suppresses these
‘points of conflict'. (32) N

-

Labels are a useful shorthand version of the world but they-do not
always reasonably capture the event that eludes .them through the reflexive
activity of recovery. And in an interesting way, perhaps we need not have
recourse to 'reality’ at all. Understanding need not have a basis in 'reality’
as long as the t'wo partie-s believe they are speaking to the same issue. The
interruption of the system of discourse would force such a realization and a
conceptual rastructuring as a way back to communication. In.this sense the
failure of discourse constitutes our contact with 'réalit?', whereas resolution

restores the myth of communication.
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To conclude, a representation is rather more like a presentational myth
- the parameters of acceptability - In its ina‘bility to guarantee any context
while obscuring the conflict. fn the same way Danto's justification for his
claim of Jaif_ historical limit to interpretation by means of a 'Eheory, appears to
be an ad hoc procedure that cannot guarantee that the interpretive function
ce;ptures the historical event, given the dislocation of contempor\gry theory.
On the other hand, to accept Tilghman's view that grammar or linguistic use
is sufficient, overlooks Goodman's suggestion, that practice is always in-
formed, as it is the symt;oi system that provides the context for grammatical
form, for that version of the world in ‘.Hhich words are used. S

But our more pressing concern that wgll be developed in the fol!ow\ing
chapter, is that reference appears to be undermined by an underlying
strategy that implies an equal reversal in the direction of predication of
labels, or of theory to event. Aesthetic predicates, then, are fluid and
ambiguous, partly subject to the forulation of a contemporary approach that

itself is a development predicated upon the previous attribution of such

predicates.
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- Immanence and Absence of Meaning:

A Musical Analogy

4

Sect’on A} The Logic and Structure of Musical Terms

From the previous chapter we conclude that the attempt to establish the
concept of reference as a fundamenta! category and its accompanying defini-
tion of an artwork as a physical object subject to a s;eciﬁc symbolic func-
tion, is replaced, in theoretical as well as critical argumentation, by the
circular notion of a justificatory strategy. Interpretation is thus faced with
this strategy, of the contemporaneity of theoretical viewpoints as already
effected by its own preceding history. We noticed as well that a certain
dislocation of our understanding with respect to its original event occurs.
In this present chapter we will consider an explanation of this position of
di‘slocation in terms of the conceptual relations involved within our frame-
work. This will eventually intrude upon the semiotic discussion concerning
the inseparability of ser}a ijc and syntactic structures. For, since we
accepted the necessity/,o'% theor\y within interpretation, we cannot accept an
‘uninterpreted sign’. /'We will t\erefore advance a2 semiotic theory in support

4

of our position or}/interpretation. The notion of an ‘uninterpreted sign'

o / ;
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promotes the priority of syntax over semantics that, as such, does not
organize an interpretation - i.e. effect “the semantic import through. a
fqreclosure. This,.of course, has implications for the notion of reference,
the naming-function of language, ana the constitution of a transcendental
subjectivity that formalizes time.

With particuiar referenée to music, we want to show in what way tempor-
ality is implied in the linguistic function of ‘retro-diction’, that is a reading
backwards', a summation that embodies meaning. How can we account for
simultaneous relations of succeeding events in an- account of musical meaning

-
[

as a passage through time? .

lnsofar as meaning is interested and purposeful, a comeeption of musical
meaning as an innate logic of 'audible}érms' in natural proéressiqn, in-
dependént of an attitude-response, would not be possible. Fredrick Taylor
(1) has challenged the former assumption of a conditioned response,
contending that "...meanjng and value in music are greatly determined by
certain universal and necessary properties..."(2), that these properties are
rnecessary in any appreciation and comprehension of a2 musical work and that
only;hrough an "...examination of the logic of music..;"{B) can we properly
géin'an adequate understanding of this musical fact. How, then, does a
succession of abstract tones become meaningful in itself?

Musical logic is stipulated as a set of rule-governed relations between
terms in which meaning is generated according to these relations. Two rulés
of inference are given, 1) affective resolution of expectation, ‘and 2) simi-
larity of structure or sound segment, in which the consequent as a deriva-
tion of the antecedent accounts for meaning in music. 'General' and
'particular’ axioms are defined as a sound segment which is not a derivation,

and applies to either general stylistic conventions or textual material of the
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particular musical work. Taylor claims that similarity rules of inference
based on particular axioms have a priority over other modes of derivation,
thereby proving the context independent nature of similaritx} derivations.

The argument for this position is the claim that consistency and ambi-
guity, two essential properties of music, can only be experienced as unifying
on the grounds of the similarity relation. Derivations by expectation can
never unify a random collection of musical segmenté, or that which is not in
itself logically unified. Repeated hearings would produce a tensionless and
musically meaningless succession of sounds -whose only unifying order would
be the product of the process of memorization. Expectation would either be
non-existent or immediately resolved. In either case it would be meaning-
less. "This leads us to conclude that a sufficient number of derivations by
similarity is necessary for consistency."(4) The necessity of a sufficiently
strong logic will also guarantee an interpretive openness in which _“...the
conte‘nt or interpretation of a work's sound segments may vary among Msten-
ers, the relation bet\;veen these sound segments will not." (5}

Ambiguity, then, as a relation between sound segments can be ade-
quately explained in terms of musical logic and sir;\]\ilarity of derivation. In
order to question the significance of a passage, an underlying and sustain-
ing logical retention of the original event must be maintained. A- constant
relating of the past to the present is implied, otherwise a 'deviation' would

become a simple directionless alteration.

Derivations by similarity are essential as they provide for the
logical and comprehensible relations which ambiguous segments
must retain. We must thus conclude that not only consistency but
ambiguity demands derivations by similarity and that because these
derivations are obviousiy not something learned, understanding
music is always more than acquiring the right habits or being
appropriately conditioned.(6)
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It is difficult to accept Taylor's position. How, without a theory or at
least knowledge of general axioms and consequent lack of derivations of
expectation, can a work be unified on the basis of audible similarity deriva-
tions inferred from its particular axiom on t[}e grounds that "... derivations
by similarity are innately perceived,..."(7)?. When a similarity is posited
between two terms, it is done so by reference to a third relational term. A
triadic relationship is assumed in which 'A" is similar to 'B' with respect to a
significantly constituted middle term 'C'. If the problem was simply to draw
our attention to this middle term, Taylor would indeed succeed insofar as he
has explicitly aefined the limits of this this third term as a similarity of
rhythmic, thematic or harmonic material. Taylor understands this third term
as a logical substratum. -‘l-lo‘wever, the interesting prob!em- is to explain the
structure of a s.imilarity in which diverse thematic material, for example, can
be recognized as participating in a common identity. The're;:ognition of
similarity is possible in the context of some theoretical conjunction‘relating
and signifying relevant sequential events, since the positional logic of analy-
sis is posited within a polarity of identity and differen¥e. Further, s.uch
structural polarity is subject to historical transformatibn. All of this is
missed unless our model includes some structural features functioning as
'principles of conceptual organization and not as axioms and inferences of a
musical logic. This would explain the fact that the significance of the middle
term could be constituted differently according to a different cognitive
framework. Thus we conclude that such 2 complex term could not be 'in-
ately perceived' and possess a fundamental priority.

It is clear that Taylor is arguing against a certain model of a socio-

psychological conditioned response developed by L.B. Meyer. In his book,

Emotion_-and’Meaning in Music(8)}, Meyer argues from a psychology of musical
-
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perception which can account for affective experience in terms of a musical
syntax. Musical language as a complex ‘'style sy.stem' .is,fche'product of
.learned s;ocial behaviour determining‘perception, and rne;.ntal laws of psy-~
chological life that determine musical syntax. Through the fusion of the
social and psychologi.cal aspects, musical syntax can be embedded with
emotional significance. Such innate laws would in fact not only constitute
Mever's equivalent to Taonr;s logic but would also enable an explanation of
_ this 'logical fact' in terms. of its genesis. Meyer's conclusion that music
typifies 'embodied meaning' will be examined below.

In‘arguing that musical meaning is, in part at least, the habitual yet
,designated or rather purposeful affective response, Meyer opposes a static
Schenkerian analysis: "Theories’of music wﬁich imply that melodic similarity
results in musical unity of ne;essity adopt 2 more or less mechanistic con-
ception of what constitutes aesthetic unity."{9) Unity i.n music can only be
captured in an analysis that concerns itself with the dynamics of the evolv-
ing meaning \ﬁresented in the work. Nonetheless, the perception of musical
movemént imply directed tendencié's'conditioned b;r past experience,

-

. The phrase "past experience" (...) refers to those past experi-
" ences which constitute our sense and knowledge of style. The
phrase also comprehends the dispositions and beliefs which' the
listener brings to the musical experience as well as the laws of
mental behaviour which govern his organization of stimuli into
patterns and the expectations aroused on the basis of those pat-

terns. (10)

Meyer is advocating & tripartite division of aesthetic experience into 1)
an aestheiuc attitude, 2) laws of mental behaviour, and 3) a style system.
The first component, what Meyer refers to as a 'preparatory set' has already
been discussed in chapter 1, where it was suggested that an aesthetic belief

in the affective and cognitive significance of the presented appearance is not
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a precondition to a3 positive intention to search for relationships in the work
and to be available to a further und_erétanding. Rather such openness is a
feature of the appropriating structure of the attitude-response in which the
work is presented. [ndeed, it was suggested the determined meaning is in
’;‘act'an exclusion, Nonetheléss, I share with Meyer the belief that the
availability of some sort of ordered or ordering system of beliefs in which
two terms are mutually relevant is necessary.

It is the second and tﬁird elements, the psycho-stylistic conditions,.
that possess an interesting property. Meyer is here making a dual claim.
First, psychological processes are innate, constant ways of thinking about
and organizing experience. Secondly, culturally conditioned meaning is a
function of the relative probability of the occurrence of an expected event.
The theory is that both of these principles are unified in the experience of
listening to music. For example, the mind expects 'structural gaps' _(l_e a
leap of a minor or major third interval) to be filled in. But what counts as
a 'gap', will vary according to. the relevant style system.

The problem is that there are two self-sufficient explanatioﬁs, both of
which appear to account for the same phenomena and therefore seem
gratuitous. Now the phenomenon to be explained is the experience ‘of mu-
sical m‘ean'ing 1n terms of emotional and intellectual satisfaction. s the
felt-completeness and direction of a harmonic progression, the continuity and
continuation of melody, are these features achieved by the mind or a style
system or ‘language'? In terms of a psychological explanation, the harmonic
progression is a function of the innate natural tendef;cy to resolve, and such
appropriate mental processes are seen as universal structural principles of
music which would qualify as a fundamental account of the experience of
harmony. The cultural style system or 'language' would be secondary and,

possibly, irrelevant. In terms of a social explanation, if the harmonic

x
\
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progression is a function of the style system, then harmonic acceptability is
cufturally conditioned and this woulg be the 'fundamentum' used in explain-
ing the felt-resolution of harmony.

Meyer would argue that a classical diatonic harmony or a pentatonic
modal harmony are simply different musical codes exprgssing and resolving
the maental process of 'filling-in' in different ways according to their own
internal probabilistic nature. - However, with respect to the issue of com-
pleteness, without the psychological tendency there would be no issue, and
without a style system or language in which to conceive of and determine
this relation, there would again be no issue. Both elements occupy integral
and self-sufficient positions with separate theories accounting for separate
functions that identify a dynamic phenomenon by promoting different features
of musicalvstructure. They are mot necessarily exclusive, but this does
suggest that Meyer's position can be read in two alternate ways. It is
difficult to decide between the two. |

A difficult question arises then: [s musical culture a function of psy-
chological forces or vice versa? This peculiar impésse has been reached for
two reasons. First, Meyer has a prior commitmenf in certain structural
features of the human mind as innate and culturally and historically invari-
able. But it would appear that an account in terms of something like a style
system can be‘sufficient. Why posit a2 special psychological 'force' as a
necessity in any account when the evidence does not lead us beyond a
surface?

The second reason is related to Meyer's interest in zesthetic experience
as the locus of meaning. B.R. Tilghman(11) gives a brief account Aof the
historical development of this line of thought in which the artwork is either
made accessible or constituted through such a psychological response. This

has the unfortunate consequence of seeking a definition of art in a postulat-
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ed 'aesthetic object', as the object of an 'aesthetic experience’.

To avoid this reification of the artwork, meaning in music, though
significantly emotional, must be located less in 2 psychological reaction, than
in the 'language' used in understanding that experience. In order to ac-
count for the systematic nature of significance, a theory would have to
account for some structure other than that of a simple social conditioning, or
the language of the culturally conditioned agent. What would a disposition
be withqut a2 mechanism, without a language that arficulates, organizes, and
forms the description? | would like to entertain the possibility that this
structure is a fundamentally linguistic one, and that it is equally retrodictive
as well as predictive. That is to say, the continuity and meaning of a
sequential structure is possible insofar as an event qualifies as the 'begin-
ning' with respect to an 'ending'.

Any formal system is limited to its original parameters. A formal expla-
nation provides only the functional relations that would fit thise given
parameters or known 'empirical data', since it is possible to analyze the
system, a story for example, without prior knowledge of what that story
means. The system does not guarantee the validity of the functions by
" means of a historical, causal or genetic account. To state the problem in
musical terms: Does a syntax of musical data reveal only the coherence of
given musical data, the code, not the sefnantic information, not the status of
the message being sent? R. Austerlitz, in an article entitled "Meaning in
Music: Is'Music Llike Language and if so, How?" (12) suggests that what is
being conveyed in a Ian‘guage-encoded text are in fact statements about the
world and not items in that world - about tne 'musical worid of the text'.
His concern is primarily with the ontological meaning of the work, predicting
and analyzing those 'possibilities as the work is being heard, with the nature

of the musical substance as a possibility for prediction and conveyance.
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Austerlitz offers a model based an a linguistic structu.re. Such a
syntax is explained in basically three parts. First, musical substance is
signalled through the text by means of prediction. "The musical text dic-
tates reference to the future in that it challenges the listener to predict the
shape of the musical substance .to come in the immediately impending fu-
ture..."{13) The listener is challenged to imagine the selection permitted by
this particular codified text. Judgements are then formed concerning the
probability of its occurrence and these possibilities are then ordered accord-
ingly. This is done by means of a perceptual storage base for prediction of
musical character. The force of the textual suggestions is not constant but
varies in intensity and results in "...waves of opacity/translucency".(14}
Failure to satisfy a prediction would argue the impropriety of the 'begin-
ning'.

Two further features facilitate this linguistic challenge: 1) personal
memory, the. storé of particular information concerning this musical piece
gathered by repeated hearings, and 2) cultural memory which is a heritage
of a broader scope concerning other stylistically similar music.

] think we should note a few points here. Austerlitz initiates his
theory by focusing upon the act of 'musical analyzing' rather than pure
syntactical analysis. But it appears to evolve into an account of a psychical
process in which the syntax explains the quality of aesthetic experience in
terms of the rhythm, degree and rate of successful and failed prediction.
Because these operations are compressed in time, the listener can often be
left in a state of exhaustion and anguish following a performance.(15)
Perhaps we need to separate the account of the syntax of signification from
an account of 'aesthetic experience'. What theory of signification would then
be appropriate?

The answer to this question might be suggested in a second query.
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What is being offered here is a mechanism to support a view of identity that
is an alternative to the ‘logical substratu:n' variety. The coherence of item
to item assumed by the challenge to predict the musical substance is ex-
plained through the syntactic struéture. Thus Austerlitz gives an account
of how music is meaningful or coherent as an ontological account of a type of
experience. But how is the future event or second term related to the
first? Austerlitz would answer that the nature of the relation can be estab-
lished through its syntactical structure. But the question is asking for a
specific answer about the nature of the aécepted or agreed upon tied-rela-
tion itself and not just the coherence of its formal relations. We need to
explain how events can intertock to create a sense of plotting continuity.

The event would not be recognized as a completion if not for appropriate
'fitness' based on identity understood in terms of, and generated by the
ending. We know what the musical phrase means through the presupposi-
tions of completeness or 'fitness'. [f Taylor's logical analysis of musical form
requires the interpretation of some middle term within a logical or pol‘ar
relation of identity and difference, then Tavlor's theory cannot avoid the
strategy of counterfactual réasoning that can make sense of a text under any
reading the forecloses on a historically related sequence. But Austerlitz has
a similar .problem in explaining how the certainty of meaning is achieved
through this sense of closure.

Austerlitz does indeed claim that a statement bears a semantic compo-
nent when as a cultural complex, it functions as a sign in expressing or
comrr:ﬁuqicating meaning. The musical syntax is a coded system of signs to
be é;cpressed or communicated in a message or event by musical means.

Knowing the code of a cultural complex, allows prediction by ordering' the

selections of possibilities engendered by the code. A cultural system of
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assumptions c;m convey a set of meanings because its codification is estab-
lished th‘rough associative conventions and these associa';ions are then or-
dered through differentiation. But Austerlitz does not think this 'associative
convention' is enough to establish the semantic feature of music in a purely
syntactical system of structural interrelations and organizations as those
structures, except in rare cases, have no extra-musical association in them-
selves. They are not signs of anything in the conventional sense.

Qur concern, however, is not with these extra-n_uusical associations, or
lack of them. It is the conventional formé of social practice and information-
al exchange - from contractual obligétion and economic relations to purpose-
ful actions - that éattern an arrangement of meaning and that subsequently
organize the tempora! progress of a sequential structure according to a
syntax of social performance and customary procedure. We need to ask
‘what x means' not only in terms of 'what it will mean' as the future oriented
predictable meaning of x, but also, since the future audi-bte sound is not a
meaningful event separated from it past, We ask 'how it will mean' in terms
of ‘its previous passage through time - of its temporality. To understand
this sense of sound as a formal 'passage through time' in which event is not
distinct from structure, we return to Meyer's discussion of embodied musical
meaning.

We have seen the role that 'past experience' plays in Meyer's theory.
Though we cannot accept the ‘conditioned model' that Meyer has offered, he
does argue that meaning in music is to be understood in the wider context of
an epistemology in which meaning is not exhausted in a symbolic or
designative description. I[n Meyer's espistemol'ogy, a key role is played by
'indication' in which a term has meaning, "...only in so far as‘ they point to,
indicate, or imply something beyond themseives."(16) It is also maintained

that meaning inheres in the relationship between the stimulus and the thing

.........
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indicated. Now a stimulus may indicate an event’éeither different or similar
in kind. The former has a designe;ted reference, the latter is applicable to
music. The term used for this latter case is 'embodied meaning'. Tpis
defines a situation of musicaf' meaning in which a tone has no intrinsic mean-

ing in itseif, but receives its meaning insofar as it indicates, that is, causes

an expectation of other impending musical phenomena.

Embodied musical meaning is‘f in short, 2 product of expectation.

If, on the basis of past experience, a present stimulus leads us to

expect a more or less definite consequent musical event, then that

stlmulus has meaning.(17) .

Again, on the basis of a past experience, as including on Meyer's view
both a2 language code and an aesthetic attitude, a context is provided in
which a3 sound stimulus gains significance. However, does a sound stimulus
really indicate anything other than itself? Is the impending musical event-
sufficiently distinct from the antecedent as to satisfy the criteria of indica-
tive meaning as 'pointing to something beyond itself'? If not, embodied
meaning is a limitless articulation arbitrarily restricted or halted. It is not
clear that the overpowering 'similarity' function of retrodiction is not suffi-
cient to identify any two sequential items.

A sound stimulus thus indicates itself iry future oriented terms, that is,
with resp‘ect to its own future. It is, of course, the syntax of the language
code upon which self-referential meaning is based. -By implication, then,
meaning is open to exclusion in that the given syntax governs the conse-

quent meaning which is accepted and foreclesed by practical agreement over

social conventions. -
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Section B) Code, Event and the Temporalization of the Sign

To this point, in this chapter, we have attempted to establish the claim
that the significance of the event is immanent in the mechanism of significa-
tion, understood as a predictive syntax and a retrodictive reading. This
second factor implies that the signiﬁcation function is independent of the
function of the speaker but not of interest and purpose. This automatic
mechanism, to realize the function of signification independentiy,‘ as the
essential feature of a sign, would also be a characteristic of music as a sign

system.

-

Irj this section, we are advocating a view of the independence of the
signifier and individual and colleétive subjectivity. To say it is independent
of individual subjéctivity is to argue agair;st a2 reference to a new event and
against a code/message distinction. Though the concept of an intersub-
jective collectivity is appealing insofar as it leads naturally to the notion of
an osten?fble cognitive assumption as both agreement and exclusion as well
as a mechanism that is productive of knowledge, it still accepts a sense of
subjectivity that cannot be assumed. We cannot, at this point in the disj
cussion, discount the ﬁossibility that only a theory of semantic independence
woulcd enable us to understand how language can encourage or inhibit certain
configurations of experience. ‘

_ P;ediction of an event, tied as it is to the action of an agent, seems to
be faced with a major obstacle in the independent signifier and the significa-
tion function. Derrida'has claimed that the significance of event-a is de-
ferred through a temporalization process. In understanding his conception
of significance as a temporal process, it is useful to begin with the difficult

notion of 'Differance’. z

'Differance’ is defined as the conjunction of 1) the idea of a conceptual
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opposition of terms in a linguistic sysg‘zm, or 'difference' characteristic of
Sausure's linguistic theory, and 2) the prdduction of these distinctions is
fundamentally a temporal process or ‘'deferment'. On tﬁls‘ view, the adequate
presence of an object to a consciousness, the full presence of the signified
to the signifier, is not possible as a foundation .of meaning, as tﬁis presence
is mediated by a ternporalfzation procelss. If the significance of a word is an
operation w-hose conceptual articulation is mediated through the code or
linguistic system itself, then the meaning of the sign is perpetuailly de-
ferred, and fur-'ther, the signifier can never attain the necessary immediacy
with the signified. ,

The temporal process has priority over the conceptual in that tf'ue. latter
is an effect of the former. 1‘Lang-..le’ as a structure is equally dependent on
- the actual historical/temporal event of 'parole’. The rule of the signified
cannot simply be replaced by the law-of the signifier. [n other words, the
conceptual relations and distinctions of structure are dependent upon the
temporal process of the event. In analyzing ‘'objective .structures‘, the
tendency' of thought is to re-figure its original critical point by re-intro-
~ducing 2 grounded foundation - to turn towards the deciphering of founda-
tion or 'order of things'. The intention to accept these structures is
undermined as an empty totalization or completion of expérience. Derrida
has claimed that the intention of a speaker is accountable in terms of an
essential absence of immediate intuition through the universal applicability :21’
an utterance. Th;meaning of the sentence is part of the 'sentence' rather
than any particular or unique perception.

Difficult to define exactly, Derrida's alternative process might be

understood through a conception of 'play' as a self-perpetuation polysemy,

non-genetic and a-historical. |[f there is no originating intuition of a2 pres-
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ence within language, and no totalization of the phenomena through the
inevitable ‘reduction to a foundation, then thought moves according to an
affirmative, non-directional 'play'.

It is precisely the conv;antioﬁal notion of a ‘'temporality' as a process
constituted by a transcendenta! subjectivity in which x is an event in time
with an origin and destiny that is z;it issue here. The temporalization pro-
cess means that the construction or linkage of signifiers, in its priority over
the signified, creates a temporal continuity over experience - a function
previously allocated to a constituting subjectivity posited to account for the
temporal continuity of articulation. In these terms, 'differance' lacks all
determination of genesis,” destiny, and functional rule. To conceive of
langue' or codé as an independent conceptual or linguistic system is to miss )
this point. [t is to forget 'differance’ an.d abstract event from structure.

Deferment sugge‘sts the possibility of a 'signifier without a signified'.
On our propbsed theory, to understand an even as an articulation, musical
meaning requires 1) than a event-a be taken as a signifier and the
consequent meanie;ug of event-b, and 2) in an almost paradoxical sense, 'A'
signifies the meaning of-JB' means that a preceeding event is read as a2 signal
of its deferred meaning in the succeeding event. In saying this, just as we

[
are concerned with how the domain of reference is articuL!/ated before us
without assuming the subject controls its articulation for itself, we are also
concerned with the interpretive causality of theory as oppbsed to a
functional, genetic, teleological account.

That 2 syntax system can signify anything is certainly not th!e/ conven-
tional view concerning the function of syntax and can only be u«a{ed at this
point rather metaphorically. In musical terms, syntax prov\ldes/for ambigu-
ity. Frits Stall, in an article "The Search for Meaning: Mathematics, Music

and Ritual", argues that the most significant feature of ritual is structure
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_rather' than substance or even interpretation. His purpose, in musical
terms, is to understand in what'way music can be regarded as meaningfui,
and .to prove that significance in music is really 'anecdotal' and diverts
attention away frsin the formal struct.ures.

Stall defines meaning in music as 'structural meaning':

Notes possess structural meaning when their occurrence can be
explained because it contributes to the formation of dissonances or
their resolution into consonances. Since some dissonant intervals
have different resolutions, notes may have multiple meaning. In
other words, there is functional ambiguity.(18)

This strategy is taken because it is assumed to be evident that the
conveyance‘ of meaning requires 1) three systems, the syntactic, the seman-
tic and the phonetic, and 2) a subjectivity in which. structures are present-
ed. This systematic, unambiguous conveyance of meaning is assumed to be
the province of what a particular vg‘rbal language doeé best. - As music lacks
the semantic feature, its meaning is limited to the syntactic approach.

The suggestion appears to be this. The structural meaning of an
element is equivalent to the position it occupies within_that structure; the
functi&n of a note, for example, with respect to consonance and dissonance.
But the structural meaning of the entire structure is that structure itself.
This suggests, however, that the meaning of the event depends on wha}
view of the context is taken. The ambiguity of meaning, of note, of phrase,
and ultimately of the work, is a function of the interpretation of "the larger
appropriate structure. But it would seem, then, that functional ambiguity is
due primarily to the fact that the interpretation of the syntactical structure
is ultimately open, and or;ly secondarily to the fact that music lacks a
semantic feature.

The assumpti_on of an invariant syntactl’c structure which ¢3n be inter-

h]

preted by a meaning constituting subjectivity is closely related to a second



page 61

assumption. Stall has argued that a musical phrase or note, has no meaning
because it lacks the self-certain and determined meaning of a natural lan-
Quage and, therefore, can be provide_ad with any number of meanings or
interpretation. A synchronic approach that pre-supposes an invariant
structure, is ideally suited to this initial treatment of a notion of
self-contained meaning thai is assumed for language, on the grounds of its
semantic system and then applied to music in terms of a syntactic system.
However, what Stall means to restrict ‘to a natural language inﬁltra\ltes the
sphere of music. For it vmay not necessarily be the semantic system that is
the unique feature of a natura! language which 2lone can account for a
determinate meaning. The possibility can be maintained that it is the system
of signification that is more characteristic - that is, the recurring feature of
what we may now understand as both 'languages', but which, however,
keeps being obscured in a process or a linguistic theory that accepts or
rationalizes the difference between the two. Thus it is still possible that a
temporal synthesis can account for the distinction and differences of the
musica!l event, in the same sense of the conceptual dependence upon a tem-
poral .proce'ss rather than a transcendental subjectivity.

If 2 syntax is understood as an implicit process of signification based
on t‘he cognitive assumptions that govern intersubjectivity, then a prediction
of 2 musical event is possible as an account of meaning in music. But if a
previous musical or tonal event must be identified with a subsequent tonal
event - the former being an ‘answer' in a temporalization synthesis - then
prediction seem strangely out of Pplace in ignoring its synthetic ground, the
_patterning or schema of 'cognitive' priorities. This means that identity -and
unity are subject to this synthesis which is therefore productive of meaning.

'A sign signifies itself' meets the required absence implied in ‘'universal
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application' necesséry for deferment, and vyet is "present' for identity con-
stituted in any theoretical reading. But what sort of 'presence' is implied
here', if not of signifier to signified? How Acan we r:afer Lo tl'i-e' pure dynamic
coherence of tone to tone, heard in listening to flﬁ’s‘fc, without assuming the
presence of an original intuition? |

Secondly, an undermining or polysemous ambiguity would then appear to
be a more appropriate characterization of musica! meaning. This differs -from
Stall's account of a structurai variance that allows a mulitiplicity or.
poly_sel;nous meaning. There are no positive terms through .which a semantic
matrix can be separa_'ged from a differential syntax; no extra-linguistic refer-
ences.: Our suggesté}d structure/event, rather than the ideality p.resented in
a subjectivity, can by preserving contextual invariance, prevent the loss of-
identity in the dissemination- of mgariing in countless number of occasions.

In w;at sense, -th'ep, are the semantic ' and syntactic syStems
inseparable?. To answer this question, we need only claim a contextual
dependence of syntax. To view syntax as a structure of interrelations and
organjzations contrasted with the interpretive ;emantic operator is certainly

the conventional view. For example, T.K. Seung wvoices this view, in

criticizing Derrida's syntactic account of the undecidability of a proposition.

The interpretation of a formal system is to give its primitive signs
some semantic content. Prior to its semantic interpretation, a
formal - system can be called a syntactic system because it is
composed of uninterpreted primitive signs and the syntactic rules
for their combination and transformation.(19)

Thus on this point of view, the primacy of syntax to interpretation is
guaranteed by this notion of an ‘uninterpreted sign'. But this is to assume
an fnterpretive relation of barts that recalls an earlier point of departure.

We cannot take a formalist program as primary without 2 retrodictive

EY
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interpretation of that structure and now the reason is clear: The syntax is
given as an ordered pr;iority of terms, functions, procedures, 2tc. The
question, now, is whether these rules as interpretations are based on some
sort of assurr_\ptio;ws, cognitive or otherwise.

This question has gone unanswered but almost assumed in this chapter.
What is the relation of ‘rules' to cognitive assumptions? The problem is that
if th'esle rules, as interpretations, are based on assumptions, then we have a
rational foundation for calling these assumptions cognitive, insofar as
‘reasoning implies r'u.le-governed behavior grounded on grganizing and
ordering assumptions. But if the relation is reversed, these assumptions are
derived from what can be called the syntactic rules of our social performance
through which posts are occupied or allocated according to reiational priority
in the circu!a;tion and exchange of information. This is certainly suggésted
by. the idea of a temporal mechanism of differentiation that generateg-{
conceptual system undermining a straight naming-function and the subse--
quent lack of a constitutive subjectivity. \'(As such, these assumptions must
surely be irrational in their arbitrariness. Here we refer again to' our
earlier- problem of the interpretation of art discussed in chaptef 2. We
~asked not only 'how does interpretation identify the work?' but whether. this

» . ’ !
was a cognitive process or something else, perhaps more appropriately
defined es mythical. |

To return to the issue at hand, to deny the questioh is to assume, at
thé-mipi.‘num, that a structure functions.in a certain way as neuiral or
‘uninterprated' and in this way excludes the relevance of 'that of which’
musical strycture is intended to interpret. It excludes the question of the

meaning constitution, of a foreclosure of syntactic rules. My tentative sug-

gestion that wi!l be examined in the ‘following chapter is that this 'that of



page 64

which', the meaning of syntactic rules, is time itse!f or some configuration of

it.
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The Temporal Process in Music and Narrative

Section A) The Possibility of a Presentational Symbolism
¥
In this chapter, we shall deal with the question of coherence and its
achievement by- means of a temporal process within our symbol system.
Susanne langer differentiates and polarizes ontologically different Kkinds of
temporal order: the linear .sequénces of strict mathematical or scientific
reasoning versus the artistic realization of the quality of 'inner life'. But in

this way narrative structure becomes identified with, a2 sequential coherence,

a linear or formal sense of time as opposed to the unique subjedtive feelin
‘ ! g

i/

for time and its cyclical repetitions or dynamic dimension. Thus the former
operates as a historical narrative of chanie and movement through which
coherence is ordered, while the latter, as we\s\‘hall see, undermines its own
argument for coherence through perception or intuition in the musical phe-
nomena. Further, we will also develop the claim of a translocation of forms
- Jof image without origin) suggested by Langer's own insight into the con-
nection between time and musical phenomena.

Langer offers a semantic account of significance in music based on the
notion of Symbol: all symbolism is presentational - it makes preser:t what it
is about or it refers to its content. This theory is a variation of the ex-
.pression theory based on an analogy of the semantic function between rqgsic
and language rather than any recognition of the formal effect of a syntact.ic

structure.
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| But expression on this account, is not the self-expression of emotive
theor;ies-. It is clear, however, that an artwork can function as a sign to
indicate a historical/authorial fact by means "of an associated signal. But
primarily, when an artwork functions symbolically, it 'expresses an idea',
meaning the articulation and presentation of a concept clearly and objec-
tively, bringing before us, for our contemplation, an instantaneous coher-
ence by conceiving the work as that which is presented in the s:ymbol.
Thus, when Langer writes, "A symbol is understood when we conceive the
idea it presents."(1), its simplicity conceals a theory designed to account for
the way in which coh'erence is brought about before us.

With this suggestion of the 'expressed idea', a2 problem is reached,
‘namely that the symbol and the symbolized must share a common logical form.
For Langer, the patterning of sound is the means by which music can par-
ticipate in a formal analogy with the forms of human feeling, conflict, resolu-
tion, excitement, calm, growth and decay, etc.. These are some of the
logical {that is, the presentation for conception and not self-expression)
forms of sentience that are articulated in music through its form by means of
measured sound and tonal structures.

The logical form is 2 means of explaining resemblance by logical relation
- or similar formal propertiés - between the dynamic pattern of 'inner life'
and musical structure. It presents‘ ‘a logical picture of sentient life'.
Conceivability as the semantic function of symbblism, is primarily a
connotative relationship that requires_ a similarity of logical form but not a
fixed or assigned connotation without which a vocabulary cannot be con-
stituted. Hence, music cannot qualify as a language and the logical for is
neither abstractable nor translatable but ineffable. Its meaning is to articu-
late vital sentient experience rather than to signify by means of an indica-

tive function.
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Languagé, though it presents what is absent by means of a symbolic
function, differs from the symbolic function of mdsic in that the former is a
discursive 'practice while the latter is not. A word is an associative symbol
with a ré_t;erénce or denotation fixed by assigned association. Once meanings
are assigned in terms of structure of separaglel terms referring to a par-
ticularized and object-filled universe, and once the grammatical forms and
syntactic rules are accepted, meaning is articulated as emergent proposi-
tions. In ordinary language, through a sub-category of symbolic function,
'"logical expression' refers to the formal correspondence of relations between
object and articulate form, and meaning is the denotation of this comple:;c
bearing the same articulat;e form as the symbol.

The logical expression of music as an articulate form is another
sub-category of symbolic function. The lack of a conventional copnotation
prevents its acceptance as a language and renders the musical symbol ambig-
uous. Nonetheless, music articulation is a semantic in that its form applies
to something. Where language expresses the idea of the event, music
expresses the idea of feeling.

The specific difference between these two expressions is the uncon-
summated symbolic relationship of the musical symbol. "A significant form
without convention signification."(2} Now, if meaning in its full sense
requires a conventional reference, and if this assignment is never a matter
of convention in music, then what we are dealing with is not properly a
question of meaning articulated in a sentence by indirect, mediated knowl-
edge, but rather an ‘ir'nport' of the pattern-of sentient life that is felt or
directly known. And it is a 'vital' import as it expresses they dynamism of

inner subjective experience; of the felt quality of that experience.
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The basic concept is the articulate but non-discursive form having
import without conventional reference, and therefore presenting
itself not as a symbol in the ordinary sense, but as a 'significant
form', in which the factor of significance is not logically discrim-
inated, but felt as a quality rather than recognized as a fung-

tion. (3) ‘ o

To sumarize; langer's semantic account begins with the fundamental
category of a semantics of language explained in terms of a symbolic func-
tion. Thﬁs, logical expression or presentation of an idea is_ appropriate to
both sub-categories - of music in terms of non-discursive form, and lin-
guistic meaning in terms of its discursive form. We are presented then with
the same function but a properly different logical form for each case. On
the one hand, we are given a semantics of presentation and articulation of
meaning whose discursive form allows' the conception of a message indirectly
by means of a fixed and universal reference or vocabulary and through the
mediation of a symbol system. On the other hanc_i, we see a semantics of
vital import as the presentation and articulation of the form of sentient life
that is directly felt, that is non-discursive and ‘allows the conceivability of
feeling, the envisaging of emotive life to the understanding.

Musical meaning or vital import is just this process of articulation.
Music reveals the nature of feeling by presenting a process of articulation of
our particular emotive life for contemplation and understanding rather than
for conceptualization and explanation as an 'objective' feeling. Such
ambivalence allows a filling-in of musical form with the p.ersonal, unique or
subjective experience, "... unconventionalized, unverbalized freedom of
thought."{4} Thus, as no explicit assignment of possible meaning can ever
made, the significance of‘m'usic is its form rather than any particular
content. Its significance is that of a symbol, an articulate audible object

expressing the form of inner experience by means of its essentially dynamic

structure.
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The connection of sentient life, of the feeling for life as it is lived,
with presentation in an .articulate, non-discursivel symbo!, is attempted
through the artistic f.unction of semblance. The essence of music is the
motion of forms that are ‘illusory'; a sheer' appearance g%n only for per-
ception and having nothing to do with actual physical ,displacement. Its
primary function is to.create a ‘'semblance' of actual time. by means of an
illusion of virtual time, an order in which sonorous form move in relation to
one another to create a self-sufficient microcosm of ‘'organic movement'
detached from the real world of practical interest.

Just as these musical elements express —’a‘ virtual movement within a
diatonic harmony, the realm in which they move is a non-actua!l phenomena
or duration.. [t is that sphere in which tonal forms move and vield a sem-

blance of 'lived' or subjective time.

Musical duration is an image of what may be termed 'lived' or
'experienced' time - the passage of life that we feel as expectations
become 'nmow', and 'now' turns into unalterable fact. Such passage

is measurable only in terms of sensibilities, tensions, and

emotions; and it has not merely a different measure, but an alto-

gether different structure from practical or scientific time. (5)

This order of virtual time is opposed to measured clock time of scien-
tific discourse whose coordinating function is to organize 'inchoat temporal
data' into a uni-directional or Ilinear succession of discrete particular
moments, abstracted from our sense of subjective time for which change is

problematic.

This sense of inner life is felt through change or through its paSsage
from one configuration of emotional states to another. 1t is that sense of
transcience and constant voluminousness - the growth, emergence and disso-
lution as tension and resolution pattern the finner life; into unities of

varying lengths of lesses and greater tension, and give quality rather than
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form to our perception of the passage of time. This direct experience of

time is that which is imaginatively presented in music.

There we have its image, completely articulated and pure; every
"kind of tension transformed into musical tension, every qualitative
content into musical quality, every extraneous factor replaced by
musical elements. The primary illusion of music is the sonorous
image of passage, abstracted from actuality to become free and

plastic and entirely perceptible. (6)

A few questions can be raised. First, the notion of isomorphism be-
tween musical form and the form of sentient life, does not provide a suffi-
cient condition for being a piece of music since the most commonplace audible
event can be articulated by some sort of sound structure or expressive
form. Since any event on this view can stand as an image of time, such
isomorphism cannnot be a sufficient condition of art. One could argue here

that Langer only requires some open system of non-exhaustive symptoms. In

Philosophy in 3 New Key, Langer writes: "Sheer self-expression requires no

articulate forni_.“(?) A random occurrenc‘e, lacking an articulate form, is no
musical piece.

Similarly, Timothy Bihkley(S] asks whether isomorphism or the formal
anajogy can be a necessary condition of ‘significant form'. First, some music
possesses rhythm in a trivial sense that does not suggest an 'organic
movement' as an audible symbol of the symbolized (i.e. feeling), as an image
of a vital import. Secondly, since inner coherence is not necessarily
oréanic, as we often discern in music as a resemblance to something else in
the e#tra-musica! world, we cannot conclude that all music can be classified
under the language of emotive predicates.

Now, to defeat Langer's necessary condition of art, Binkley offers a
more complex argument. If music is a symbol whose function -is logical

expression, then it enables the abstraction of forms of feeling to be handled
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from their sources in feeling and music. Bihkley understands formal articu-
lation in music as logical expression exhibiting a relation of parts. Now, if
a logic of music refers to tonality, rhythmic and harmonic arrangement, then
it is the performer who expresses these features. Neither can it be claimed
that expressed Ié)gical forms are like forms of feeling as they are build upon
those musical materials, for it is impossible to divorce logical form in this
way, from its embodiment in musical expression. There is no meaning
conveyed or referred to by the work beyond its presentation.

Therefore, if we accept Binkley's view that logical structures are formal
abstracted relations, independent of a particular embodiment, then Langer's
position appears confused in claiming that logical relationships can only be
expressed in just those terms in which they are given. Either they are
translatable or they are ineffable. This leads Binkley to see a paradox in
Langer's view between the integrity of the work as a perceptual quality and
the function as a logical expression in which a value bestowing logical form
can be isplated apart from the work. -

\
Does Langer's theory imply such a strict mathematical conception of
9

\

logical form or expression as a symbol? Langer's later wrifings occasionally
makes this suggestion of an impersonal form abstracted for our cognition or
comprehension and this: lends credence to Binkley's view as referring to
something that stands apart from the symbol.(9) However, Langer
formulates a conception of the 'prime office’ of the art symbo! or, as she now
prefers, 'exﬁressive form': "But that usual definition overiooks the greatest
intellectual value and, |1 think, the prime office of symbols - their power of
formulating experience and presenting it objectively for contempiation, logical
intuition, recognition, understanding, that is, articulation or logical

expression.”"(10) On that interpretation, Binkley, to paraphrase Langer,
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takes the forr;xal similarity as the nature of meaning itself and.then applied
to music rather than as a feature specific to musical symbols. Logical
expression is taken as a fundamental or irreducible category and the sense
of logical meaning of the sub-category of linguistic-expression is then
imported to the sub-category of musical expression.

Our suggestion was that a symbo! functions as gtanding for something
with or without connotative reference in which the artwork or proposition are
both 'expressive' (i.e. formulation of ideas for -conc':eption in which 'logical'
is contrasted with 'self—exm;sio/n_'i. Language as ?a discursive practice,
presents the logical form as”an expression of ideas and is abstractable. The
musical symbol, as essentially a non-discursive form, presents through an
embodiement of a particular idea in a particuler instance. Therefore, though
both sub-cate_.:gpries fall under the one cat'egory of a symbolic semantic
function implying a logical form, the determination of this form, through
articulation and presentation, is different in both cases while both still
remain a presentation by virtue of their symbolic function.

However, thi-s minimal conceptual framework does little to resolve the
k‘ey issue for Langer - the possibility of coherence. If we place the
abstractability of the logical -?orm at the level of the linguistic expression,
we would have achieved unity as the 'embodiement' of expressivé form in
musical pr;esentation. But such embodiement and its filial association wit
notions like decoration, ornamentation, etc., as Aschenbrenner has point
out(11), leads us back to a form of Platonic Ontology in which ‘content' is
only superficially enclosed in a dispensable form.

If the question for aesthetic theory posed by our modern era faced with

the dissolution of mimetic representation, is one of coherence and continuity

of the artwork, then Langer can be read as anticipating this issue but from

— N
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within a representational theory itself. If we bring Langer's insight on the
virtual image of time (to be discussed below) to bear less on ontological
considerati;:ms and more on presentation itself, then perhaps we might be
approaching the same concerns of the more contemporary concept of narra-
tive analysis. And coherence, temporalized as Langer has suggested, is
explanable as an image without origin or in terms of a translocation of a
formal, continuous, Anarrative.- sequence.

However, does this translocation, on Langer's view, amount to some
transformational, rule-governed procedure? Only if we identify coherence
with the self-sufficient and sustaining activity of the virtual image as a
perceptual quality or object. | This is precisely the view taken by
Hanson{12) an it is not without interesting difficulties.

N

On Hanson's account the aesthetic object, as a compound of musical
elements, is an image created only for perception. This position leads
naturally to the conclusion that to see is to perceive an image. In this
transformation processes, the recognition of the image affects judgements of
value and of what the ‘pictured' is thought to be. In this way, abstr;act,
balanced forms and shapes are per'c.eived as images. But is. this Langer's
position in view of the fact that semblance, the distancing and cbnfiguration
of the object, is somethiﬁg that is given frbm the side of the work itself and
not as a result of a type of perceptual act? Only if we read Llanger's
tranformational process as recognition of the already familiar, do we need the
concept of perception.

In such a close identification of recognized image and artwork, certain
problems arise for Hanson. When he writes, "The image is thus an essential
part of the aesthetic object; in fact, when one 1hcludes the background as

part of the image, the image is the aesthetic object."(13), he seems to be
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construing Langer's theory exclusively in terms of an analogy with painting,
i.e. we hear a feeling or a feeling-semblance in a2 piece of music as we see
the 'hidden man' in the painting. Further, just as not all paintihg is rep-
resentational, so not all music is feeling-zemblance. To this Hanson wouid
respond, "But only where there is presented a feeling-semblance can a work
. of art have possibilities for being highly valued. In facf, only with such a
semblance is there, strictly speaking, 2 work of art."(14) If ! understand
Hanson correctly, he seems to be saying: the more the work of ért is an
image, a feeling-semblance, the better or highly valued it will be. The
problem, is that certain evaluative criteria are Seing implicitly built into a
definition of art, and consequently we are lead to conclude that if the work
is not good, then it is not art.

Our concern here is not to show that an object must first be known in
order to be evaluated, for we precisely accept an interplay between these.
two concepts. ‘However, if we begin with this circulatrity and attempt an
explanation that is without apology circular, then such circularity, as
suggesting an image without an origin, could yield our much sought after

4

. . 1 . . .
'instantanious coherence'. In this case, ‘'translocation' can be achieved

)

‘without the Xotions of. transformé:cion, familiarization and recognition of one
tituted field through the presence of another - the artwork.

previously con

Section B) The Symbo! as Temporal Image
Y
In the preceeding discussion, emphasis was placed on the formal analy-
sis of feeling and the coherence of its presentation in music. The signifi-

cance of time, its articulating significance for narrative and virtual image,
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however, was only suggested. Can we then construct a bridge between the,
discussion of time and the doctrine of - feeling? This separation into two

-
distance themes has been advanced by Samuel Bufford{15) and it is one we

vgill pursue here,

éach theory leads us to .emphasize or concentrate attention on differer;t
aspects of the artwork and therefore to perceive them differently. As the
reasons for accepting one and not the other are different, this confusion has
theoretical as well as practical implications. The 'Perceivability Theory' l(or,
in Langer's terminology, 'Conceivability'! Theory) makes aspects of human
experience and world perceivable aﬁd the lllusion doctrine, as part of this
context, shows us how artw‘ork.s differ from things; how virtual time—obje-cts
differ from actual time-objects. The 'Expression Theory', on the other
hand, accounts for a difference also, this time between insightvand emotional
response, ar symbol and sign, or virtual time and subjective time. Our
suggestion is, then, that these two separate ways of accounting for a differ;
ence, which may not have equal plausibil_ity n any case, can be conflated,
the result being that the lllusion doctrine, as part of the Conteivability
Theory, which makes us take notice of how time appears (lvirtual understood
in relation to actual) is subsumed into the context of the Expression Theory
which deals with tHe relation of subjective intention and its virtual manifes-
tation. As well, this concentration on perception leads to emphasize the
form of feeling and its projection underlining the symbolic function of the
work, i.e. thé Expression Theory. But the Illusion doctrine which high-
lights thé fact that the work is a virtual object, does sc to emphasize
aspects of human experience for the purpose of ciassifying and unifying the

arts, and this is not part of the Expression Theory that is concerned with
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the virtual/subjective distinction. Keeping them apart will give more defini-
tion to temporatl perception..

Our suggestion is that the c:)nceivabilrity theory can be developed
consistently, first of all, with our minimal schematic framework in which
abstractability of logical form belongsrto a discursive practice and not the
.presentation of a symbol. Secondlyl, taking this dimension of virtual/real
time, we can extrapolate the germ of a translocation of forrﬁ. What, then,
are the specific theoretical problems tha_t arise from the confiation of the two
the<‘)ries'.f’_ And how can limiting virtuality to the conceivability theory
dissolve the issue? ) .

We might resolve fﬁis question by citing’ a particular argument by
Alperson(16)} designed to show that i'.anger must fail in her. attémpt to prove
an ontologically different order ‘for music - a virtual time as opposed to a
subj_ecltive-time. Alperson explores th ontological di\;ferénce between virtual
'a.‘nd actual time in terms of 2 difference between virtual and subjective time.
Let us accept that there is a difference in ;;erception between char?ge as .
s.uccession of distinguishablé states ;nd passage as rhythmic wave, but that
there is no distinction to be marked. In this case, if literal or successive
time' is nc;t fundamental or original; then an dnderstanding of time as a
metar}hor, as a suggestion for re-viewing our perceptual'activi{ies, becomes
the only poséibility as there is no longer a viable opposition.

Alperson does not accept any postulate of.an intrinsic ideal realm of
time peculiar to musical perception. - He maintains that Langer estat;Iishes
only that a time-consciousness cé—n be dirh'ec-ted t6 temporal reiatiohs of music
or non-musical events because as events that are part of temporal orga-

- nization and ordering, both are durational, insofar as judgements are made

using the same mental functions and intellection, and both are conceivably
vl

- - >
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dynamic ordered patterns or movement in time. Referring to Kant's concept
of aperception, he writes, "The assimilation of impressions inte a distinct
intellectual order, would seem fo be essential cha;'acteristic_ of-all hux;aan
conception."(17} Dynamic features of ‘change through time' and kinetic

interaction between parts would not differentiate specifically musical phenom-

ena as this is also the case.with any non-musical occurrence. -
e

-

Alperson believes that a composer, in manipulating a sound medium,
exploits certain features of temporal organization in conventional ways, and
while these are genuinely aesthetic possibilities that disﬁngdish musical
phenomena from non-musical, "...the point, here, is rather .that the experi-
ence of the temporality of specifically musical phenomena does not appear to
be sui generis."{18) Something more would be necessary ot'l":er'wise we have
a ‘distinction without a difference. o

He begins his examination of Langer's assorted 'times' by accepting that
the ontological difference is applicable between virtual and clock or actual
time. Wh'ereas the ‘atter, as a derivation from temporal data, is an
abstraction or consistent and one-dimensional, the former is perceptible to
tr};a sense of hearin.g and multi—dimensionall. By affecting a change from a
discussion of virtual/actua! time to virtuallsubject.ive time, Alperson is able
to focus on what he takes to be a decisivé criticism. "If resemblance
between modgll (subjective felt, experience) and image is so complete,

R

wherein lies the difference?"(19) \-5?

Alperson, however, pivoting on the notion of the image or symbol,

shifts the discussion from virtual/actual time to virtual/subjective time. He

el

then attempts to comprehend the ontological difference [virtqal!actual] in
terms of the virtual/subjective in which the difference between symbolic

presentation of an image of time and a feeling for time as it is experienced,

I

v
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is thought to be a difference of actual, measured or spacialized time and the

symbolic image. Thus whatever diffarences there may be, they do not

amount to any significant ontological claim. First, the difference in the

range of phenomena proves only that music is another case of intuiti;./e
immediate experience of temporal events and not a difference in 'timas'.
Secondly,..the” created illusions and subjective timé are both emergent qual-
ities thatv.‘surface through the percep;cion of a series of tension and resolu-
tion. Thirdly, “there is a difference to be marked begween a negotiable

medium and subjective time, but this is relevant only to "...the ma-r—mer of

production of events and to a difference in degree of subtlety of discrimina-- &

tion typically elicited by those events rather than to a difference in kind of
temporal experience."(20)

However, in his conclusion, Alperson reverts back to the ontological
problem proper, the virtual/actual difference and summarizes two points he
takes to weigh against an ontological difference. 1) As an event occurring
in time, musical phenomena are subject to the same features tha-t determine
non-m‘us'ical events, i.e. duration, temporal order, faculties of attention‘and
memory, etc., and the interpretation of a sjjcessive series into a unified
ar;d ordered whole by a process that m'ight‘bei called apérception. The same
faculties are employed in any temporal relation\‘sk. 2) Music is, on the other
hand, an 'art of time' in the formal sense in whizh an artist can engage in a
temporal transaction and exploit time as a formal element of music for the
sake of creating an artifaét. Music makes duration a direct object of atten-
tion.

‘Thus Alperson claims that _vi’irtual time is not different from any othe-
sort of temporal relation of exper.'ieﬁce, that is, subjective time but intends

that this conclusion siwould prfove a decisive argument against the ontological

-

1]'.
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difference, i.e. that virtual time cannot be distinguished from actual time.
Musical time is then an instance of time in general.

To subtract the Doctrine of Expressivity in this discussion would clarify
the issue, | believe, by focusing attention away from the notion of
'subjectivity' or this 'inner experience of time'. The semblance of time, said
to correspond to inner experience, is now understood as time insofar as it is
conceived - an image without origin or source.

Specifically, it is the concept of perception that is the root cause of the
problem. Langer tends to assume a certain semantic.function and Alperson
shows that this concept cannot handle a virtual-actual distinction since our
- comprehension of time is through & singular perspective of temporal re-
lations. | | -

A few questions can now be raised. How can’'lLanger distinguish sub-
jective time from actual it time is located thrdugh or in perception? Virtual
time-objects and real time-objects could only be different 'fo:m_s of percep-
tion' if there is a difference to be marked in temporal trarisactior;s. But if
~ we can deal with objects in such a way that their very identity is rather an -
interpretation through .2 temporal process or transaction, t.ﬂen, objective
constitution will depend on the fluidity of the temporalization process - on
our transaction in time and not an essential perceptua! process and false
historicism disguising the distruptive effects of time and change. By adju-
dicating the mediatory, 'outwardly' directed intention of logical form to the‘
discursive practice of symbolism‘, a presentational symbolism can accept new

r

constructive paradigms, thus avoiding a logical form that conceals the effects

r

of time and changé in an eternal abstractability. And such a 'process' we

.understand to be a less logical, more discontinuous but immediate translo-

cation of a formal narrative sequence.
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A musical artwork, then, rather than dealing in ‘'virtual' time, can
recall for us the nature of our essential temporality, a suggestion for inter-
pretation for viewing, an occasion for change. in this way music can be
understood as a metaphor for time as either 1) a representation of time that
affects a change in conceptualization, or 2) an occasion to articulate our own
historical continuity in a narrative. And to anticipate Section C of this
chapter, if time is determined in the narrative of a sequence of events - by
its image - , then how does the imagke determine our transaction with time?
Perhaps this 'hermeneutical circle', as an explanation of time, has to do with
."‘slself-understanding rather than with the inner experience of time.

But our more pressing concern in constructing more ‘'aesthetic'
paradigms for the meaning situation, is to understand how‘time-objects (that

ol
is, experience temporally configured for us) are arrangeddthrough the
structural features and interrelations of the musical materials, How, then,
is time presented in a2 distinctively musical phenomenon?

. Like any other external accoustical phenomenon, pitch is an event. Butl
a tone, is a distinctively musical event in that it exhibits dynamic state
with which no physical or \Tmaterial process can be coordinated.(21) The
difference accrues to a pitch by virtue of the position it occupi:as in a
diatonic system in which the dynamic state rest/change is immanently avail-
able.

The system of music is a fundamentally: unstable phenomenon.' The
equilibrium is disturbed by the appearance- of a leading tone pointing beyond
itself in the direction of a resolution. The tonic tone dictates direction and
draws the leading tone to itself, creating a siate of equilibrium. Relaxation

follows dissatisfaction which exists for the sake of a resolution. Other

human activity may share the same feeling structure, i.e. dissatisfaction

-
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resoived in relaxation and vice versa. But tonal phenomena, in being medi-
ated by the musical system, exhibit something more - a dynamic quality, the
deliberate striving'of a tone towards its opposite within its specific struc-
ture, the mutual attraction and relation of tone to tone.

Equally, however, it appears that through the act of indicating, the
tonal gesture or musical form is immanently significant. The musical phe-
nomenon draws itself to the listener's attention, as a sign signifying only its
own dynamic movement.

What is at issue, is this translation of experience into tonal elements
rathér than the referential claims of the musical medium. The question in
dealing with a musical paradigm of the meaning situation shifts from
epistemology and cognitive import to the ontological function of dis?éurse in
shaping and organizing experience - from the sign/signified relation to the
intuitive or conétructive situation of subject/object. In the auditory field,
subject and object are interdependent, the perceiver being mobilized to
participate by means of attention, expectation, an absorbing response, etc.,
as the sqund announces an event.

Meaning as shown in the musical situation, is not a reference of
sound-image\ to its source as if gesture can be abstracted from its reference.
[t is a situation itself in which something happens -between subject and object
- a feeling or sense that something has been said. The tonal medium is
'syntactically absolute' insofar as a tone is given a concrete sense thr_gugh a
system of interconnections, interrelating structures and ordering laws; by
the functional means of directing, encouraging and obstructing resolutions, .
etc. Thus the sound event is a meaning-effect of the work itself.

~ The autonomous character of immanence, is the self-sufficient discourse

of a language that informs the listener of nothing but itself. The work is

. /'
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autonomous therefore since, instead of translating experience into a medium
at a distance from the external world, the musical work transforms and
isolates experience, making the transaction between subject and object suffi-
cient. As meaning is a product of these inherent structural re!ations,. it is
also abstract, ngn—temporal, separated from any particular concrete tone.
The af:ove description of musical dynamism(22) in which tones acquire
their meaning according to their function in the overall process, as the
specific character of classical diatonic harmonic systen:i, leads to th‘e pecu-
liarity of an a-historical account of meaning in a situation that is ostensibly
temporally oriented. True, Schoenberg's surrrealist structure or technigue,
for example, with its equalitarianism of all pitches, distributes rﬁeaning
according to its own procedural rules. But it does so in .a way completely
antithetical to a diatonic system. In an equalitarian system, -dynamism can
operate as a directionless play of forces rather than the goal directed activi-
ty of a hierarchical diatonic system. Since such a polarity exists, then a
question arises concerning the systematic function of meaning as 2 dynamic
form, that cannot be easily answered through any syntactic/semantic or
synchronic/diachronic distinction."® wa ;:an this defined dynamism be gener-
alized as a paradigmatic explanation of meaning or signification when it is too
cloéély identified with the effect of one system, the classical tonal system?
Invariably, however, such historical influence over the semantic import
would undermine the determining relationship between discourse itself and
musical language that Carpenter seems to want: "Discourse might be more
broadly conceived in m-usical, as it has been in verbal language, as time
taken to shape, rather than recount experience; self and work speak f_irst to
one another. In this sense, any language ({...) is the articulation of

being."(23) This notion of articulation 'as passive acceptance of the
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interplay between self and world, focuses strongly on an important sense of
discourse in which the speaker ‘becomes the voice for the formulation of
thought. But this suggestion, however, only raises a further querry over
the origin of meaning and articulation in the structure of system rather than
a situation, olf the reduc:ition of the ser_naﬁtié import to syntax. When
Carpenter claims that, "... the musicél language shapes the musical idea as
experience itself takes shape, in the act of articulating ..."(24), she mear:\s
that musical meaning is a fundamentl‘al act, one that simultaneously acquires
the voices knowledge about the world. But does this 'taking shape' have a
certain import that accepts an originating design at work? What vital role

would this play when the thought appears in the articulation through con-
. ' <

vention means?

Can we propose an interesting solution to these questions b\lf differenti-
ating meaning in the musical situation from that of language, while still
retéining the wvalidity of immanence in music?

If musical meaning inheres in the system ‘and each tone finds its
meaning as a function of its position then, in itself, tone is a dyn.amic
‘symbol insofar as this pointing gesture, inhzares in the phenomenon itself
rather than a relztion between sign and thing. Zuckerkand! articulates this
position: "Music and language, then, have one thing in common - that tones,
like words, have meaning and that the 'being in' of the meaning in the
work, like that of musical significance in the tone, is of a non-material
nature."(25}. 'But unlike language, and unlike Carpenter's formulation,
musical meaning inheres in the event, the tonal occurrence, which exhibits
the dynamic striving.(;s) Unlike a sign, tone apd its significance, are
identical. The acoust_jcal and structured event is the ﬁusical meaning.

Tone itself is part of E}":lynamic symbolism which presents active systematic
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forces that transcend the material data - a distinctly musical fact.

But this attempt to preserve immanence appears contradictory. If the
dynamic quality is a function of \the musical system, then musical meaning
only' inheres in the tone by virtue of the position it occupies in the system.
On the other hand, if meaning is a function of the place in the structure,
then how can meaning inhere in the tonal event itself?

In formulating the notion of a symbol as against a sign, both
Zuckerkand! and Langer appear to overlook the work Sf structure in mediat-
ing or deterrpining meaning for a symbol. Zuckerkandl, however, proceeds
further than Langer in his analysis of the structure of musical phenomena
prior to the cultural determinations of meter and rh-ythm, into the
force/counterforce pressuring the solit.ary tone towards a critical point of

action/inaction.
f

The innef swell in the first tone is nothing but the generation of

the first metric wave; is, as it were, the primary material out of

which the succession of tones and rests will now mode! the specific

metric wave of the comeosition; time becomes perceptible - one
might almost say, becomes tangible, plastic. In the musical tone

as such, then, even before any meter, even before any rhythm,

time attains direct-manifestation taken as a dynamic process.(27)

This 'metric wave' is the pulsating effect of time. It is neither rhythm
nor metre but a cumulative intensifying wave, *he driving of musical phenom-
-.ena to rn~ particular point. In an ingenious attempt to account for a dynamic
process, the pure kinetic qualitly of a changeless. and directionless form,
Zuckerkandl relies on the 'metric wave' as that force, that gesture of indic-
ation.

But what is this active force? For Zuckerkandl it is time, not as a
formality of perception but an active immaterial force - an image without the

-expressive distance of an illusion. "The hearing of tone is already a



° ‘ page 8h5
perceiving of time."(28) Unlike other sensations, tone exhibits duration
itself as an element in the sensation. - Duration cannot be an abstracted
formal _grbund for perception predicated of a particular object, since
(audible) sense perception is not a temporal process in which a subjectivity
informs "a phenomenon. Time allows us to hear duration unmediated, a
nen-gsensuous sensation.

To justify this use of 'image' as an active force, Zuckerkand! con-
vincingly argues that even with the spatial image of the yisuat arts,
something more is achieved than the shaping of space in the material.
Bernini's Piazza before St. Peter's in Rome, is offered as an example. The
encircling collonade informs the empty space of the plaza. Likewise, with an
architectural work, space is enclosed and siaped by activé material form.
The immensity of the enclosed space of St. Peter's Basilica is the product of
a proportioning of formal materials which confounds our accepted‘ sense of
perspective. The 'near' and the ‘far! 2ppear equidistant. The interior
seems to shift as we move within, while our sense of movement seems
strangely inadequate to explain such dynamism. Similarly, what we perceive
in the musical work is a shaped and organized time - an image of time for
us. Zuckerkand! offers, finally, a definition of musical phenomena, "Music
is a temporal art because, shaping the stuff of time, it creates an image éf
time."(29) A |

. .

Zuckerkandl!'s insiglht on the unity of sensation and (time) objects, even
given its resistance to the perceptual formalism and a constituting subjec-.
tivity, still relies 'on perception and leads to the conclusion of an uni-

directional sys}ém of predication. We perceive a time or space organized in

terms of a specific time or space image. We can accept this as far as it
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‘goes and it appears to be based upon the notion of a single referential
grammar.

In a following chapter, we will question' this assumption and propose, as
‘an alternative, a paradoxical account of a mutual relationship and determina-
tion between the specific space image and the imagined space, or rather a
spatial-ter.poral configuration by an eclipsing outside 'other'. But our
present concern still lies with the unresolved matter of the coherence of a
musical work. Having explored the ontological basis for the claim that music
is a temporal image, we now return to the question of an image without
source or origin. How does such an image, lacking a unitary source,
cohere? Is the attribution of stability necessary, or even possible in reveal-
ing or interpreting a text? How can a mere successive series in itself, the
linear replacement of the 'leéding' tone by a 'tonic' one, result in a unity?
Unity is an achievement in which tones are intentionally interpreted, one as
tending towards the other. Yet, what structure is also presupposed under-
lying this intention insofar as the completing tone is 'meant' or identified in

/

the antecedent? .
Section C)} The Time of Narrativg

In this section, the issue before us will be to explain how and whether
the dynamic continuity of elements s achieved in a thoroughgoing
temporalization process that accepts the fundamental paradox previously
encountered.. A subjective identity assuming a continuous consciousness
identifies the work, or stabilizes the text. But the work is identified in the'
‘telling' by means of a transparent inhuman voice rather than a present

-,

individual speaker. Therefore, insofar as the work emerges, so does the
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recipient for whom the work appears and vice versa. Roughly, a conscious-
ness does not exist, cannot be extended or possess continuity until the work.
or image is there as the matter of continuity. But is this a genuine incom-
prehensible paradox or a dialectical opposition?

Our view is that this represents a cdntradiction inherent in our compre-
hension of time. On the one hand, time is imagined or symbolized through
the needs and sensibilities of an interested consciousness. On the other
hand, such interests are outlined by the manner in which time is symbolized
for us. Thus we have the double function of the time image through the
creation of which we articulate aspects of our experience, but at the same
time, the image is shaping &nd organizing that experience itself.

| read Paul Ricoeur as suggesting that we accept thi‘s hermeneutical
circle for what it is. He asserts this circularity or reciprocity between
temporality and narrativity: "The common feature of human experience,- that
which is marked, organized and clarified by the act of storytelling in all Tt"?
forms, is its temporal character.”(30) In uncovering this relationship,

;}icoeur relies on a related paradox of linear time. This paradox of dis-
‘tentionlintention is introduced by the narrative but the recitation also medi-
ates these dialectical opposites, rendering the situation paradoxical yet
", ..productive in the activity of discourse".(31)

The plot is a2 narrative structure that mediates event and story, ,that
reflects and resolves the paradox of time. "This mediating ro/je may be read
in both ways; a story is made out of events to the extent ‘that plot makes
events into a story."(32) As opposed to Carpenter who sees the musical
event as a singular gesture or happening, this view maintains that the event

receives its meaning and definition in terms of the plot development. The

plot is that basic narrative unity that organizes distinct heterogenous events
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into an intelligible totality. This construction or grasping together of a
significant whole out of diversity of elements, Ricoeur terms a 'configur-
ational act' - o;1e of two temporal dimensions reflected by the activity
Ricoeur calls 'emplotting', the .other being that episodic character of a story
made out of events. In the poetic act, these two dimensions are mediated.

The.r_'ecounting of the 'act of emplotment' is an operational structuring
or $Mnthesis of events .into the defined or completed teleological sequence of
a plot. The conclusion is revealed as suitable as expéctation is fulfilled
through a summation of the episodic elements as a dynamism or direction that
éppea}-s a8s necessary in relation to this 'ending'. This termipal/initial
situation is precisely the reflection‘of human reality.

The activity of 'following the story' is a poetical ‘mode of understanding
which accounts for this composing or ordering of a discourse into a text.
The episodic dimensicjs presents an open-ended irreversible order in a linear
structure and the configurational dimension of the poetic act exhibits a
temporal arrangement through which ep_is_pdic succession is transformed into a
particular significant whole and tl:e 'fitness' of the ending from which.the
reader views the story ns imposed on the succession. "To follow the story is
less tlo envisage the surprises of disc':overies within the recognition of the
meaning of the story as a whole than to apprehend the well-known end as
implied in the well-known episodes as leading to this end."(33)

: -

The dialectical nature of the relationship between the tempor:al experi-
ence and the recollection of retelling the story must be pres’erved and a
strict division between a chaotic discordant temporality and the superimpos-
ition of a shaping and organizing structure is unacceptable. The style of

intelligibility brought about by the 'act of emplotting’ speaks of a 'calculated

deformation' ‘or balanced relation between narrative structure and imagination

13!:-:
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that _is effected within the parameters of a cUitural heritage, i.e. throuéb
the images that sér.ve as rules and 'paradigm modes of emblotment' bestowed
by a traditior;: a two-fold structure of invention and sedimentation.

By preserving the autohohy of the. conflict, Ricoeur;i attempts to main-
tain genuine opposites that are mediated in a dialectical act. However, the
structural function of mediation ‘would not be recognized as such without
recognizing a tendency on the part of the event towards that end, some

; :
two-way identifying feature between event and story. On this account,
would not the event, in some degree, possess an'autonomy“ of its own, a'
dynamism through which we may account for_the directional or structural

feature?

It is not sirrfply é paradigm that is bestowe_d but a temporal (and spa-
tial) image that constitutes a real shaping of our own experience of time in
which such intgi.ligibility is then possible.- True, Ricoeur points out that
juét as guch intelligibility i§ r_wot’g simple._descr‘iptive rationality, concordance
is always qualified. Empiotment is cﬁlturally bound within a correlation of
'productive imagination', and narrative structures. And, similarly, he has n
even shown that the 'fitness of the ending' is not 2 conclusion from a logical
premise but the sense of the story achieved in 2 retrospective retelling.
Nevertheless, if we ask, l'Why does invention appear as a moment in the
dialectic?’, we want to kno"w how are invention and sedimentation 'equally
implied in the cénstitution of traditions'. What account can be give_n of its
source and’ origin?

Further, paradigms provide rules for experience in retelling the story
insofar as they proceed fros:n the sedimentation _;:;rocess of 'the work of the
productive imaginationf(33).  But -in this vision of the dialectical

discordance/concordance structure of our time experience, what force acts
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against this resistance? The act of emplotting correlates the elements of the
“time paradox, distention ({the blréaking ‘up of order into episodic series)
/intention (restorafion of ordered continuity) at the level of the poetic ‘act'.
While this position solve;s the paradox in terms of a 'calculated deformation'
- at the level of lived experience, it can only do so by avoiding the two
extremes of an intend;ed systematic deviance and an unquestioning acceptance
of rules. Since the systematic deviance, as a unified distinctive force,
. pre-dates the sedimental forms, the process of comprehending the narrative
is a secondary process. |

Our intention here is to understand the sense of process, as primary or
secondary; in other words, fhe sense of 'or%gin‘. Forkxample, on Ricoeur's
view, if experience takes a narrative form, it is because it possesses an
lincipient story' which narrative functions to clarify. At the same time,
however, our only access to the temporal process of human experience is
through such storiés. This circularity is pervasive and necessary. "Are we
not inclined to 199.1-:-"at periods or episodes of our life as untold stories;
stories that have still to be told but that offer clues for telling them?"(35)}
On this account, then, telling the story appears to be an addition, a contin-
uation of an 'entangled pre-history' that relates the story to a matrix of
other stories. As told, a story is an emergent entity out of this back-
ground, but if the "one involved emerges too,"(36), then, how can the
'telling be a secondary process, the process of the story being known', as
against the primacy of a constituting consciousness? And, therefore, how
can the. inventive force pre-date its own act against the resistance of the
conventional paradigm? -If the story has been in some dJense written
'secretely' and now remains to be read, then telling is a secondary 'process,

and a prior force is possible. But since clues to the telling are already

-
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significantly interpreted as answering an untold concern,‘ a narrative
structuring is at play'in our directed searching, -but an’ untold concern is
only foung out in the clue and the intelligibility of our human life and
expe::ience_isggiven form with the teiling. Possibly, as experience is trans-
formed into a narrative picture (through the telling), perhaps 'man' is made
into a subject.

The notion of secrecy just alluded to, as a simultaneous disclosure and
concealment of meaning .in the text, does not help in resolving this dilemma.
For it is precisely its character és excluding interpretations that points to
the fact that interpretations undermine that text. While the text is both
underdetermined and an inexhaustible source of meaning, it cannot function
in providing a2 continuity between the (waiting-to-be-told) background story
of our life and the telling without having already interpreted the 'untold'
story as just that which is told. Ricoeur wrjites that narratives possesses a
formative function by means of different paradigms:

Paradigms keep being generated by the very process of tradition

forming that | have ascribed to the power of schematization proper

to the productive imagination. ‘Concordance' thus follows the fate

of the paradigmatic order of plot structures. Even the defiance of

any paradigm, (...} belongs to the paradoxical history of ‘con-

cordance'{...) (T)he formal notion of narrative order is capable of

infinite variations, including the ironic denial of all inherited
paradigms. (37)

If concordance and continuity is such a paradoxical notion, including as
| it does, ‘every attempted negatidn of its own possibillity, i.e. the paradigm,
then what sulpports such coherence or accounts for this paradox? Our view
is that 5u¢h coherence is not ultimately a solution to an incomprehensible
paradox but a restatement of the problem. To approach the issue of coher-

ence, we might open our comprehension on the paradoxical nature of our

concept of time and seek alternatives to the foreclosure of the concept of

-
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mediation. One such alternative is to see 'experience' as given form by a
narrative sequence, not in 2 poetic mode of understanding that formalizes
nd thereby negates .the Pparadox, but in & translocation of temporal
orgainzation that accepts_the discontinu%ty of opposites without the impdsition
of a formal system and Lts own self-legitimating demand for the accountability
of origin. Tf';ese positions, in the ;aresent context, are merely.poiicy state-
ments. They remain to be examined in som etail and”in the following
chapters, we hope to do just that. Chapter 5 will deal with this struActure‘
of translocation that we suggest is both metaphorical and paradoxical.
Chapter 6 will examine the role of mediation in philosophy's own narrative of
legitimation.

In the present case of the coherence and significance of elements in a
musical narrative, the temporal process is ultimately the only constituent in
the cbntinuity between the untold story and the telling. Infact, the autono-
my of the dynamic event suggests that, as an image of time, time is artic?'—
ulated for us. On the one hand, we fill in time with our interests and the
image is mediated through a symbol system that is already those concerns
interpreted. Narrative is then seen as the self-conscious clarity of a re-
sponsible project at the surface level of ‘the story. But on the other hand,
time can also be given for us in the image which functions to articulate time
for us and therefor:e configure our experience in such a way that only
certain constructions are possible. On this showing, narrative is a trans-
parent site in which an authoritative voice writes out its obligatory demands.

Ricoeur's solution .to this paradox in the untold story, that is the
hidden ground of continuity to the telling, certainly answers to the first
element of this paradox. But the paradoxical notion of a 'productive refer-

ence' s only another expression of the issue, rather than 2z theoretical



page 93

solution, since the propriefy of mediation is assumed without which the
opposition would remain discontinuous. The 'referent' cannot be compre-
hended without that pfeviously )ir'aterpreted set of interesfs that direct the
unfolding of the untold story- |

if Ricoeur's resolution to the paradox is not accepted, narrative is
R

simply the telling of the story itself, and what we ‘can make of it. The
problem of unbounded interpretations is not solved (nor is this view meant

‘to do so) but appears an another expression of the temporal paradox itself.

Therefore, the work of art, on the one hand, is the occasion for the articu-

. i e -
lation of subjective feeling, desire and motivation that delimit the critic and

criticism itself and release the artwork beyond the grasp of the institution;
- B

and on the other, the equally valid critical and philosophical moment that

commands identification through the presentation of the work acc\ordi_ng to

the conventions of its original historical and cultural epoch.

7
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Chapter 5

/
The Paradoxical Nature of the Sign as a Metaphor for Time

Section A) The Metaphorica! Process

'To think A.by means of B', this is the logical form of metaphor. The
suggestion is that a semantic field 'A' is ‘visualized or imagined according to
schematic pattern of field 'B'.: énly by means of this operative synthesis is
‘;\' thought at all. This thinking as an organizing and ;Iassifying activity,
is productive, 'A' being distinct from its conditions before this transforma-
tion. Can a metaphor then, be identified with this general theory of trans-
formatio_na[ process? Does it require a particular postuate of reference?

Being an op;.-rational synthesis, underlining the logical form of meta-
phor, appears to ground metaphor in a network of identity and difference.
Though an ‘an_oéogic‘ metaphor of the shape 'A-is B' is straightforwardly
simple in form, it hides a complex cognitive relation between A and B that
raise§ serious questions about the literary or philosophic figure, and chal-
Ienf_:]es the c|as§ical view of metaphor as an 'embellishment on -an already
estatﬁished literal language.

Nietzsche was the first to point out the grounding assumption of this
doctrine toward an unequivocal foundation for literal meaniné, for the integ-
rity of the field itself, that shapes the metaphorical process into a literary
problem of metaphoric attribution. We have only living metaphors and those
who through common usage pass unnoticed into ordinary discourse.

Nietzsche does not accept metaphor as an embellishment on an internally
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i
consistent literal language that would assume an unequivocal foundation j‘or

fiteral meaning. In The Genealbgy of Morals (1), dealing with the radically

historical nature and the continuity of the hconcepts of metaphor and literal,
Nietzsche's aim is to show‘ how moral and spiritual interests are de\;eloped
from basic material needs with the intent to undermine a simple opposi£ion of
values, of the autonomy of the sién. To say modern notions of symbolic
expression are completely foreign to 'primeval speech',' seems to opt for a
foundation of some descriptive detail. The claim that .it is in relation to
economic life, the market place, that a moral sen;se is developed through the
presuppositions and structures of equality and .exchange, of measlre and
value in which "one person first encountered another person"(2), is open to
several interpretations. It is possible as a description of the ‘amoral' foun-
dations, of ’Céntemporary 'moral' society. But equally the claim accords an
originating status to a2 material basis, whose actions need no interpretation.
The probiem is, of course, that this view is itself a metaphqrica! interpreta-
tion.‘ Such anthropological research into originary states of consciousness
-out of which have evolveci, or, for Nietzsche, de-volved, the present
self-understanding was a contemporary methodological imperative of this
nascent empirical science. Thus Nietzsche is involved in the same perpetual
filtering of experience, history, etc., through the contemporary modes of
symbolic expression. . 2
Now, a§sumin§ Nietzsche is aware of this deeply problematic situation
" with respect to metaphorical process, how can we éxplain this inadvertent
contradicﬁon that occur's' with the blurring of the distinguishing literal/
_figurative c;istinction? Can we account for this contradiction between, 1) the
reduction té a2 single explanatory socio-economic model, and 2) the multi-

dimensional originating source of metaphor?
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Nietzsche's argument has its own 'logic' - a parallel conceptual struc-
ture that is opposed in its direction. He admits the first mom.ent of this
paradox as an etymological consideration designed to ‘show the literal nature
of the ca;e underlying knowledge and here metaphor is undervalued. On
the other hand, he also accepts the second moment to undermine and dis-
courage the literalism of values and therefore metaphor is valuable.

To come to terms with this contradiction, let us reformulate it as fol-
lows. Taking -the first feature as part of a given conventional system of
signification, and the second as the re-surfacing of an open figurative
space, then we may understanci this as the familiar and apparently irresolv-
"able temporal paradox between an experience configured for us through an
ordering of time by convention, and the articulation of experience, a fill-
ing-in of time by invitation into a figurative space. Thus metaphor as an

attempt to solve this contradiction can never succeed, for the paradox

originates in our temporal experience. Metaphor, lacking the stability of

' mediation, appears-then as the 'taking of a trick', or jest. It creates the
appearance of a bridge betwéen the paradoxical moments for the purpose of a
necessary” intellectual play, or in general ‘human movement' - for the pur-
pose ,o:f presenting a novel idea, thought, feeling etc., - the search for

f

instabilities in the conventional speech. /

Nietzsche's view of a metaphoric;l force amLo’unts to an interpre.tative
violence: The rendering of meaning of one system or term in relation to the
dominating other, either through undermining one term by grounding it ip
the other's perspective, or as one systems attempt to establish itself as the
ultimate foundation for the other. The difficulty of Nietzxche's latent
literalism sﬁrfaces here. !s interpretation necessarily forcing a rﬁold, subor-
dinating'an idea to a system, where no previous system or hierarchy of
s

I3 rs

o/
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meaning existed? Can there be a violent dislocation of meaning where no
'proper place' as a func‘:c\ion of symbolic interpretation, has not originally
been assigned? )

The force of Nietzsche's sugges'&ifm r?ther lies in the challe'nge it ra_iséé
) co_ncerning tg.‘aleological development 4n a n‘;etaphorical thought process. The
a priorff or ;ational order of reason, 'the truth of phi[osopl_‘ry', conceals the
_fact.that igeas are ranked':as subordinate and or:aere?i after the ascendency:\
of the a;clai.med, and 'only then' establis-hed idea. The usual relation of
'causg, effect,lpu.r"pose‘of an object, is inverted. But once 2gain we meet
Nietzschs’s probtematic of a literalism based on a utility or description, of a
re-interpretation based -on a metaphorical subordination of one idea to
another, This contradiction, that in articulating a theory uncovering the
arbitrary nature of the 'proper place' one must presuppose a cgrtain stabil- ~
ity, does not disprove Neitzsche's theory. What we réquiré is a more
figurative paradigm for the argument that can account for the conceptual
- human movement of the metaphorical process in which concept, figure, and
narrative; equally play a role. ‘in this sense, we can construe the meaning
of the 'is' of metaphor as a narrative tale, articulated accor;ding to different
historical and temporal configurations.

Pafricia Parker, in an articie entitled 'The Metaphorica] PIot'(B),. has
-done some‘thing similar. She speaks of a dynamic interpretation (of metaphor
as movement a;nd takes the complex. relations between. A and B as different
-systems of plots - ‘a controlled plotting of movement.

In the tranisportation of. translocation. of a term from one semantic field
to another, the linear developmem; of conceptual thinking and configuration

of ti‘m“e is challenged. In this way, metaphor configures time in a variety of

ways. It conflates time and relations and disorients before we can
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accommodate it logically and chronologically. On the other hand, identity is
spread out or 'spaced' through thg_-metaphor, and on the other, the forcing
.together of evidently unacceptable events into one incident, into unbearably
condensed relations. |

At the same time, however, met;phor announces a certain 'exile from
identity' - an estrangement from a proper place, an exile from the decorum
of propriety ihrough a transgrgssion over civil b;undaries - as well as an
'exile from return' to its or:iginal preserved identity in the apocalypitc dream
of a return by reversing this initial errancy, a language cleansed of this

violating feature.

Doy
3

-~

Ih the act of retreating another sense of metaphor is founded and one

" more closely associated with- the modern epoch; -a delay of movement of the
signifier towards the signified, in which the reader is invited to participate’

in a creative space in which a 'space of the figure' replaces the cilassical

proper place. This hesitancy subverts the jinéar, chronological direction of

“predicative thifﬁl‘dng completely. This direct link to reference, the normal
descriptive reference, is suspen@ed and -once foreign ideas are conjoined in a

'rabprochment'. aul Ricoeur's conception of a metaphor, as will be argued

- below, while replac¢ing the classical ‘proper place' of the substitution view of
metaphor with the space of encounter, simultaneously retains the sense of

'placing as a context for errancy, a comprehensive limit for deviation within

an encompassing plot. This conception with its basis in a teleological move-

ment, prohibits a consideration of a more r;dical discontinuity, a dual aspect

of metaphor:. This duality of retreat in the metaphorical plot intends to do

justice to the temporality of signification, to the temporal nature of a con-

vention patterning of syntax. Translation and transportation as conceptions

of metaphor, reflect the temporal difference by undermining the linear form
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of reference including the possibility of errancy \witﬁin the figurative space.
This discontinuity and retreat from reference suuggests almost a conspiracy
or compulsion to undermine it authoritative attributior? to the 'world'.

Parker invites us to consider this dual aspect of openness and conceal-

ment:

Metaphors are ‘arresting’; they compel as well as invite us to enter

their figurative ground in order to 'grasp' them. But it is often

difficult, in this process of ‘'play’, for tHe reader to perceive the

he himself has been 'grasped' or ‘'occupied'(...) Metaphor both

opens up and forecloses.(4) - :

The metaphorical plot is the tale of the conjunction of A and B, of. the
narrative history of the 'is'. We might say that the duality as the structure
of metaphor, runs in both directions simultaneously and allows metaphor to
act as a transference system between the moments of the temporal paradox
without anticipating the teleological return to a2 proper place that functions
in mediation. This teleclogical supposition is what allows a logical
development that guides a process of interpretation as a plot towards a
definite end. The problem, as Parker points out, is that this 'sense of an
ending' "could be no more than a function of accepting the metaphor,
pre-determining the course of the story as already appropriate.

This notion of discontinuity and incongruity is also an essential feature

of David Miall's position of understanding metaphor as a thought process(5).

More than this, however, Miall suggests that metaphorical a;tcibnﬁoﬁ':’me\
- - \'\_v// - =~ \
play of concealment and openness, is a transformation of thought itself and
not a transaction between isolated linguistic entities. He integratés metaphor-
_into a more comprehensive view of thinking as an ongoing dynamic preccess in

which the cognitive function of metaphor is understood as a psychological

process or rather justified as a psychological accdunt. Though our interest
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in the cognitive function is limited, it is Mia!;s —suggestion of an 'imageless
thought' that is of interest.

Because the metaphorical interaction takes place between concepts
rather than words or signs, a metaphor can be productive or meaning only if
:Jnderstood as a thought p‘rocess. The organized and synthetic nature of
the contative resources of the modifier interacts with the principle subject
and suggests a parallel, unconscious ordering within these resources that
directs conscious thought. To become aware ‘of this influence is to explore
and force upon us certain presuppositions that often reveal 'major systems of
thought' within us. This raises the interesting question whether the conno-
tations need be expressed consciously before they can be used in a meta-
phor.

Further experiments reveal that 'formal intuition occurs at the
pre-verbal level. The notion of ‘'imageless thought', that concepts can be
developed -without conscious awareness of the user, may be an appar-
termiﬁoiogica! or semantic problem that is ciériﬁed in the following statement

by Miall: "These structures of thought pre-exist the encounter with the

metaphor t(hat activates them, certainly, but they cannot be/d.ea:—::itw

. ,.f—'-” h
advance, nor can their role in a metaphor be calculated’ or‘determined."fﬁ] ™

Miall is clearly articulating the aspect of concealment in terms of a psycho- \r
/

logical process, which accounts for the use of a rather abstract conception v/

of thinking as 'isolated thought' rather than, say, reasoning itself. this

would not only be more concrete but allso a thoroughly dynamic process - the

way in which an argumeﬁt is presented as a narrative distinct from its more

typically logical patterns. Reading the passage in this tight suggests: 1)

that metéphor articulates or encapsulates an image a pre-verbal thought, and

-
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2) a conscious use of an image that we intuitively sense 'fits' some s:o;"t of
unverbalized idea.

But even so, to speak of such an ephemeral idea, appears to be a
function of a psychological or episﬁemological need to locate a governing
reason and order, since it would be simpler to accept .the presentation
structure of thinking in which the image recounts a narrative for us.
Further, even accepting the possibility of this intuition, why wg_uld a figura-
T.ive form be more appropri‘ate than a literal one‘.’_ And‘ how are we to know
the nature of this unconscious wvoice? It cculd be an obsessive one, in
which case something more must be meant in the metabho_r. Miall's con-
ception of metaphor as a psychological process allows for some fragmentation
of the logica! relationship between word and a literal reference. Nonethe-
less, the distinction between word and thought or sign and signified, defines
insight as the result of the. defamiliarization of the object, through the
transference of concrete meaning to the latter while the former retains its
stability. And therefore Miall can write: "Poetry does not primarily alter
languggle - but it may very well revolutionize thought."{7) '

There appears to be somethiing arbitrary in this last quotati_on that
stipulates the permanence of the meaning of certain terms in the sense that
one would like to know how to account for this 'fact' given the rigorous
dynamic function of the thought process. But this leads to a further query.
It ‘metaphorlhwis construed 'as a ,dynamic process, as a transformation in
thought itself, does it necessarily . follow that the sign/s-ignified relation
should be so discontinuous? Or does the suggestion that metaphorical state-
ments, like scientific theories,  have a c“ognitive fL_mction in ordering and
compréhending the world, imply that a transformation in thought affects only

concepts rather than words? Again, are thoughts not indicated by their own



page 102

sign insofar as the signified concept is the meaning of the sign term in-
specifically determined instances? Our contention is that the relation ‘is
discontinuous due to a lack of proprlety attaching to words themselves.

Miall - relies on an ana!ogy with scientific reasoning in a way that is
reminiscent of the invitation offered by the 'figurative space' created
through the suspension of literal reference and the subject modifier tension:

- ~

Just as, with a theory, a tension in thought is set up which

invites Turther exploration and. experimental testing, so with

metaphor the new perspective opened up invites us to explore our

own experience and thought. Metaphor does not undertake to

establish a-truth, but it suggests where we may begin to seek one
in thought.(8)

This classical sense of metaphoric 'place', however, must be challenged
precisely because there is no propriely appropriate to words to guarantee a
'proper place', that at the leve! df the dynamic' permanence and stability ‘ar.e
possible. But 'imageless thought' énd the realization of intuitions are prob-
lematic. Perhaps they could be explained in an alternative way. The mean-
ing of the image that is articulated for us, tends to appear - to be taken -
as a previously intuited meaning that now governs the figure and the in-
verted relationship ther.1 appears as justified through the very linguistic
behavior of looking-at or seeing-as, of assuming the relationship as such.

Perhaps the issue of ‘imageless thought' and consequent implications for
signification, coqld be furt_her explained by relating Miall's. notion of.the
dynamic effect of connotative resources to a more established ar;d founda-
tional account. As Miall does contrast his view with Max Blaék's
Interactionist Theory, this would be a proper point to pursue in the follow-

ing section,
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Section B) Can a Metaphor'be Paraphrased?

The explanation of m‘etaphor, then, requires a more fluid conception of
the relation between one term and another; a narrative of emploltment allows
us to handle or make sense of the paradox, whereas understanding this™
relation in terms of Iogi-ca[ axioms or categorTes leads to notions of trespass
and irrationality that is itsellf an imposition of a system of thought on an-
other seen as a potential threat to deéorum and civility. How far can this
position be taken? Can a metaphor be paraphrased? What does translation
mean in this context?

Accerding to Max Black's theory 'The Interaction ;I'heory' of Metaphor',
a metaphor that is still lively and emphatic consists of the 'thinking together'-
of the primary subject and a secondary one. Consider the meta;:;hor: 'Man is
a wolf'. The primary subject,' 'man', is effectively understood or thought in
terms of a wolf-system of "...associated commonplaces."(9) That is a system
of related ideas, "...governed by syntactical and semantic rules, whose
violation would produce. non-sense."(10} These characferi'stics of the
'implicative context' of Ithe secondary subject need no:t be actual properties
of the subject as such but the received opinion of the speech community.

Unconventional subsidiary systems are indeed possible, even though
they deviate somewhat from the accepted semantic .rules. In this case, the
utferer provides the novel context, the specifically constructed systems of

implications in which the transference is successful.

£

_‘The system of related ideas is applied to 'man' by inciting the hearer to
select the emphasize some features of the secondary subject while
suppressing others. This organization produces new implications for this

principle subject, "...not quite its meaning in literal uses, nor quite the
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meaning which any literal substitute would have."(11) And further, the
secondary or focal word is reciprocally re-defined in its own implications by
being deflected by the resultant implications of the principle term. Hence
the pivoting nature of the Interaction.Theory, the 'shift of meaning®. Black
writes: "It would be more illuminating in some case to say that the metaphor
correlates the simultaneity than to say that it formulates some 'similarity
antecedently existing.'(12) Black suggests that in the interaction of the
simultaneous relationship between S}ijects, a:strong metaphor can embody
insight or generate new knowledge inexpressible in a literal paraphrase.
think Black can meet Charleton's objection.

Charleton{13) challenges the assumption of a 'shift of meaning' or
production of meaning and claims that similarity or resemblance, while not
exhaustive, is sufficient. What Black does is to confalte two. genuine
questions on the definition of metaphor and how it takes effect .‘into the
pseudo-question a'bout the meaning of words or phrases in particular uses,
-in this case a metaphorical use. 0On Charleton's view, words can be used in
different senses, extended and even inapplicable senses, When used in the
latter sense, which does not transform but retain an intelligible linguistic
use, a word is used metaphorically. Thus, he claims, "A metaphorical sense
is a sense in which the semantics of a language permits us to use a word.
A living metaphor gets its force from being a use which is not permitted
(...) It lives because the words retain their usua! meanings."(14)

A word can be used in one of its aiready established senses within the
context determining the probability of the meaning. Not only is the 'sense
extended, but a word is transferred from its proper application in reference
to one thing to a quite different one, and therefore used in an inapplicable

or mis-applied sense. Because Charleton wants to preserve th_g_: notion of
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resemblance and the stability of the concept of literal or original use, he

maintains the end towards which the word is put is deterrr{inative and tends
to encompass metaphorical use.

In this way resemblance of the apb}ication would be guaranteed only if

the stability of literal meaning is accepted and, as Black noted, this involved

'Charleto_n-in an arbitrary presupposition of a 'literal truth paradigm' as an
- »

unproblematic standard which takes as 'a priori' certain contextual arrange-
ments. as imposéib—I;_Eaé. Bu.t'if Charleton believes that Black succeeds as
an account of thg effect of metaphor, this is to say that the purpose of
transference -is to bring two ideas ilnto interaction. Self-identity of the
meaning of the words is maintéined by feference to some established use
based on a meaning or entity to be used. In itself §uch 3 use creates a
disparity between &erms that suggests only a conventional semantic or syn-
tactic relation. No reasorr_:?(—\ﬂo—metaphorical function is made available here
that proceeds in the o;@;ite direction of 'exile' from established permitted
use, that forces two dissimilar terms into an inapplicable conjunction, thus

producing a new orientation in the world. Our suggestion is that a contra-

dicting paralle! structure, equally a part of metaphor, must operate in which

- the 'space of exile' is no longer just that but understood, accepted, antic-

ipated as return, as identity. What Charleton does 'in defining a 'fruitful

interaction' in terms of locating goed and sufficient reasons for the trans-
ference, is to avoid adc;ressing the issues of whether and how the idea of
two things are or.can be simuitaneously already related and disparate.

Black does indeed r:écognize the work of syntactical and semantic rules
in the generation of metaphor. However, the semantic rules do not exhaus-
tively define‘a subject w'ithoﬁt a movement formed through the sug'gested
similarity of the metabhor. I will quoté him at length: |



page 106
X}

But the set of literal statements so obtained will not have the same
power to inform and enlighten as the original. For one thing the
implications previously left for a suitable reader to educe for
himself with a nice feeling for their relative priorities and degree
of importance are now presented explicitly as though having equal
weight. The literal paraphrase invariably says too much and with
the wrong emphasis. One of the points | most wish to stress is
that the loss in such cases is a loss in cognitive content; the
relevant weakness of the literal paraphrase is not that it may be
tiresomely prolix or boringly explicit, or different in qualities of
style; it fails to be a translation because it fails to give the
insight that the metaphor did. (15}
A living metaphor acts as an instrument inviting the reader's co-
operation in revealing or producing a significant and meaningful relation
P .
between 'analogous structural patterns of two unrelated fields'. The cogni-
tive content of metaphdrical assertions is disclosed rather than translated,
and therefore judgements of correctness/incorrectness .are appropriate. A
metaphor is similar to those representational devices such as charts, maps,
etc., that depict or show 'how things are' rather than literal statements
represén.ting facts. But to ask for truth wvalue is to treat metaphors as

expgndable or translatable.

If metaphors are completely or only partially capable of being para-
phrased, then metaphors are not so much productive of knowledge as they
are reducible to the adequacy of positive knowledge and its operators of
quantification and ‘analytical measure. Their‘ effect as a dynamic element in a
thought process would be undermined. Og the other hand, what is the
conterit of positive knowledge, when the ability to translate from‘ oﬁe seman-
tic field to another is seriously challenged. We would claim that this polarity
hinders our conceiving of the effect of metaphor as a dynamic element in a
thought prc?cess. What“alternati‘\:es are there?

In a recent article(16), Alan Tormey proposes such an alternative and

situates metaphor within the context of the discussion on counterfactuals,

thereby re-locating the concept of paraphrase and re-interpreting metaphor
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- as a form of suppc;sitional reasoning in terms of the issues and concerns in
the philosophy of language.. The force of the recommendation for metaphors
as elliptical counterfactual conditionals is to be found in its didactic power to
illﬁminate. On this strategy, the,n, the‘metaphor 'man is a wolf' becomes the
conditional, 'If man were an animal, he would be a wolf'.

Violating any reasonable set of expeétations within the limits of plausi-

‘ble background infbrrhation concerning the concept ‘man', the metaphor is
clearly implausible. But since such plausibility also violates the intelligible
'facts of the case', a distinction is needed between plausible and implausible
counterfactual reasoning. For exa.lmple, a serious possibility' would be
considered consistent with normative background assumptions. But a meta-
phor is often a hypothetical possibility in which the possibility of the

'antecea_ent cannot b‘e seriously supposed, given what we would normally
accept concerning the concepts 'man' and 'wolf'. Thus, a metaphor is
defined as, "...and elliptica, implausible, counterfactual conditional offering
us an antecedent supposition that cannot be Iiterally\and seriquslf; enter-
tained."(1J)

. If, then, plausibility is reasonably supported by a casual rt;lationship,
what sustains metaphors as apt, or fitting. s metaphor mere a case of
suppositional reasoning from accepted backgr:ound assumptions? One would

suspect that this would only re-literalize the metaphor. Metaphors on

Tormey's view are sustained through an account of their grounding that is

different than strict logical necessity of the causal laws of a literal interpre-

tation. In other words, the latter is not necessary in understanding a

metaphor. Further, when a metaphor is understood‘as apt, it is not literally

paraphrased so much as explained in terms of the familiar conditions that are

cited 55 holding. An explanatory paraphrase, therefore, is actually not a
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direct  translation, but simply a procedure through which 2 supportive
grounding and argument, referi-ing to shared analogical features is offere;:{
for its appropriateness. The intention to supply a -casuai explanation is
seriously misdirected and the metaphorical insight or meaniné is inexpressible
in a literal paraphrase because metaphors d¢ not mean. through .the
-grounding conventions of positive knowledge.

But even Tormey's alternative in ‘pursuing the idea that a metaphor
cannot be translated into a literal paraphrase and therefore true or false,
leads us to appreciate the force of concepts of 'cognitive content', or
‘original insight'. Let us ;ummarize this in the following way. If an object
of knowledge is capable -of being asserted, it is capable of being true or
false. There is, therefore, no good reason why we cannot stipulate the
truth conditions of a metaphor and judge the appropriateness of a literal
paraphrase. Martin Warner(18) has made this argument for a strict
parallelism between a literal and a metaphorical assertion or statement to the
effect that, given the same truth conditions, then they have the same cogni-
tive content. I[f a paraphrase says 'too much' or reveals a loss of cognitive
content, .th.en either we have refused to specify exactly the truth conditions
of the metaphor, or the paraphrase is true while the metaphor fails to hold.
Both of these alternatives suégest the open-textured metaphor will entail
more assertions than we have realized and is therefore inexhaustable. But it’
does not imply that the missed implication is not in principie paraphrasable,
i.e. that there exists truths expressible only in metaphor.

This argument works, ! believe, only if we accept 'cbgnitive content' as
a somewhat -absstract 'possible object of knowledge'. That insight is neces-
sarily reducible to cognitive content and therefore is true or false, only

shows us that the conventional standardizing and quantifying procedures of
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one system is domir;ating the other through a-mediating teieological demand.-
Further; it would be difficult to maintain, as Warner .does, that metaphor
still possesses a didactic and enliéhtening function since it is unclear in
what. significant way the distinctive metaphorical force can be, construed as
suggestive when the métaphbr is reducible to the criteria of é constantive
utterance. For example, Warner cl:‘:!ims that metaphor, though not productive
of insight, is s_iill cognitively useful in ,Ieadiné us to see, articulate aqd
analyze what we have never noticed before. B.ut' what is it that does in fact
direct and lead if not the force of insight to ‘discriminate our experience or
articulate a meaning for us in advance of some sort of 'proper' theoretical
analysis? Finally, the justification of the insight of metaphor is a pragmatic
one and, therefore, fundamentally irrelevant in the interest of the 'straight-
forward' analysis of theoretical discourse.

A number of these subsequent issues might be _cfeared up if we seek a
ge'nuine alternative to the autonomy of distinct fields that require not only
the impossibility of translocation but also the conception of this problem in
terms of that very polarity itse!f. In order to adequately conceive of meta-
phor as a thought process, we need to accept that relevant conceptual
structures are transformed along with the object itself. What prohibits the
conception of metaphor as 2 translation is the persistence of translation';
'other! - positive knowledge, or, more precisely, its self-constituted
autonomy leaves no room for transportation over discontinuous parallel struc-
tures. Even if metaphor functions diale}:t‘ically in opposition to positive
knowledge, it can still be construed as either weak or strong: Weak as in
Warner's case as functioning through an illocutionary force, and strong as
productive of knowledge, as Max Black believes. In neither case has our

conception moved beyond this dominating polarity nor has metapho‘r been

\
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rendered truly 'transportational’, i.e., as 2 transformation of both strucfure
-and event.

This necessity can be demonstrated in terms of the in‘teractioﬁ Theory.
Black shows how metaphor works in producing similarify relations. in order
to argue for a d‘istinctive cognitive content as well, he must show tﬁe s.ignif-
icance o?'\ thé metaphorical formr of production by establishing it in the -
context of a non-literalist view of production which can account “for the
principlé subject as a ‘possible‘object of knowledge' in the first place. But
how can this be achieved wi;homllt transforming those very conceptual struc-
tures through which the object itself is thought and, thereby, undermining
the polarity ‘figurativeiliteral' that Black still depends upon. Only without
;his restriction could we pursue the concept of metaphorical translation in
terms of a transformat-ional process.

Black has not considered the construction of new meaning but relies on
established constructed meaning. As Paul Ricoeur asks: How are we to
conceive of the novel creation of metaphors, of 'specifically constructed
systems', without assimilating this process to the syntactic and semantic
rule-governed nature of language? ) By not taking into account the effect of
cultural rules, Black's Interaction Theory, then, reduces to the Substitution
'Theory in which established 'systems are substituted rather than particular
words or phrases.

~

Section C} The Figure in the Text

Must any transformation, by definition, be grounded on a pre-deter-

mined system or structure of resemblance? Is such a theory to be defined
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only in .terms of the substitutionist view with its thesis of 1st order
reference? ~

Paul Ricoeur addresses these concerns in terms of an account of the

production of sense. Since metonymic transportation at the semiotic level
can only.account for a deviance in denotation, an adequate theory of meta-
phor is only possible as a semantic theory. This semantic function suggests
- that words have actual. meanings only in the sentential event 'c‘:f discourse,
and that lexical entities exist potentially only for the sake of a sentential
use. The metaphor is thus, "... a sense that emerges as the result of
certain contextual action."(19) T.he move in this direction is completed by
an account of the semiotic function in terms of the imagination and its_ accom-
panying psychology as it contributes.to an understanding of the notion of
resemblance. How then does resemblance and imagination work in the pro-
duction of meaning?

Metaphorical meaning is a response to the tension created by the dis-
ruptive movement of an expression between two semantic fields; a denotative
literal reference and an indirectly designating figurative one. This_ semaﬁtic
impertinence establishes a new congruence, a 'semantic innovation' that saves
the sentence from a self-defeating contradiction. Metaphor as an enigmatic
solution is a novel production, a word-meaning occurring as the event of a
novel context.

The response is defined as that mediation constituted. through the
engagement of the two semantic fields which are interpreted as, and made
possible, by the “concept of resemblance. This duality is evident inr
Ricoeur's formulation, "Resemblance(...)is the rapprochement which reveals a
generic kinship between two heterogenous ideas."{20) The homogeneous

final point is inevitable as the 'telos' of the two heterogenous fields tends to

AY
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a conversion. This is achieved by replacing the classical notion of imagina-
tion as ‘weak perceptual residue of things aiready perceived with the
schematizing synthetic operation of Kant's productive imagination interpreted

within an understanding of linguistic construction. This involves three

factors:

Imagination does not merely schematize the predicative assimilation
between terms by its synthetic insight, nor does it merely picture
the sense~thanks to _the display of images aroused and controlled
by the cognitive process. Rather it contributes to the 'epoche' of
ordinary reference and to the projection of new possibilities of
redescribing the world.{21)

Let us formula}e the interrelation of these three factors in. the following
way:

1)  The schematic- function \through predicative assimilation. The
intuitive insight is immediate insofar gas it has already synthesized the predi-
cate through the schema. Thus thinking is an instantaneous 'grasping to-
gether' that is a generalized linguistic act, tha! of assimilation. The
introduction of the notion of seeing-as establishes resen:blance as 2 mediation
from inside language.

2) | On the second funct?on of depiction, Ricoeur writes, "In the same
way, therefore, that the schema is the matrix of the category, the icon is
the matrix of new semantic pertinence that is born out of the dismantling of
semantic networks caused by the shock of contradiction."(22)

The icon is the imaginary moment whereby the intended thought is
presented under a concrete aspect according to a method or formula for the
construction of images. Since the iconic presentation is the result of the

intuitive grasp, then we cannot view predicative assimilation as a process
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external to the schematization of the productive imagination and representa-
tion as a weak mental replacement.

The production or display_i_qc\)f images is the medium in which and
through which we see similaritie“s./KThe image points towards these original
resemblances through a parallel elaboration of an incomplete set of images at
the base of metaphorical expression with an antecedent incomplete set of
images in the world. "To imagine, then, is not to have a mental picture of
something but to display relations in a depi{cting mode."(23)

Thus the metaphorical expression serves the antecedent while simulta-
neously anticipating the antecedent as rnateriaf for its completion, since these
are grasped together through similarities that bring together since the two
semantic figlds.‘ The resemblance 'rj\elationship is a mediating structure
insofar as the end is inter:td'ed in the response.

3) The function of the 'epoche' - to suspend the referent - is meant to
account for the fact that the function of metaphorical reference (to desc;-ibe
immediately that state of affairs which actually exists). is opposed to the
metaphorical sense {to suggest on reflection that such a stéte of affairs
cannot actually be referred). The mediation of this opposition is in fact a
comple'k strategy of a 'split-reference’ concerning the suspension of ordinary
reference and at the same time the preservation of reference. This essential
affirmation/denial complex is a dynamic process, noticeably different from the
concealment/openness aspect of metaphorical attribl;iion in that meaning is
made to cohere by a single operative structure resolving the opposition at
the "sentential level. Discourse is seen as the achievement of a mediation
legitimated by its own inevitability.

The image in the final analysis is both an absence and a fiction, as

mediation is both negation and preservatiecn. This is the precise function of
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a heuristic system, to re-create through production and projection. f
metaphorical fiction concretizes and completes the structure of split-reference
by suspending the everyday manipulative existence in the literal world
insofar as it can recall those 'potentialities /of meaﬁing' or reality that have
been made absent in that everyday mode. - \ o |

The nodal point of this split—reference_,'ltiés in the nature of the verktal
%nsion, the paradoxical 'is/is not', employed for the sake of revealing new
meaning, to ‘delixicalize’ accepted meanings. The power of the metaphor is
its ability %Eo re-describe reality in a non-literal fashion while still maintain-
ing its ties to reality. And it does so through the imposition of orga-
nizational forms on reality.

The question of this achievement is' a formidable “one. To do this,
Ricoeur needs to develop @ general theory of reference which can encompass
a mode beyond denotation and connotation. Thus in maint'aining/.the validity
of the senge/reference distinction, hoW’“doe\s Ricoeur allow. 'c]‘hat truth is
p.ossib!e only given a reality, existing indepe;k\j‘ently of langyége, to which
truth can be said to refer or describe? Given\':\timitﬁ{c’c‘)—;ur's revision is
founded on a radical consideration of thought-process itself as metaphoric,
can he maintain any meaning for the referential function of language?

One could question the status of this extra-linguistic reality, claiming
that the paradoxical tension of the 'is/is not' structure, in undermining
literal interpretation, suggests the literal description was only an effect and
the rgfer'ent of the metaphor was always non-existent. But this would be to
stress the negativity of the 'is not' component and interpret the metaphorical
force of the 'is' as a rather strict resemblance or identity according to the
procedural rules of 2 poéitive single referential grammar instead of the

-~

dynamic process that \it is. ' ", 2

~e

o>

l;'fj



'page 115
o
Gary MacL.ison, | believe, has taken this view(24). The difficulty here
is that this theory does not ‘adequately consider Ricoeur's clairn%;hat
metaphorical attribution, as a heuristic .fic_tion, is a foundation/ for
re-description in thaE it functions to weaken thé proposed literal meaning.
The ‘intended equivocation' of metaphorical attribution is the schema (formu-

-

la, method) of the synthesis of identity and difference ((;f 'is and is not'}.
The imaginative schema is in a way, a2 useful tool for disclosing ci(mensions
of reality.q The tension created by the heuristic fictionior model can be
overcome by a change in perspective, by disclosing a figurative second
order reference, i.e., new ‘possibilities for meaning. Metaphorical reference
concerns semantic network; whose derived product can be formalized as a
r:mivoc‘:al-statement or discrete essence at the lexical level of language.

But the question that Mad json is raising might be understood as fo'~
lows. Can Ricoeur's tension prevent 'thé collapse of reference into the
'sense' of our dw.él[ing in the world? |

Thus, for examplé,-MadJson writes, "The referent ;f language would
be inseparable from the language itself or sense."{25) The referent, the
actual world, since it is constituted by the manner in which it is linguistical-
ly referred to, is related to language as a function of its sense. Our
lived-experience is the non-linguistic source whose surplus of meaning is
expressed in languages in the destruction of literal interpretation.

Ricoeur argues that as a semantic phenomenon, metaphor can only be
adequately accounted for as a productive synthesis. The image is
schematized by thought, 'homogeneous with thinking itself as the mediation of
two semantic fields achieving a new postulaie of reference through the

operative function of suspension. However, the process is still cognitive,

relying on the semantic level and its eventful production to control and
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order the reference. Since the paradox of intended equivocation is not
sustained but mediated, it is difficult to see how the exile/return structure
of metaphorical attribution can be preserved. The paradoxical ‘is/is nrot'
falls short of metaphor's discontinuous parallel structure and its necessary
strategy of articulating this strﬁcture through a narrative form. A transpo-
sition of such formal sequence accounts for a temporal and dynamic process
that is, at once linguistic and historical, and that prevents a teleological or
mediated return to the 'identical' or 'proper sense'. Ricoeur, while replacing
the classical sense of 'proper place' with a complex strategy of creative
involvement of the reader, has preserved the sense of inevitability and pro-
priety in the dynamic itself at the sentnetial level. Has he succeeded, how-
ever, only in re-locating, yet preserving, the univocal presumption of
resemblance and its identity/difference polarity? How is this new location
possible given the acceptance of the non-mediated creative .impulse of
lived-experience and its surplus of meaning?

Thus we are brought to ask a questic;n concerning a sensefreference
distinction as if ultimately this very opposition, or possible sets of opbo-
sitions {figurative/literal), are at stake. Our understanding of this issue
appears to be limited by a new implication between philos'ophy and metaphor,
a circularity or reversal in which our philosophical apparatus for under-
standing metaphor, is itself metaphorical. MadJson's guestion then might be
understood as asking whether the concept of resemblance is itself not con-
stituted by a metaphorics, a surplus of meaning, and whether metaphor, as
unspoken, can appear adequately in the field of consciousness in order to be
defined. A further discussion must uncover the transposition of a theoret-

ical model, not as an indicative function or reasoned description, but as a
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teleological movement - as a means towards a certain end - that would be
pragmatic, intentional, etc.

Derrida's essay, "White Mythology: -Metaphor in the Text of
Pﬁilosophy", accounts for this circular project of philosophy .unc‘i'er the
heading of metaphor. The wearing away of the proper sense of a word is
that same process or movement of thought in which the sensible is raised
into the intelligible - the ascending formation of concepts. This conjunction
of the hidden philosophical resource and the unstated Epefaﬁﬁhor is best
explained by identifying this metapnorical functic.;n with\ the concept of .
‘usure', a linguistic/economic e;-’fect denoting surplus, consumption, usury,
etc. In doing so, Derrida attends to a pair of thematic considerations: 1)
The efficacy of eroded or dead metaphors in philosophical exchange, and 2)
the demonstration of this first consideration in terms of a metaphorical unity
and transposition of visible to intelligible being. We begin, then, with the
'metaphor of the usure of metaphor' - an irreducible double effect of profit
and loss.

This 'double effacement' is composed of the wearing—aﬁay of the original
-scene, of the metaphorical in the initial meaning, a primary displacement of a
once proper meaning. ¥Fhe second displacement occurs in this Hegelian
notion of ‘raising', which amounts to applying this concept to the process in
order to Iegitim:;;ce this spiritualized vacant meaning as the proper philosoph-
ical sense. Thus the process of idealization is complete and is, in fact, a
movement of metaphorization; the production c‘:;_ 2 concept that erases e;fi-
dence of its trace insofar as the met::tphorical nature of philosophical dis-
course attempts to comprehend the discourse on metaphor. What is effacing

is this very exchange of philosophical discourse itself, since the geneology

of the 'philosophemes', of 'eidos', 'logos’, etc., that as such define the field
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of metaphorical philosophy is comprehended as a metaphorical act in which

the fading-away of metaphor glves vise to the phllosoph:cal concept.

L
8

However, to stress this wearmg-away, e‘facement and loss of propriety

and property, is to overlook another equally significant aspect of usure - its

profit taking:

The word itself is not pronounced, but one may decipher the
double import of usure: erasure by rubbing, exhaustion,
crumbling away, certainly; but also the supplementary product of
capital, the exchange which, far from loosing the original invest-
ment, would fructify its initial wealth, would increase its return in
the form of- revenue, additional interest, Imgunst:c surplus value,
the histories of. the meaning of the word remain indistinguish-
able. (26)

The linguistic surplus value is tied to that of economic value as part of
T —

the same semantic network. KThe latter deals with the accumulation of a

-~
o

labour value, as a surplus’to the labourer's effort valued as wage, that

accrues to those who control the means of production. Thus the machinery

of capital investment ultimately alienates labour from the worker by placing it

5

in 2 transcendent sphere of surplué value. Similarly, metaphor is a linguis-

tic surplus value in that, operating behind the scene, the metaphorical

function is unknown and unrecognized by the speaker. .

Thus Derrida speaks of the impossibility of deciphering metaphor as a

surplus of meaning,; in a philosophical text, the conditions for this’ impos-
; _ ‘

sibility being that, "...metaphor remains, in all its essen\ts‘\al characteristics,

a classical philosopheme, a metaphorical concept. Metaphér has been iss

from a network of philosophemes which themselves cgfrespond to tropes or to

figures, and these philosophemes are contemporaneous to, or in ' systematic

I
:

solidarity with these tropes or figures. This stratum of 'tutelary tropes',

the layer of primary philosophemes{(...) cannot be dominated."(27)
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At least one metaphor woull always remaini exterior an incapable of
dominating the system: "Thg metaphor(...) without which the concept of
metaphor could not be constructed..."(28) This state of affairs is due
primarily to what De;'rida calls the 'Law of Tropic Supplementarity'.
Supplementarity might be understood as a 'necessary reversible relation’
between the outside/inside, exterior/interior, preface/book. Necessary in
that the preface is an essential preceeding synopsis of the book, but revers-
ible as an essential preliminary orientation. Being already and a!waysé-'?\'{': the
midst of the text, the boundaries are obscured. Thus the preface effaces
itself, as intlfoductioﬁ, crosses the dividing line between preface and book

proper by already having become the text. The metaphor of metaphor, that

extra metaphor, would remain an essential parasite, outr@‘de any classification
N

. of the metaphorical possibilities of philosophy, outside the very field it

aliows to be conceived, for there c¢an be no discourse on metaphor outside a

metaphorically engendered semantic network.

The constitution of ‘the fundamental oppositions of the
metaphorology (sensible/intelligible, space/time, signifier/signified
“etc.) has occurred 5y means of the history of a metaphorical lan-
guage, or rather by means of tropic movements which, no longer
capable of being called by & philosophical name - i.e. metaphors -
nevertheless, and for the same reason, do not make up a 'proper’
language.(29)

Conceptual networks are metaphorically engendered insofar as the
philosophical 'raising' of the concept, as the fundamental philosophical ges-
ture, is equally the process of 'usure', of the wearing away effect of sensi-
ble appropriation.

The second consideration, to demonstrate the efficacy of eroded meta-
phors through the transposition of sensible to intelligible being, Derrida

proceeds via a historical justification. It was the Aristotelian conception and
!
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identification of metaphor with the nominalizable, wit the noun, that speaks
of the metaphorical unity of sensible/inteliigible being. Analogical resem-
blance, if based on this metaphorical unity of sensible/intelligible being,
would be.articulated through an ontology - a catagoremic transport or unity
of substance and being - in which a theory of names or nouns is articulated
in and through an ont;:alogy. The duality 'meaning{sense)/reference are
interrelated in terms of the 'possibility of signifying by’ mea;s of a noun'
and an ‘ﬂqdependent being identified with itself'. The Aristotelian ontology
mutually relates various terms or values, of logos, mimesis, discourse,

signifier, etc., in a metaphorical chain which are indivisibly associated with

the wvalue of metaphor, to the possibility of meaning and truth in discourse

by teleological determination, - to the possibility of exercising constraints on

our conception by means of this systematic chain.

This t:naturalness is founded on a deep unity of noun and verb - a
categoremié unity that excludes any word not capable of independent signi-
fication, i.e., intelligible in itself. Further,\ the proper itself is identified‘

through the possibility of the ‘'logos' which, as productive of sense, is only

natural to human speech. The referential movement of the visible to the

invisible is thus rendered 'natural' by an un-stated metaphysical movement
that labels as 'resemblance'’ the non-neutral, non-inevitable transference, as
a primary movement, of the sensible and empirical to the proper place of
intelligibility. The missing term of the analogy is supplemented by the the
constraints of the sigr;ifying system rather than any natural resemblance, or

constituted in a rapprochement or bringing together of two distance semantic

_ﬁelds. *

In order to conceive of the possibility of metaphor, the Aristotelian text

introduces the illustrative metaphor of the Heliotropéy/ This trope, in

"
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supplementing the difficult to exhibit first term of the analogical square,

discloses by engendering that characteristic paradigm of 'essential

indissociability' in the movement of thought - capable of both transforming

the sun into a metaphor and turning philosophical thinking towards the sun

- constituting philosophy in general by this idealizing metaphor.

Derrida

writes: "Each time-that there is a metaphor, there is doubtless a sun some-

where; but each time there is sun, metaphor has begun."(30) And metaphor

is that, "... enigma, a secret narrative, composed of several metaphors, a

powerful asyndeton or dissimulated conjunction, whose essential characteristic

* is to 'describe a fact as in impossible combination of words'.."(31]

Derrida, in claiming that all analogical terms are caught up in this

mutual influence, in this 'bottomless overdeterminablilty' of the metaphorical

relation, thus undermines the oppositional logic of the figurative/literal,

sense/reference, etc., distinctions, and replaces this with the notion of

inscription, of .an announcement through the entire signification system.

T

If the sun can 'sow', its name is inscribed in a system of relations
that constitute it. This name is no longer the proper name of a
unique thing which metaphor would overtake; it already has begun
to say the multiple divided origin of all seed of the eye, of
invisibility, death, the father, the 'proper' name, etc. If Aristotle
does not concern himself with the consequence of this theory, it is
doubtless because it contradicts the philosophical wvalue of
'aletheia’, the proper appearing of the proptiety of what is, the
entire system of concepts which invests the philosopheme
'metaphor', burden it'in delimiting it. (32)

Consequently, metaphor itself becomes unnamable as an efficacious

defining trope 'effecting' the various philosophemes as such, or as a troping

movement that is as much 'defining as defined' - a movement articulated

through the tropic system of the analogy of invisible/intelligible

das
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'idealization'. .An elliptical homeward reappropriating movement of the
infinite turning of reflection figures the entire philosophical discourse on
metaphor. Philosophical movement on the conceptual level, then involvés
pragmatic effects; the rectification of one outmoded tropic-concept by a more
refined one, whose appropriateness is determined by the present phase of
comprehension of the given field. The troping effect of tHat 'other' which
‘aliows the field to be conceived, nonetheless remains a dominating foreign
force, external to that direct consciousness' of philosophy - at best a
stratification of internal levels.

Ricoeur's argument against the '‘metaphoricity’ of metaphor is in fact the
preceeding discussion of the Tension Theory of Metaphor and the concept of
resemblance. His semantic analogy has shown that worn-out dead metaphors,
rather than being efficacious, are no longer metaphors but merely extended
the polysemy of literal meaning. Ricoeur raises a number of.interesting
questions.

Fist, Ricoeur concedes that as a metaphor is brought into lexicalization,
its function as a heuristic fiction disapp}ears. The metaphor becomes en-
trenched as a proper meaning and brings that lexicalized wvalue into dis-
course. But by stressing the denominational function of language, Derrida,
first of all, overemphasizes the unstated effectiveness of dead metaphors and
cbscures the real problem of a metaphorics, that is semantic impertinence,
and secondly, tends to exaggerate the foundatioﬁ of the difference of the
figurative/literal opposition.

A second point of contention concerns the collusion of metaphor and
metaphysics - i.e., the notion of 'raising' in the I:legelian concept of

'Aufgehoben'. Where Derrida understands this concept as a brocess of
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idealization or usure. Ricoeur sees a successive pair of distinctive op-
erations in which the accumulation of meaning is primarily a loss. The
first, the properly metaphorical transference itself of a proper sensuous
meaning into a spiritualized sense, the phenomena of wearing-away, is the
pre-condition or ground for the second operation, (of sup-
pression/preservation} the 'Aufgehoben' proper, in which a proper identify-
ing, abstract meaning is created.

Because these questions of metaphor are similar to a concept and its
schema through which the former is a product but not reducible to the latter
and the process of conversion of the 'wearing-away' is distinct from the
effacing itself, Ricoeur believes the wearing-away of sensible meaning does
not yield an improper but a proper sense at the conceptual level. But this
distinction between the process of wearing-away and its conversion into a
thought process is precisely at issue, which tends to undermine Ricoeu;"s
subsequent claim that even Derrida's conception as well as philosophy itself
depends on this act. It does indeed depend on an ‘act', but how do we
define it? ’

Thus, when he writes, "Speaking metaphorically metaphor is not at all
circular, since the act of positing the concept proceeds dialectically from the
metaphor itself."(33}, Ricoeur means to undermine th metaphoricity of the
definition of metaphor by claiming that the metaphors for metaphor (including
Aristotie's definition of metaphor as Epiphora) obeys this dual operation as
well through the heuristic function produced by living metaphors or the
rejuvination of worn-out metaphors. In either case, fhe concept (epiphora,
for example) is only symbolized by way of its schema in the semantic

network of intersignification of primary concepts - 'logos, 'eidos', etc. -
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which thus constitutes the metaphorical definition as a proper meaning

distance from its metaphorical status.

Far from admitting the concept of motaphor to be only the he
idealization of its own worn-out metaphor, the rejuvination of all
dead metaphors and the 'invention of new living metaphors that
redescribe metaphor allow—a new conceptual production to be
grafted onto the metaphorical production_ itself.(34)

A few queétions can be raised concerning Ricoeur's notion of a suc-
cession of operations. First, is this notion a theoretical model, or a
construct? What non-figurative principle is operative here? And if none,
how can such an ir;finite regression of figure upon figure be avoided? Is
not Ricoeur metaphcrically applying the Kantian concept of the productive
imagination in an attempt to comprehend the previously unknown - the
metaphorical act itself? Ricoeur would argue that this involves merely ex-
panding the epistemolo-gical .ﬁeld through theoretical discourse, and that this
is essentially different from metaphorical attribution. But this is precisely
the issue insofar as our theory would hold that this expansion is always and
already figurative. [t might be considered a point in Derrida's favor if, in
addressing the question of metaphor, we necessarily rely on the Iegit;rnacy of
metaphorical ap_'plication of such assumed concepts or rather 'tropic-concept'.
Botk Tormey, L'I;ing the notion of supposition reasoning and Miall, the notion
of scientific reasoning, rely on the assumed validity of a 'metaphorical
transference' of one concept onto a different field.

Secondly, and more importantly, Ricoeur does no achieve or express the
intended dynamism of Hegel's concept. Positing is one with the act, in that,
in the reflestive act a concept is seen 'to have already been thought' as a

condition of this reflection. "~The infinity of this reflection needs to be

articulated in a concept not unlike Derrida's 'Abyme' which can also account
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for the rﬁetaphorical use in such temporal terms without masking the
temp‘oralization process in terms of a linear or narrative sequence, or as a
simple claim of 'grafting' - as if this act was in some way basic or reutral
and not an assumption of a rightful [egitimécy. .

To be more precise, the temporalization of the signification process
displays a break-up in time, a radical discontinuity in which a simulacrum
replaces strict repetition that is altered throug‘h' mediation. As é genuiﬁe
dynamic element of the thought process viewed philosoph?cally in terms of
signification, rather than ’psycholog'ically as suggested by the notion of
production, metaphor can be seen as a Jiscontinuous parallel structure. On
the one hand, 2 metaphor in presenting an image as a meaning for us, pre-
sents a particular configuration of time with a systemétic tie to a profit of
surplus meaning. On the other, we maintain and conséuct time, or rather
human time, by articulating a plot through a 'figurative space', by the open
possibility of underdetermined plots - hence metaphors underdetermination
and loss of meaning. In this situation in which metaphor takes time, a
temporal dynamism is displayed in the act of bridging, while the articulation
of the dynamic itself is possible only in terms of a system of éigns.

If the discontinuity is radical, then the opposition cannot be mediated
in thought without excluding that very temporal phenomenon we want to
capture in our definition. Metaphor then, can be or must be concei;/ed as a
kind of thinking, a simultaneous two-way bridging act; one 'movement of
thought' conditioning the other but escaping any final move towards
mediation understood as il"mevitable' and neutral. Metaphor forces the conven-
tional to be available to further meaning - allows the conventional to be

explained in novel terms and thereby creating only the appearance of
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progress and development at the conceptual level, rather than the mediated
naturalness of'production.

Even given Ricoeur's notion of 'sentential impertinence' - its resolution
through a new postulate of reference and the creation of a new generic
kinship in and through resemblance. - we must still ask what guarantees or
Iegitim_ates the validity of the median position, that sense of inevitability and

naturalness through which we state or arrive at this position. From whence

e
L 4

comes the justification for the hierarchy and its semantic grafting? What
necessity is there to interpret what would otherwise be a 'unique' possibility
of meaning as rightfully fitting, matching or proceeding from ‘the lexicalized
or conventional use? Conversely, how does the conventional signification
system open a space, make room for this novel possibility without an inter-
pretation that matches these positions but cannot, finally, be justified? It is
through the concept of meciiaticn at the theoretical level that such a 'bring-
ing-together', rapprochement, resemblance, 'predicative assimilation’, etc.,
takes place. This is our concern in the concluding chapter.

To speak of music as a metaphor of time is to withdraw any cl;a\irn
cogcerning the expression of a form of mind, a cognitive function, formal
depiction, or an emotional release. It is to capture that sense that our
understanding of time and ourselves is both restricted to am image,
‘controlled by linguistic convention and signification systems, and the possi-
bility for openingA up a space in these corentions for new meaning. Music
organizes time for us and invites participation in a figurative space, therehy

exhibitiﬁg the fundamental paradox of time.
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Chapter 6

Reading as Philosophical Inquiry

Section A) The Efficacious Mediation

The relevance of the temporal paradox for criticism or reading can be
understood in terms of the possible separation of roles between artist, critic
and reader and the consequent identity of art objects. For this raises a
concern about the conceptual relation and the nature of the 'syntactic struc-
ture! throug}h which distin'ction, identification ‘and evaluation are made,
between the concept of a discrete autonomous art object with immanent
meaning and the notion of normative standards or set of criteria used in
forming a judgement. This question does not necessarily involve practical
issues of justifying the validity of reasons already selected‘ as relevant. For
if it were, if we set out 1o prove the propriety of certai'n reasons themselves
and in general the justification for applying a critical preference to the
work, we would be assuming 1) a methodological imperative - the validity of
both an autonomous aesthetic experience or attitude prior to statements about
it, and 2) a ‘view of aesthetic appreciation in .which th identity of an object
as art amounts- to difference in type or mode of appreciation rather than
another alternative; say some sort of emerg:;ent structure.,

A more fundamental question deals with the possibility of the selection
of that information that is deemed relevant when considering reasons and
evidence and the conceptual process through which a critical procedure is

legitimated. In this final chapter, we want to explore some of the implica-
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tions of Derrida's metaphor of domination operating behind the scene of the
definition for the task of philosophy.

Is a critical approa;crzrh+ to the social artifact o'r valorizing theory only
legitimated within the configuration of philosophy ) as the science of
epistemology or methodology? In this way aesthetic experience has been
constituted through an interrogative search of a self-constituting rationality
for the conditions of the possibility of the experience of its object - the
experience of art? The transformation t};nat philosophy has undergone, the
move from an epistemological need to define first principles to the notion of
'eventual' meaning, suggests that the combative, agonistic relation of art and
philosophy must be re-thought in terms that reflects the end of a 'metaphys-
ical' form of philosophy. 1)} But in supporting the new ontology, is the
privileged position or ground of the critical analysis of knowledge as sepa-
rate fields of experier}ce, is this undermined? Our claim here is that, due
precisely to the challenge of art to philosophy, of the resonance and domi-
nance of interpretive procedures, the task of philosophy is criticism or
critical reading and criticism, then, 'is not only justified on the basi:s of an
epistemological configuration of philosophy but transformed as well.

The problem with formal crilicism in the modern context is that, in
taking itself as its own object, the ungrounded acceptance of this dialectical
activity as defining rationality, was held of necessity. Mediation justified
criticism and guaranteed that the assumption of inevitability, that is, the
‘telos' of mediation, would remain the unquestioned movement of rationality,
of the figure in philosophy’'s own narrative. The 'that for the sake of
which', as the teleological import of mediation, legitimates the argument.
The chéllenge for philosophy in this new configuration or situation ‘is that,
as a critical discourse, it would become continuocus with the languége of its

object.
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We will attempt to justify the discontinui;cy of modernist thinking in this
new context by questioning the secondary assumption of mediation, which
has functioned to legitimate the distinction between philosophy and its
se!f-as-objéct implied in formal criticism. In this way, the mediating rela-
tionship between a set of criteria and the unique artifact is one of judgement
whose propriety was grounded on the movement of a narrative of eit.her
emancipation through political/economic action or the speculative totality of a
system through which a subject becomes' informed and self-conscious. As
this legitimating move becomes incredulous and discredited, a discourse is
then seen as a pragmatic move in an agonistic game through which an oppo-
nent accepts one's applicable rules as valid.(2) Our position is that this
V‘L;e;v is still based on the potential of mediatfon in the narrative of philoso-
phy that overlooks the threafening and paradoxical undecidability by
marginalizing this position. _

To question the assumed identity of the concept of, rationality and the
concept of mediation, is to open the issue of paradox, r;aither than parology.
It is to set in competition the uniqueness of an artifaéi\Or the revolutionary
movement of an experiment against the normative criteria of accepted tradi-
tion and background conventions or theoretical framework. In an attempt at
suspending the teleological import, we will investigate the conceptual pattern
leading from the artistic challenge to philosophy, to the conception of pt‘1iIos—
ophy's own role.

By bracketing the notion of mediation, questions of the propriety and
ethico-political movemeﬁt of thought arise. s information arbitrarily selected
as evidence by a tacit, passive assumption excluding other information?

What gquides the selection of relevant information? Are evaluative judgements

subject to a certain indetermimancy? What lends validity to a reason for
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accepting normative standards? How can a critical interpretation be jus-
tified? Is there an ideological free position. Is the 'artifactuality' of the art
object, the rhaking of its distinct extra-terratorial sphere and of its particu-
lar aesthetic value - is this already a commitment to a particular zesthetic
theory, and thereby a justification for the imposition of one -interpretation or
the limitation of interpretive procedure by one dominant signifying group?
© All these questions have a bearing on the effective role of mé_g!iation in'the
interpretative process of critical thinking. And finally, if the operative
mediym of the 'metapﬁor of domination' can be revealed through these
quest.ions, p;hi[osoplhy as a critical discourse would not be continuous with
the language of its object, since a critical ‘question would not have a de-
termining or rned‘iating role.

The narrative of mediation might be cast in terms of .Balakian's compar-
. ative approach (3) which assumes a constant and inevitable‘\ common ground
between the moral code of the critic and the art object dé'fined in terms of
the artistic intention that allows a 'recasting' of one system or set of inter-
ests in terms of another. It seems to acknowledge a d'ifference in rules,
motivation, purpose and structure, etc., and yet legitimate that process as
an intentional or fulfilling mediation between absolutely separate spheres of
activity (artistic and critical) instead of a valorization and identification of
an object through the imposition of one system on another. The result is to
produce a self-sustaining work with an immanent and intrinsic meaning which
the critic reveals to the non-artistic public.

However, Balakian sees the artificial imposition of the interpretive tools
of the human sciences - the infringement of the absolute integrity of the
artistic creative process by a usurping criticism - as symptomatic of the

modernist trend to de-value creator, recipient and critic. However, by
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rejecting this possibility of an 'a priori' value system, the aesthetic differ-
ence and all its necessary distinct spheres of activity have been eliminated
unless one can draw a distinction between identifying the work under an ‘a
priori* moral code and the imposition of a model and method of the human
sciences. |

Balakian would justify this qafference by means of the inevitability and
propriety of a third or median position between the heterogeneity of
‘relativism and the homogeneity of an immanent code.(4)

‘However, if there can be no third mediating position between positions
1 and 2 that does not itself introduce a newly formed interested position,
then it may be fruitful to inquire into this duality implied in the critical task
from both directions simultaneously. This introduces the notion of reading
as the movement of risk in the temporal continuity of coherence of meaning -
the undecidability and fluctuations between both positions or of what would
appear as paradoxiéél without the propriety of the median position. Insofar
as reading is, on the one hand, controlled by the system of signification,
and on :‘the other, interpretive ana resistant to a foreign code of values,‘ it
functions according to the incofnpatibi!ities of the temporal paradox - time as
organized and articulated for us through a narrative convention versus the
configuration of time as reflecting personal éensibilities.

To deny mediation its import of inevitability is both to affirm a 'distort-
ing efficaciousness' in the theoretical application, and to uncover the pos-
sibility and the third position directs attention away from the original para-
dox rather than serving as evidence of a proper resolytion. In other
words, the concept of reading developed here, suggests that the work is

always at risk in its reading since no non-interpretive guarantee is available



page 132 ~

to st.and against the necessary exgernality (after;the-factness] of interpreta-
tion. Mediation is problematized by a careful attention to the act of reading.

Consider for a moment a methodological difficulty associated with pred-
icating the concept 'unique' (one term in our paradox) of an aesthetic object
claimed to elude classification. Here a similar problem arises concerning the
the method or cohtrolling features of theoretical presuppositions implied in a
cofiventionally accepted system to mediate the discussion between the polarity
‘unique and criteria’. What presuppositions gox}ern these opposing pqéitions
in a particular ‘context? )

Our option is to consider as closely as possible that duality of the
temporal paradox implied in criticism through which the different critical
roles are linked. However, even on this account, we would cite, against the
relativist, the relevance of: descriptive assertions - the question is how
relevance is cepnstrued in practice. The suggestion is that what makes a
feature relevant is its inclusion or selection alongﬁidé or according to a
commitment to a normative standard. blus a tazit semantic theory through
which the notion of criteria is relevant. In other words, if we fail to make
the argument for a commonplace understanding, to predicate uniqueness is
still a generaiized description. It is to detez;mine from a broad field of
information certain facts about the object or reasons as relevant to an evalu-
ative verdict on the basis of a critical normative canon. In this way a fact
is made descriptively true, when construed in terms of a normative statement
and to cite a perceptual quality as a reason for high aesthetic appraisal
reflects an already effected determination of information throuéh critical
standards. Reference, then, to such standards seems fo lack any mediation
as a rationél or non-arbitrary basis in decisions of cri'gical disputes, for here

we are dealing with a process of translation or the interpretive nature of
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'reading' that already specifies the field of info'm{tio;!in bringing into play
different system;’;r critical conte;x'ts with signifying relevance.

If reading is understood as translation or transcription, o:rie might try

. ~
to limit interpretation through a mediation as a production and {:_lassification
of knowledge in terms of the social relation, as the pragmatic issue of the
means -to ;\-;ngropriate certain Iit;:guistic procedures, by participants in the art
institution - :that shows us what to look for or "... how to go on in such a
discussion or argument." (5). o

The distinction between merely reading-in and handling the tex% in such
a way that makes an interpretation answerable to some sort of . object:ve
constraint', ‘can be maintained while accepting that the quality of the work
cannot be justified as a matter of direct perception. A perceptual juagement
would be an agreement to accept a certain quality of a work symbsiized
through 'exémplars‘ or modeis which direct us to the concreteness of
meariing, to the constancy of an actual practice.

But how to construe the force of 'objective constraints'? The question
remains unanswered and ;ve might agree with Graham McFee when he asks on
the basis of just what concéptual tools is’the text or artwork to be taken or
seen in just that way? If translation can be standardized through pragmat-
ics, then reading becomes a cognitive process or an indirect pei'_ceptual
process, with its implications of order and classification. However, objective
constraints are weak, since the problem of legitimation concerns determining
the relevance of a cognitive stock that is an external ensemble of concepts:
Why this selection of information rather than another?

Even if this last question is rhetorical, and no criteria of selection

apart from the interest the reader has in the information is relevant, we may

still define interest in the 'gesturef of the argument as philosophical. And

F +
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this indeed is finally the issue of this chapter. What construction of philos-
ophy is possible when looking for an alternative to the concept of polarity
(of wpniqueness/criteria)? Is even this situation desirable? How do we
justify it? Our proposa[‘ in this context, is to delimit a space for philosoph-
ical activity as an intere/sf with how the argument- 'moves' and the direction
it does so move - towards ‘'indeterminancy! - By this | mean how the
argume/n(tr proceeds to legiti ate‘his)elf through it's presentation by assuming
the pf:opriety of mediation as a deflection of the question of reading-in.

¢ However, how do we show that a text moves towards indet-:erminancy?
We can make a tentative argument. Since every text amounts to a theo-
retically plausible interpretation, then there is no immanent meaning in the
text and at 1ea«;5mt indeterminancy is a possipility. It is at this point where
we are met with an argument positing the strongest identity between ration-
ality and the inevitability of mediation. That is, a set of criteria are
exclusive and sufficient tc bind any rational speaker and justified on purely
rational grounds as reflecting a2 specific human trait, i.e. intellection. |
take this to be Beardsley's proposal: An analysis of critical co_ncepts
legitimated by empirical observation of critical practice through which one
can deduce an operative set of critical canons to act as relevant reasons for
judgements of aesthetic merit.

In "Testability of Art Interpretation' (6), Beardsley tries to establish a
procedural rule for interpr&tation of artistic merit that groundé the deduc-
tive act. The suggestive or connotative force of terms can be used as
evidence‘guiding the regional meaning. Inter.bretation would be a rule-
governed procedure, and consequently, either true or false.. In other
words, no two interpretative sta{éments could have equal legitimacy and the

strict logical incompatibility between two interpretationé requires one to be
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rejected?\ Further, it is a mistake to claim that there is no way of deciding
co‘ncernling various interpretations and no rational grounds for preferring
one at the exclusion of all others.

But the intellectual trait of deduction that mediates critical practice and
operative canon relies on a particular version of the lllocutionary/Perlo-
cutionary Theory of meaning, for its explanation and identify. The potential
of a sentence is its use to perform or offer suggestions for action, according
to accepted rules of the [inguistic community. :l'he meaning of a word, then,
its connotative or suggestive force, is its potential contribution to the illo-
cutionary act potential o_f sentences. ~

Thus the semant_irc status of an entity or event is exhausted in terms of
of the illocutionary act of the sentence. However, if the speaker can repre-
sent, take rgs‘pol\ﬁ'sibility for, the same set of conditions as holding through

two different sentences, then one might object that a difference between the

two relevant terms is a difference between connotation or assertion that is

subjective and particular. To counter this proposal, Beardsley claims that
the existence of subjective meaning does not prove a difference in internal
meaning, but association brought about by a particular context in which the
sentence is performed. The objection attributes the lack of semantic differ-
ence between two apparently different sentences to the suggestive power of
personal ingenuity. Eeardsley claims that a real difference in sentential
meaning is possible through secondary or: compounding illocutionary acts.

In this way the distinction is now made between different uses of a text
in a reading, i.e. the 'imposition of a pre-determined system ?&iéthought
versus a genuine interpretation based on a close reading of what is;\internal

to the text itself. Only if the connotative resources of the language were

entirely subjective in nature, would interpretation be a superimposition. But
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0N what grounds can we base this distinction, or commitment to tolerate a
wide variety of uses, as oﬁposed to in'terp-retations? What is the difference
between this self-promotion, superimposition and 'exercising sensitivity and
ingenuity' in a novel reading since both are. based on differences in semantic
theories that are meant to account for the concept of art? Is the rule of
artistic merit dependent upon a certain manner of construing meaning and
the onté'[ogical status of an event?

Can we claim that interpretations are neither true nor false but only
plausible? Beardsley's reply, "Plausibi'lity' is at least an appearance of truth
based upon some relevant evidence" (7) implies that plausibility must, in
principle, tend towards a true/false opposition as its natural fulfiliment.
Thus, to accept 'reasonableness' on these grounds, is to admit that an
interpretation is of the same logica!l kind as to produce truth-making reasons
for its being a superior alternative. In fact, Beardsley's main contention in
that article is "to show that public semantic facts, the connotation and
suggestion in poems, are_the stubborn data with which the interpreter must
come to terms, even itghis_most elaborate, imaginative, and daring pll"o-
posal." (8) \

But if the difference between plausibility and incompatibility is ultimate-

ly one of theories of meaning, we might have a very different~ answer for

*

what is meant as ‘public semantic fact'. For the cultural eoistemic back-"

ground is constantly emerging as well as the entities produced. The
'connotative resources of the language' that Beardsley takes a; factual
enough to restrict arbitrary interpretations is itself subject to various kinds
of transformations as well as the regional meanings of the text. ‘This would

preclude a true or false decision concerning interpretative statements. of

regional meaning's as the relation between normative standards and
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interpretation would be contingent rather than necessary and, therefore, too
logically weak to allow a reasonableness stronger than plausibility.

Plausibility is one of "the essential features of Margolis' "Robust
Relativist" (9) the other being the rejection of skepticism as concerns a set
of non-relativistic judgements guaranteeing the validity, in principle,
appropriate to the truth of such relativistic judgements. 'Aptness' as a
criterion would replace truth or falsity and is compatible‘with incongruence
in aesthetic judgements.

The intention here is to show that Beardsley's claim is 'inherently
indecisive', and that the aesthetic judgements require a more relativistic
construction. There are other types of judgements that require a relativistic
point of wview, which Margolis terms 'comparative.Iudgements'. That is,
judgements that call for supportive reasons, but which depend on personal
preference and, therefore, do not achieve the neces.sity of truth-value
statements that are binding in any rationél speaker. Further, Beardsley's
principle of automony, i.e., that-art works are self-sufficient entities whose
properties can be appealed to as the final authority confuses a theory for

Margolis maintains these issues are separate but grants that the automony

individuating works of art with a commitment to a rela;p'st demarcation.
principle could be defended by a numerical iden;ity t@eory plus a theory
concerning the properties of artworks. As Beardsley fails to produce the
latter, he fa‘ils to consider a distinction between ‘genuine interpretations and
superimpositions where the latter may in fact be needed precisely because
the ambiguity created by the lack of a definite line of demaracation may be
significant for some person's particular aesthetic appreciation.

Is there a rule of procedure to which interpretative acts conform? The

problem in answering this question lies in the uniqueness/standardization
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ciichotomy and the coﬁsequent indeterminancy between the relativist and
immanentist positions. Each position presupposes a difference in semantic
construction. Following Margolis, this query constitutes an observation on
an inadequacy within ‘'critical rationality' itself, i.e., the | apparent
self-sufficiency, internal to any system, that a personal investment can be
elevéted into a critical canon. The result is a field of relativist theories for
critical consumption. However, the problem now is that this nihilistic trend
originating in this unsettling of critical standards as such, now returns as a
self-criticism of the relativist position for, it appears, one theory is disman-
tled through the presuppositions of a.nother with its own ‘pretense of self-
sufficiency. It is .in this sense that we now wish to pursue indeterminancy
of meaning as the genuine undecidability between to positions at the philo-
sophical level.” We are forced again to move even further away from relativ-
ism as a theoretica! account of a historical or cultural condition of meaning,
to the interpositioning of texts i.n a non-teleological conversation about lthe
’work- of art'. This forms the basis for the final indeterminancy of the
meaning of a text.

Each position in this debate is a complex argument of imp!icit theories
and tacit readings, one set seeking the limits of the other. The indeter-
minancy that lies between this polarity, is that space of the conversation
that sustains the tradition. The issue. for us, then, revolves around this
figurative space and the sort of function, critical or otherwise, if might
perform. o

Even such a commitment to indeterminancy seems to be tempered by the
acceptance of the teleological import of mediation. Our contention, het;e, has

been that mediation, the intellectual negotiating of this space, always creates
}

e
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a virtually new third position that challenges the legitimation of criteria for
selection of evaluative rules by means of the figure of the 'telos'. .

Even in achieving a c;ansensus& within a tradition,the efficacity of
mediation, that is productive of the consensus, is taken as fair, inevitable
and, properly, reasonable. Such a consensus theory {10) evolves in the
same philosophical context of wvalue and the legitimation® of criteria and
normative standard that conditions the unique/systematic issue. Mediation is
taken explicitly as establishing a value for a work within the tradition in a
theory that accepts, therefore, that rule-making or rule-gover.'ning critical
behaviour is @ post hoc procedure following upon creativity. |

The complex consensus theory is meant to solve this legitimation dilem-
ma, i.e., the decision as to whethef' the work is to ‘be judged in terms of
rules it transgressed since transgression does not necessarily imply failed
aesthetic effect. It is the acceptance of the work in a performative reper-
toire or in a system of critical consensus between relevant practitioners of
the arts, that lends the work its value as opposed to any set of criteria that
would validate a judgement.

However, there is a problem with the consensus theory that might be
understood in the following terms. The tradition isla consensus of interpre-
tation conformity with which qualifies a critic's interpretation and therefore
tradition might be seen as determining a signification system through which a
value is preéented for us. Secondly, the validity of the consensus theory is
provided by argumentation. Therefore, the consensus that validates is not
self-validating but is itself at risk to further re-formulation, to further
acceptance, by any innovative interpretation that uncovers the 'unspoken or

concealed' features in a consensus, i.e., re-writes the relevant history in

order to value, to 'place' the work appropriately in terms of that new
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historical account. Since it is not self-validating, but in need of an argu-
ment to support its interpretation, a2 consensus can only be a possible stan-
dard governing the quality of a work,; agreement with which w.ould suggest
the propriety of an interpretation. Therefore, a new interpretive or evaiu-
ative judgement can be offered of the received tradition if and only if the
consensus itself can bé construed with some degree of neceésity or inev-
itability. Failing that, to evaluate a particular work is to re-interpret or
translate the tacit reasoning behind the consensus - to vield a new reading
of the relevant history. We will rej;urn to this discussion below in Section
B.

In summary fashion, then, the complex consensus theory re!ifes on the
addition of a reciprocal relationship in which indi"vidu'al judgements by a
'qualified' critic determines the consensus, while at the same time the verdict
of the consensus exercises systematic and \falorizing control over the indi-
vidual judgem'ent and justifies the ‘quality' of the critical judgement. This
presents us with a circular position: Understanding that necessarily pré-
cedes evalulative judgement requires reference to, and is determined or

configured by, the value giving verdict of the consensus in order to validate

its, evaluation.
Section B} Criticism, Resistance, and Philosophical Responsibility

Our alternative is to pursue a radical dis-association of a set of criteria
and uniqueness - a teleol;agical suspension of normative rules - that suggests
a theoretical construction to account for the ‘'possible', rather than neces-
sary, status of evaluative presuppositions. The difficulty with the Complex

Consensus Theory may only be its insistence on the necessity of normative

*
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standards. If such standards are in any way imposed Lmder the name of
- 'mediation', no real resolution of two opposing views is effected, but rather
creates an original and innovative position seeking either the intere;:ts of one
of the preceding positions or a completely new system of interests. The
. -

situation, then, remains paradoxical and meaning is therefore indeterminate
insofar as it is incapable of rational resolution in terms of a non-distorting
mediation. The actual presentation or determination of meaning is made by
other non-philosophical (i.e., psycho-soical) interests.

Can we provide an alternative, a systematic articulation of these two
critical position, and their respective phn[osophlcal tasks without msdnat:on"
In broad outlines, it would appear as follows. S

The existent art institution exerts its influepce by means of excluding
certain possibilities of interpretation. The theoretical reason lies in the
nature of the signification in which the, signifier is separated from the
signified by a temporalization \lgrocess, meaning . that the connection between
the .signifier and the Tsignified is. synchronic is nature but not inevitable,
momentarily consolidated éccordihg to a historical epoch and’ an interpretati.ve
theory. Such a process, however, is fundamentally paradoxical insofar as
two contradictory views are possible over the efficacity of the temporall image
through which signifier and signified are linked. '1] The image is the
'figurative space' in which the reader articulates a story, a self
understanding in a linear time sequence through a narrative reconstructionﬁ
of a series of events. 2) The image is the conventional configuration of
time for us, gf meaning and value baﬁs:ic to our sgf—understanding. Ti’le

task .of philosophy is to keep this space between these two positions open

and not foreclose on further possibilities of explaining rationality.
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In the first case whe-e the image is seen as a figuragive space through
which we articulate time, the text is inexhaustible and the meaning un-
der-determined. Subsequently, each reading undermines the text and tﬁe
readers interests and viewpoint a‘re adeét;ate in any interpretation. Insofar’
as the reader's response influences an-d determines the text, the work is
seen as a Jﬁique instance incapable of a description under formal aesthetic
ca eqories or a set of evaluative criteria. In such a case the critic's role is
ta, construct a model of interpretation for the viewer. It is “subjective,
suggestive and positive.

In the second case, where the temporal image is articulated for us

through a conventional symbolism, the given Iahguage provides access to the

world as a text. The adequacy of an interpretation is measured by a set of

criteria for evaluative judgements of works of art and the critical role, then,

is primarily negative; to control interpretation by revealing the historical,
cultural relevance of thekwork in a convention. {

We are here really asking two questions. 1) If our self-understanding
is controlled by linguistic, social or institutional conventions and signification
systems, if the meaning -and value of our experience is given ‘'for us' and,
hence, our understanding is restricted to the presented image, then what is
the task of philosophy? 2) If, in understanding a work, we (the reader)
articulate a narrative, thereby humanizing time in a linear progression by
making sense of our experience for ourselves, then we rule the meaning .of
the image. What,/fth/es\s the task and responsibility of philosophy?

From the pp/int of view of the first qi:estion, the existence of a univer-
sal program or/‘ set of criteria justifies philosophy as an intelligible social
critique, for/these g/tructures guide the institution and provide an intelligible

!
matrix for Treasonably grounded assertions reflected in the institutional

1
j
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values. But criticism as such a 'self’—criti_que‘ has a _mainly negative function
in that it excludes, not other interpretatigns, but other criteria for validity
in critical work itself, i.e., that criticism is continuous with the ‘critiqued'.
Other competing views based on similar critical conventions seem to be
ailoﬁed, even through raging disagreement. Without such diversity, criti-
cism would not be possible - much less an issue to be debated.

In the second instance, no appeal to an overriding or external concern
or evaluative criteria is possible, given the subjective, indeterminate text.
Hence, each work of art is seen as 'unique' and without parailel. Such
singular attribution also permits a diversity of interpretation. It is then a
" positive form of criticism, not in a sense opposéd to the negativity of the
previous instance which allows differences in the critical‘,’tas'k but necessi-
tates unity of evaluative criteria, - but only insofar as it ‘does not_exercise
force in r'estricl:ting the critical work - restricting the field of information on
which the interpreta:c.ion can be ba’tsed.

‘One possibility remains that these two _positions can be related through
a strategy. of criticism that is straightforwardly interpretive. A reading of a
text‘ in this sense would see a mediation as an interposition of texts, conver-
sations, etc. This process of apprehending a text as a metaphorical appro-.
priation through various other readings, re-forms a text, sets it in motion,
recalls the figure worked through the text Sut perhaps without necessarily
dismantling the center. The concern here is not whether the notion of
paradox preserves the cenfer but to examine the suggestion of interference,
and whether the figure in the text warrants the collapse of the self-i'dentity
of the philosophical text into its literary figure. If it does not, philosophy

would define and be defined by that critical space of reading - a respon-

sibility to the preservation of a radical openness.
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An obvious reading of the text is not nece'ssar'ilyr one that would pre-
clude the equivocal richnesé 'of the text. The co-presence of the 'other'
obsc.ure reading as‘ inextricably bound, a 'doubleness' that is part of the
i.dentity of the text. J. Hillis Miler (11) refers to this relation as a
'reciprocal obligation of parasite and host' that ‘speaks of an inherent
amEiguity through the reversal of this relation. The reader is simultaneous-
ly directec_i by the text to its opposite reading, an obvious fragment is seen
to possess a richness of meaning through its intertextual resonance. The
univocacy of a single referential grammar is founded equally on the self-
justifying privileged texts of its tradition as being parasitical on weaker
obscure readings that are excluded in the discourse. _By means of this
supplemental character of parasite/host, criticism itself is not a separate
coherent discourse on the language of the text or its speech, but a simula-
crum resulting from the asymmetrical relation of a criti;al text continuous
with the language and structure of the artwork. /

The idea that the criticai reading of the text is not identical to the text
itself, suggests that the relation between positions in this structure cannot
be that of mediated opposition, of cancellation/preservation by means of a
dialectical synthesis with its implication of a pr?nciple or teleclogical develop-
ment, of origin and final point. Rather a system of figurative thought and
concept are linked in a delinearized development around which turns the play
between opposite readings. The meaning of the text resonates out of the
inherence of oppositives that is set in motion by encompassing contexts of
reading. What renders the meaning of the fext indeterminate, is the open-

ness of the undecidability of this moment between positions and the neces-

sary generation of new positions as links in this chain. The meaning of
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each term is being brought into focus, refers to an earlier position. Univo-
cacy and richness require each other.

Is it possible to construe the text as an interpretation without a com-
mitment to a process of mediation or dialectical synthesis? How can we
comprehend the reasons for any relation between two positions without
thereby providing a grounding for a rational certaihty of an uneguivocal
interpretation - that |_e_ 'in the name of which' we seek a relation?

The two previous systematic articulations of critical positions of figura-
tive thought would remain undecidable if one generated the other, and
therefore, forbade a final definitive interpretation. But to preserve the
paradoxical relation, the concept of a critical reading must be centered about
this paradox - and fhig must mean undermining any-and all relation even
iﬁherence, that supplies any linkage to previous systems. Absolute disconti-
nuity precludes ahy homogeﬁeoqs relation, and insofar as a mediation, even
if a reversal of the polarity of relevant terms, is present, ti:mat presence
would constitute a mediation. Such discontinuity would be a matter of
formulating the question of interpretatiéﬁ in terms of the appropriateness of
some normative standard, rather than answering the role of c¢riticism. Thus,
our .original question concerning the positioning of indeterminancy between
the heterogeneous unique and the homogeneous standard becomes: How can
Miller guarantee that this disman_tling strategy would not stabilize into a
theoretical presupposition? Or, is this ‘problematization' of the referential
.structure sufficient to achieve a figurative space? If not, what sort of
ground will suffice for th'ese two positions to co-exist? Is even this notion
(of 'for the sake of what') in virtue of which these two positions exists,
valid? In brief, what sort of movement is possible when 2all direction is:

7
foregone?
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One possible answer is the necessity of a somewhat 'frivolous' intellec-
tual movement without diréction that would preclude the- concept of ‘for the
sake of fruth'. This has the advantage of preserving that discontinuity
between the uniqueness of interpretation and the system of signification: a
discontinuity based on the paradoxical conéept of a temporal image. A
philosophical text could be preserved ‘as 'the text in a particular set of texts
that encourage the question of the groun.d of meaning‘ - a recounting of the
relation between text and reading. By what right, or how is it possible,
that we-are ever meant to comprehend the final character of the ;ext - as if
i; is capable of a final solution? By means of this opening onto the
indeterminancy of t.he s-pace 'of the figure, onto a kind of freedom, philoso-
phy, then, would be a discourse of meaning, a separate language that in
negotiating a momentary bridge of passage, for the sake of a necessary
movement between these two positions', creates a new positibn. - As a new set
of critical interests, without concern for a mediation L_Jnderstood even as a
reversal o% the relation, philosophy would assume no dete;'minate meaning.
Such an unmediated bridge ';:'aa.s‘s'é'ge could on!y- be understood -as a nc;n-
repeatable simu!acrzzm of preceding position.

In this case we are dealing with the role, nature and import of a set of
interests in determining a discourse by exciuding information. In closing
this paper, we will explore the possibility of a critical philosophy that is not
a critique: A pfosition that is not subject to the theoretical or methodological
presupposftions which undermine its criticism, understood és the inevitability
of mediation and its potential -to figure the truth of the argument in terms of
a narrative. In raising this question, both Jédues Atalli anpf"K.M. Newton

present an ideological criticism of art as social/cultural phenomenon.
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T — .
Atalli's The Political Economy of Music (12) is an example of the risk to

the consen.w@/theory: a re-.-reéding of music history that is simultaneously
an articulation of the concept of a musical ;;ﬁenomenoh or rather its meaning,
its ontological status. Music history is not simply an autonomous chronology
of events. Rather to'comprehend the past is, in effect, to understand
present social practice. The concept or consensus that 'informs'a reading of
history simultaneously presents the meaning of musical phenomena. The
consensus understood in terms of the received performance practice; com-
position procedures and critical evaluatidns,,etc., must avoid the recognition
of the conflict of interests at this point of origiﬁ. This conflict has gen-
erated its own theory and practice which in turn takes itself for granted as
universal and nécessary. its privileged text and history are only inevitable
when the paradoxical origin or point of contrasts between narrative structure
and private interest is suppressed. Ocﬂ’y/a\f'ter ideological structufes are in
place and accepted with the belief iﬂheir permanent value, does theoretical
analysis arise with the apparent justification of a theory that works.

In particular, the modern comprehension of the pr;)priety of theory
takes the musical sign as a mathematical relation of tones described formally
with no relation to social function or human emotional impor‘t-. Inaccessible
works are- then evaluated against this background information that is under-
stood as relevant and inclusive and that produces musical phenomena as
subject to normative descriptions. The initial tas'k{,ijr respénsibility of a
philosophical or resistant reading is to uncover this m{ament by disclosing the
means through which music can reflect the ideologicaldé:c:tice of a society to

exercise power in channelling and marginalizing 'noise' or criticism; to reveal
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the tacit agFeement through which a ‘history of music' is conflated with the
musical phenomena. |

Finding no theoretical necessity in that function variously defined as
mediatory, since 1) history tends to be re-written, and 2) intellectual activi-
ty is efficacious - has a cumulative effect, we look to the institution and its
ability to d.elimit a discourse. Therefore, can we generalize this analysis to
encompass the art institution that governs conventions? Can control of a
discourse or theory be legitimated? ' Is the institution justified, on rationa!
. grounds, in exercising a role in determining the discourse? If not, can it
be justified by other means, political, social, etc.?

If the operation of 'rationality' includes the function of the institution
to impose limits, then our conception of philosophical criticism would be
undermined since its theoretical indeterminancy is predicated upon an imper-
'ative o;‘ pluralism. This would be seriously challenged if some controlling
interest were justified, in the name .of reason, ‘in governing interpretation.
However, there appears to be nothing in the language of the text, the
controlling subject matter, 'connotation' or eve.n Black's 'system of associated
commonplgces‘, that can limit the extent of associétions possible or differenti-
ate valid from arbitrary interpretations. If the signifier is separated from
and has priority over the signified, it is because an entire set of . texts,
readings, conversions, etc., consistently interpose themselves on the part of
author, critic and reading public. Each interpositioning translates into a
re-reading of history, simulfcaneously selecting its own evaluative criteria.

This challenges the notion of propriety, of self-constituted immediacy of
meaning in the text. But it is also to engage in a questioning of a different
order that requires a pluralistic account, a iusti'ﬁcation of the

appropriateness of one's own theory of meaning which cannot be settled by
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re-articulating the received theoretical position since this is precisely what
needs to be discussed. This determination of one context by another ﬁight
be conceived of as a descriptive resolution that'gﬁoceeds by translation of
the very question within a new context. The solution, in being transcribed,
is postponed.

Thefefore, since there is no coincidence between the determinate mean-
ing of the text and that genuine possibility of philosophical questioning (that
is effected without the privileged texts), the determination is made without
rational justification. It would appear that at this pivoting point of justice
and reason, that for the sake of which the argument is presented, the
critical position of philosophy is not necessarily an imposition of one system
upon unother. But are there other grounds for imposing limits?

While accepting that the language of the text imposes no limits on
interpretation due to its arbitrarily chosen ground, K.M. Newton nonethe-
less attempts to prove, "... the existence of an authoritf, inevitably with

s

its basis in ideology, that will impose limits on interpretation by judging
certain interests(...) to be improper and unacceptable." (13) This justifica-
tion in the name of reason, seeks to bring together our two conceptual
figures: The necessity to adopfc a fixed position that delivers access to an
.
immanent textual meaning through ‘the closure of interpretation, or a fixed
relation of signifier to signified, and the openness of interpretation - its
fragmentation among private concerns - brought about by the priority of the
signifier unpreceded by a signified.

If there is no theoretical argument for the validity of some interpreta-
tion governing interests based on a reasonable restriction, then we might

opt, as Newton does, for the argument from practical necessity based on a

forceful but passive exclusion of certain interests by a dominant ideology
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N
operative in the literary institution. By presenting a rational argument for
a2 practical necessity, we would also deflect any claim that this behaviour was
irrational. And the question now becomes:+ how to justify the r:ight and
existence of an authority to act by moral or political force?

The situation with respect to an institutional authority and its right to
act by force inr limiting acceptable interpretations appears to be twofold: 1)
subject to social conditions or acceptance that must be maintained for the
sake of the institution's legitimacy and, t fore, exercises a force to limit
interpretations. 2) It can and must sanction inte{pretations that a change in
social practice ‘validates in order to maintain its social acceptability and
refevance. 'I:Ele second point returns us to an ambiguity in the notion of
'self-defence' defined as the imposition of limitation for the sake of which
certain interpretatibns are then Ilabelied as marginal. In this sense the
situation is reversed and the notion of institutional defence can itself be
dismantied by showing its aggressively censorial role based on a particular
theoretical model taken as justified, against which an imaginative and unique
interpretation must 'defend' itself by raising the question of the archaic
nature of outdated institutional rules in relation to contemporary concerns.
How does, in fact, an essentially conservative force of the institution sanc-
tion new interpretations? What necessity is there in the statement that the
literary or in general the art institution must base its claim to legitimacy on
the need to accept a practice only if validated by social interests? What
guaranteeé can the latter claim?

A related question .concerns the repression of the inst.itution's own
arbitrary origin in interpretation that encourages a mystification over the
issue of self-justification. The institution justifies its position by elevating

its own interested texts to a privileged status. Authorization is, then, a
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matter of disavowing knowledge of the contingency of its origin by enforcing
an interpretation eonsistent with itsTsanctioned texts. Is not this use of
power irrational, a matter of suppressing an unacceptable bit of knowledge?
The literary institution acknowledges this contingency but claims a pragmatic
orlsocial necess-ity, and not a theoretical one, in construing validity of
interpretation and, therefore, a right to limit inter:pretations.

Thus one would suspect that Attali is right: tl_1ét the movement of
thought is done not for the sake of truth but perhaps for fairness and
justice, that is, when freed from the 'telos' of mediation that has guaranteed
'truth'. If limiting procedures and criteria are based on investments, inter-
ests and motivations, then restriction of the discourse cannot be justified.
That interpretations are limited and only gr'anted acceptability i3 no c_ioubt
true. But such a determination of meaning is presented by means other
than philosophical, when 'philosophical' is conceived without the notion of
mediation, as simply the open space of questioning. In this sense, a critical
or resistant approach to a text is not always merely tﬁe expression of a
modern narrative, | .

In. developing the notion of a temporal paradox, it maybe possible to
explain why such an antinomy, as that mentioned in this text, should exist
between the immediacy \of absolute self-presence and any of a variety of
forms of mediation. And at least the argument of linguistic continuity be-
tween text and citation or commentary in philosophical discourse does not
disprove a uniquely philosophical enterprise. Alternati\_fely, a philosophical
o\; critical reading océurs in the open space of the figure, a point of contact
S‘egween uniqdeness of interpretation and normative application of a system of
signs. This space is not, however, 2 rational mt_adiation, for the paradox,

as such, generates internally consistent but mutally exclusive articulations
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whose ‘grounding lies in our relation to time or the duality of our concept of
time. No final determination or decision is immanent as the work is pro-
foundly ambivalent, indeterminate or uninterpretable since its unity lies
outside itself, or its point of origin is 'off the scale' - it cannot be measured
by a measure it has generated.

‘ A text r'etains its problemafic nature as.a philosophical text, since its
meaning is resofved once we approach it with an interrogative question that
opens upon a conceptual ‘noise‘,a new figurative space - the complex position
or question of meaning centered around the text. Because the concept of
rational position cannot be determined by the cgmcept of mediation, philoso-

p'hy is a critical questioning or reading withouf the uncritical assumption of

its origin, of imposing its own order on another field.
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Conclusion &

This thesis has dealt with the construction and .coherence of an 'aes-
thetics' of meaning. An artifact is 'presented' by an indfvidual or on behalf
of an interested group with a particular set of interests. We have tried to
show that a presentation is effected through diverse yet partly systematic
means through which such an investment can be stabilized or protected.
Rational 'thinking' under-the concept of mediation, extends its influence as
an element in the larger encompassing narrative of philosophy. This 'story
of philosophy' is what Iegiitimates or lends propriety to the mediation of
oppositions. Equally, the necessi;cy for conceptual clarity and the achieve-
ment of the 'self-critique' of its own position must be preserved as the
distinguishing character of philosophical writing.

That a system retains its controlling influence and how this is possible,
is first encountered through an analysis of the particular dynamic quality of
musical phenomena. If we accept that music is a metaphor for time, an
interesting feature with a certain explanatory power is suggested. 'Meaning'
may be more often a 'trumped' or deviating aétivity, than the controlled and
rationally ordered process we have assumed, in which plotting the course of
deviation is of more critical interest ahd significance than charting lines of
direct communication.

Exemplified in musical and narrative construction, is the necessity of a
signification system as it conceives of time. A paradox resides in this fact,
that while embodying time in this we;y, a consciousness subject to a private
and unique set of interests equally- articulates time for itself. We note,
furdher, that the open space of the figure or metaphor invites and encour-

ages this sort of imaginative participation, but equally structures our
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experience through its image. A surprising aspect of metaphor, as a tempo-
ral and spatial figure, is this controlling authority, the 'other', an 'imageless
thought', the temporal figure that in being oc_cupied or defined, simulta-
neously or ambiguously occupies the site of the reader, undermining a strict
univocal and determi;wate, naming-function on the part of language.

The continuity between the uniqueness of the work and the normative
standards is prohibited on pureAIy rational grounds. The concéption of this
difference as a distinction between event and structure, signifier and sig-
nified, is challenged. As the reader mediates this distinction, hé!she inter-
prets the situation in accord with a set of interests, that is to say, sees the

event in terms of a structure only because the structure is seen as yielding

this event.

-

In the final analysis, no c¢laim is made to determine the task of criti-
cism. The point of the paper is to re-cast the question, to problematize the
obvious. - The suggestion is made, however, that if philosophy is identified
with 2 resistant or critical inquiry, instead of a self-constituting resolution
to certain pre-conceived definite problems, it would retain its own respon- e
sibility to that activity as distinct from that of which it is about. it could

be a linguistically separate discourse on meaning.



. : : page 155

Endnotes

Introduction

'TStravinsky, 1., Poetics of Music, in the Form of Six Lessons, trarms. A.

Knodel .and [., Dhal (Cambridge: Harvard Un?\rersity Press, 1982} 27.
Stravinsky originally composed this text in French. It was, su.bsequent!y,
translated into English in close consultation with Roland Manuel and delivered
at Harvard University. A question remains over the exact attribution to

H
Stravinsky of some doctrines expounded in this subsequent text.

2fv\en,nar', L.B., "Some Remarks on Value and GCreatness in Music". In

Aesthetics Today, ed. M. Philipson (Cleveland: World Publishers Compény,

1670) 172. .

35ee John Stopford, "Structuralism, Semiotics and Musicology,"  British
I

Journal of Aesthetics 24 (1984): 129-137. Similar arguments are made

concerning musical analysis as a consequence of a misconception over the

nature of ‘'system’'.



page 156

Endnotes

Chapter 1

TStoInitz, J., Aestheti\g and the Philosophy of Art Criticism (Cambridge,

Mass.: The Riverside Press, TA960) 35.

?Dickie, G. and Sclafani, R.J. ed. Aesthetics: A Critical Anthology (New

York: St. Martins Press, 1977} 808.

3Stolnitz, J. Ibid. 33.

uThomas, V. "Aesthetic Vision," Philosophical Review 68 (1959): 52-67.

>Ibid. 58.
Y

6Ki\.fy, P.., Speaking About Art (The Hague: Martinus Nijhoff, 1973).

"Ibid. See 72-82.

J

o/

BDickie, G., The Art Circle (New York: Haven Publications, 1984} 52, )
-/{

gStecker‘, R. "The End of an Institutional Definition of /Art," British Journal

of Aesthetics 26 (1986): 124-132,

—

1 . ga . ey
Ul:ord, C. "Indexicaliy, Not Circularity: Dickie's New Definition of Art,"



page 157

.Journal of Aesthetics and Art Criticism 45 (1987): 229-232.

- 4

" big. 232.

12Dickie, G. Journal of Aesthetics and Art Criticism 45 (1987): 297.

*

Bstecker, Ibid. 127.

11‘Dickie, Art Circle 52,
Bipig. s3.

"®1bid. 65.

7 ibid. s55.

18 hid. 25.

T91bid. 2.

Ed

20Binkley, T "Deciding About Art". In Culture and Art, ed. Lars

tr

Aagaard-Mogensen (New Jersey: Atlantic Highlands, 1976).

4



Chapter 2

1Danto, A.

Endnotes .

University Press, 1981).
ZIbig. 119.

3bid. 119,

Ibid. 124.
®Ibid. 125.
"ibid. 135.
Ibid. 135.
Ibid. 146,

mlbid. 147-148,

page 158

; The Transfiguration of the Commonplace (Cambridge: Harvard

11TiIghman, B.J.,But is it Art? The Value of Art and the Temptation of

Theorx (New York: Basil Blackwell, 1984),



page 159
1210id. 113, .
Bipig. 111, .

T hid. 111,

15Danto, Transfiguration 111,

16000dman, N., - Languéges of Art {New York: Bobbs-Merril Co. Inc.,

1968).

17Margolis, J., Journal! of Aesthetics and Art Criticism 3% (1981): 266-268.

a

1811514, 267. L

9 1bid. 267.

pi . . ere s
0Gt:\ociman, N. "Replies - to Margolis,? Journal of Aesthetics and Art Criticism

39 (1981): 278.

o

by

21Gc»odman, Languages of Art 59.

22Goociman, N., Of Minds and Other Matters (Cambridge: Harvard

University Press, 1984) 59.

4

23Elgin, C., With Reference to Reference (Indianapolis: Hackett Publishing

. Co., 1983) 72.

1



zl‘Goodrnan, Languages of Art 53.

< page 160

®5Goodman, N., Ways of Worldmaking (Indianapolis: Hackett Publishing

Inc.,. 1981} 65.

26Rit:oeur', P. "Ways of World Making: Critical Discussion,” Philosophy and

Literature 4 (1980): 119,

Tbid. 117.

28 fbid, 116.

29

Literature 7 {1983): 1-14.

Fuller, S. "A French Science:

(With English Subtitles)," Phlilosophy and




page 161
Endnotes -
Chapter 3

TTaonr, F.E., "Music and its Logic," British Journa! of Aesthetics 14

{1974): 214-230.

21bid. 214,

*Ibid. 214.
“Ibid. 220.
Ibid. 221.
lbid. 224-225.

"Ibid. 228.

8Meyer, L.B., Emotion and Meaning in Music (Chicago: University of Chicago

Press, 1956).

lbid. 53-54.

Yobid. 36.

”Tilghman, B.R., .But is it Art? The Value of Art and the Temptation of

Theory (New York: Basil Blackwell Publishers, 1984), See 20-23.



/

e _/’\ oy ;.
N S . \\.,\‘ page 162
P N
RN j AN
12Austerlitz. R., "Meaning in Music," Ameri |.Jour;\hal of S\emiotics 2
\\ [
(1983} 1-11. @
Bibig. 4.
Yibig. s,
Bibid. 6

OMeyer, 3u.

1bid. 35.

1 _
8S‘tall, F., "The Search for Meaning: Mathematics, Music and Ritual,"

American Journal of Semiotics 4 (1984) 1-57. .

1 . . .
9Seung, T.K., Hermeneutics and Structuralism (New York: Columbia

University Press, 1982) 263,



page 163

Endnotes

Chapter 4

1Langer-, S., Form and Feeling (New York: Charles Scribner and Sons

r

(1953) 26.

2Langer- $., Philosophy in a New Key (New York: Mentor Books, 1951) 204,

3Langer, Form 32.

4Langer, Philosthy 206,

5Langer‘ , Form 109,

TLanger , Philosophy 184,

8Binkley, T., "Laﬁger's 'Logical and Ontological Modes," Journal of

Aesthetics an Art Criticism 28 (1970): 455-463.

9See Langer, S., Problems of Art (New York: Charies Scribner and Sons,

1957) where she defines the sense of logical expression appropriate to art
as, "... expression in the logical sense, presenting the fabric of sensibility,
emotion and strains of more concerted cerebration, for our impersonal cogni-

tion - that is in abstractio. This sort of symbolization is the prime office of



page 164

works of art, by virtue of which | call a work of art an expressive form."

120.

~

1015id. "'132-133.

1 : -
I/'-‘\scl'lenbr'enner', K. "Expression: ‘'Instant Coherence'". In The Reasons

of Art: Artworks and the Transformations of Philosophy, ed. P.J.

McCormick (Ottawa: University of Ottawa Press, 1985),

1 . . )
2Hansc:n, F., "Langers' Expressive Form: An Interpretation Journal of

Aesthetics and Art Criticism 18 (1968): 165-170,

Y3ibid. 168.
¥ hid. 168.
15

Bufford, S. ';Langer Evaluated: Suzane Langer's Two Philosophies of

Art". In Aesthetic: A Critical Anthology eds. G. Dickie and R. Sclafani (New

York: St. Martin Press, 1877).

16Alpersc&n, J., "Musical Time and Music as an Art of Time," Journal of

Aesthetics and Art Criticism 38 (1980): &07-417.

ibid. 811,

18lbici. K12



page 165

Yipid. 513,

20114, n14.

21lt is this distinction between virtual image and temporal transaction that
Zuckerkandl has in mind when he writes: "The dynamic event leaves no

trace in the physical process. When we hear a melody, we hear things that

have no counterpart in physical nature." Sound-and Symbol,trans. W.R.

Trask (New York: Princeton University Press, 1956) 23,

22See Carpenter, S.,"But What About the Reality and Meaning of Music". In

Art and Philosophy, ed. S. Hook (New York: New York University Press,

1968) 292. ,

23!bid. 303.

zulbid. 303.

25Zuckerkand! 64 .

26Zucker‘lﬁcandl on defining musical meaning: "The meaning of a tone,
however, lies not in what it points to but in the pointing itself: more
precisely, in the different way, or the individual gesture, with which each
tone points towards the same place. The meaning is not the thing indicated

but the manner of indicating." 68.



page 166

27 bid. 250.-

281 1id. 253.

. ‘ B 2

ibid. 259.

30Ricoeur‘, P.,"On Interpretation”. In Philosophy in France Today,ed. A.

Montefiore. (Cambridge: Cambridge University Press, 1983) 176.

31Ricoeur‘, P., "Temporality and Narrative'. _;.‘lln Essays on_ Aesthetics,ed. J.

Fisher (Philadelphia: Temple University Press, 1983) 151,

32[bid. 152,

33 hid. 154,

34Ricoeur writes: "Thus they change under pressure of new inventions,
since they proceed from this ongoing process of emplotting, but they change
slowly and even resist change since they are sedimental forms of this

process." 156,

351bid. 157.
38 bid. 158.
3

7ibid. 156-157.



page 167

Endnotes

Chapter 5

1,,. . cos .
Nietzsche, F., The Genealogy of Morals. In Basic Writings of Nietzsche,

trans, and ed. W. Kaufman (New Jersey: Random House Inc. 1968).

2|bid. 506.

3Parker, P., "The Metaphorical Plot". In Metaphor: Problems and .

Perspectives,ed. D.S. Miall (New Jersey: Humanities Press Inc. 1982).

1;H:)Id. 158-155.

5Miall D.S. "Metaphor as a Thought Process," Journal of Aesthetics and

Art Criticism 38 (1979): 21-28.

6lbid. 26.

7lbid. 27.

>

8Ibid. 27-28.

9

Black, M.j “Metaphor”. In Philosophical Perspective on Metaphor, ed. M.

Johnson (Minneapolis: University of Minnesota Press, 1981) 74.

10 hid. 74.



page 168

Mibid. 73.
121pid. 72
13

Charleton, W. '"Living and Dead Metaphors", British Journal of Aesthetics

15 {1975): 172-178,

A

Y bid. 174,

! 5B lack, “Metapl’?or" . 79.

16Tor'me:y, A., "Metaphor and Counterfactuals”. In Essays on Aesthetics,

ed. J. Fisher (Philadelphia: Temple University Press, 1983).

7 ibig. 2u0.

4

i

18Warner, M) "Black's Metaphors," British Journal' of Aesthetics 13 (197;3]:
368.

o »

Ricoeur, P., "The Metaphorical Process”. In Philosophical Perspectives on
Metaphor,ed. M. Johnson 231. e
201pig. 233.
21Ibid. 241,

22 . . .
Ricoeur, P., The Rule of Metaphor (Toronto: University of Toronto

Press, 1977) 189.



page 169

3
23Ricoeur-, "Metaphorical Process" 236..

uMac:l‘_/ison,,_(}. "Reflections on Paul Ricoeur's Philosophy of Metaphor,"

Philosophy Today 21 (1977): 428.

AN

-

B1pid. 426.

sterrida, J. "White Mythology: Metaphor in the Text of Philosophy". In

Margins of Philosophy,trans. A. Bass (Chicago: University of Chicago Press,

1982) 210.

“1pid. 219.

B1pid. 220.
Ibid. 228-229.
Ibid. 251.

libig. 213,

32

Ibid. 244,

33Ricoeur , Rule 293.



page 170

3 bid. 204,



page 171
Endnotes
Chapter 6

'TVattimo, G., "Aesthetics and the End of Epistemology”. In The Reasons of

Art: Artworks and the Transformations of Philosophy ed. P.J. McCormick

(Ottawa: University of Ottawa Press, 1985).

2Lyo'car-d, J.F., The Postmodern Condition: A Report on Knowledge, trans.

G. Bennington and B. Massumi (Minneapolis: University of Minnesota Press.

1984).

3Balkian, A., "Relativism in the Arts and the Road to the Absolute". In

Relativism in the Arts,ed. B.J. Craige (Athens: University of Georgia

Press, 1983} - for the comparative approach see 76.

uBa!akian attempts a middle coixrse between the heterogeneity and homo-
geneitJ of a text: "The mediator has a valid basis for evaluating the quality
of the work of ar‘t - not in.térms of its current relevance to the relativistic
poetic, any more than in ferms of a teleological preestablished code of

values, but according to his ability to be consistent in the manipulation of

inconsistencies intentionally implanted in the artifact.” 91.

5McFee, G. "Criticism and Perception' British Journal of Aesthetics 26

(1986): 35.



page 172

6Beards;ley, M., "Testability of Art Interpretation"”. In Philosophy Looks at
i

the Arts,ed. J. Margolis (Philadelphia: Temple University Press, 1978).

Tipid. 373.
®1bid. 382.
9Margolis, J., "Robust Relativism". In Philosophy Looks at the Arts,

ed. J. Margolis (Philadelphia: Temple University Press, 1978).

10Shar;:ne,R.Jﬁ\., Contemporary Aesthetics, A Philosoph.ica! Analysis (New

York: St. Martins Press, 1983).

11,,. I . e
Miller H.J., "The Critic as Host". In Deconstruction and Criticism,ed. H.

Bloom et. al. (New York: Seabury Press, 1979).

12Attali, J. Noise, The Political Economy of Music, trans. B. Massumi

(Minneapolis: Univeristy of Minnesota Press, 1985).

13Newton, K.M. "interest, Authority and lIdeology in Literary Appre-
2

ciation," British Journai of Aesthetics 22 (1982): 106.




page 173

Bibliography

Abraham, G. The Concise Oxford History of Music. Oxford: Oxford

University Press, 1985,

-

Ackerman, J.S. "Worldmaking and Practical Cf‘iticism"_JournaI of Aesthetics -

and Art Criticism 39 (1981): 249-254,

-

Albright, D. Representation and the Imagination. Chicago: ‘University of

Chicago Press, 1981.

Aldrich, V.C. The Philosophy of Art. Englewood Cliffs,N.J.: Prentice-Hall /)/P
- Inc., 1963.
) ;

Alperson, P. "Musical Time and Music as an "Art of Time'", ‘Journal- of
Aesthetics arfd Art Criticism 38 (1980): 107-417.

" Attali, J. Noise: The Political Eéonomy of Music. Trans. B. Massumi,
Minneapolis: U.niversity of Minnesota Press, 1985.

Austerlitz, R. "Meaning in Music: Is Music like Language and if so, How?'".
American Journal of Semiotics 2 (1983): 1-11. . -

Ba!akiah, A. "Relativism in. the Arts and the Road to the Absolute”,
Relativism in the Arts. Ed. B.J. Craige, Athins: University of &

< Sl

Geofgga Press, 1983,

0 L 4



- _ ' ; ' page 174

Baxton, L.A. "Recent Music: The Intentional Fallacy Restorted", Journal

of Aesthetics and Art Criticism 39 (1980): 77-79. .

Beardsley, M.C. The Aesthetic Point of View: Selected Essays,Ed. M.J.

Wreen and D.M. Callen, New York: Cornell University Press,

1982,
. *—-1"0

-

---. Aesthetics: Problems in the Philosophy of Criticism. New York:

Harcourt, Brace and World Inc., 1958.

---. '"Languages of Art and Art Criticism”. Erkenntnis 12 (1978): 95-118.

—

Binkley, T. "Langer's Logical and Ontological Modes". Journal of Aesthetics

and Art Criticism 28 (1970) 455-463.

-

Black, M. "How do Pictures Represent?", Art, Perception and Reality.

- Ed. E. Gombirch, Baltimore. John Hopkins University Press, 1972.

---. "Metaphor and Archetypes" in Models and Metaphor. --Ithaca: Cornell

University Press, 1962,

B,

---. "More about Metaphor'. Dialectica31 (1977) 431-457.

Bufford, S. "Langer Evaluated: Susanne Langer's Two Philosoﬁhies of Art"

—y

Aesthetics: A Critical Anthology. Eds., G. Dickie and R.

Sclafani,New York: St. Martin's Press, 1977.

S

&

”



- . -

page 175

Bujic, B. "Aesthetics of Music". British Journal of Aesthetics 15 (1975):
329-335. ‘
Bullough, E. "Physical Distance as a Factor in Art and as an Aesthetic

Principle". Aesthetics: A Critical Anthology. Eds. G. Dickie

and R. Sclafani. New York: St. Martin's Press, 1977,

: ~
Burger, P. Theory of the Avant-Garde. Trans. M. bnow, Minneapolis:
University of Minnesota, 1984. N B

e X
\ S~

Charleton, W. "Living and Dead Metaphoris". British Journal of Philosophy

15 (1975): 172-178.

Cohen,-M. "Appearance and the Aesthetic Attitude". Journal of Philosophy

56 (1959) 915-926.

Cohen, T. "The Critique of the Institutiohal Theory of Art: The Possibility

of Art". Aesthetics: A Critiial Anthology. Eds. G. Dickie and

: |
R. Sclafani. New York: St. M‘arti‘n's Press, 1877.

!\‘
~
. N~
Coker, W. Music and Meaning A Theoretical Introduction to Musical

Aesthetics. New York: New York Free Press, 1972.

&

Coleman, F.J. ed. Aesthetics: Contemporary Studies in Aesthetics. New

York: McGraw-dill Book Co. Inc., 1968, =



]

page 176

Cooke, D. The Language of Music. London: Oxford University Press, 1959.

Craige, B.J. "What is Relativism in the Arts". Relativism in the Arts.

Ed. B.J. Craige. Athens: University of Georgia Press, 1983,

.Danto, A. "Depiction and Description”. Philosophy and Phenomenological

Research 43 (1982): 1-19.

---. '"Mind and Feeling, From as Presence, Langer as Philosopher”. Journal

of Philosophy 81 (1984): 641-646.

---. "The Appreciation and Interpretation of Works of Art"”. Relativism in

the Arts, £d. B.J. Craige, Athens: University of Georgia, 1983.

--—. The Transfiguration of the Commonplace. Cambridge: Harvard

University Press, 1981,

Derrida, J. Margins of Philosophy. Trans. A. Bass. Chicago: University

4
of Chicago Press, 1982,

-
»

-—-. Of Grammatology. Trans. G.C. Spivak. Baltimore: John Hopkins

Press, 1976.

---. Positions. Trans. A. Bass. Chicago: University of Chicago Press,

1981,



page 177

Dickie, G. Art and the Aesthetic: An Institutional Analysis. lthaca: Cornell

University Press, 1974.

-——. Aesthetics: An Introduction. New York: Pegasus Publishers, 1971.

---. "A Response to Cohen: The Activity of Art". Aesthetics: A Critical

Anthology. Eds. G. Dickie and R. Sclafani. New York: St.

Matrtin's Press, 1977.

---. "All Aesthetic Attitudes Theories Fail: The Myth of the Aesthetic

Attitude'”. Aesthetics: A Critical Anthology of Art. Eds. G.

Dickie and R. Sclafani. New York: St. Martin's Press, 1977.

-——. The Art Circle. New York: Haven Publications, 1984,

---. "Evaluating Art". British Journa! of Aesthetics 25 (1985): 3-16.

-

-——. "Stolnitz's Attitude: Taste and Perception". Journal of Aesthetics and

Art Criticism 43 (1984): 195-203.

-

Dyke, G. "The Praxis of Art and thé Liberal Dream". Essays on Aesthetics.

Ed. J. Fisher. Philadelphia: Temple University Press, 1983.

Eaton, M.M. Art and Nonart: Reflections on an Orange Crate and a Moose

Call. East Brunswick: Associated University Press, 1983,



page 178

Ehrmann J. Structuralism. New York: Doubleday and Co. !nc., 1970.

“Elgin C.Z. With Reference to Reference. Indianapolis: Hackett Publishing
Co., 1983, |

Epperson, G. The Musical Symbol: A Study of the Philosophic Theory of

Music. Ames: lowa State University Press, 1967.

Ferguson, D.N. Music as Metaphor - The Elements of Expression. Westport:

Greenwood Press Publishers, 1873.

Foster, H. ed. The Anti-Aesthetic: Essays on Postmodern Cultdire. Port

Townsend: Bay Press, 1983.

Foucault, M. Power/Knowledge: Selected Interviews, 1872-1977. Ed. C.

Gordon. New York: Pantheon Books, 1980,

---. The Order of Things: An Archaeology of the Human Sciences. London:

Tavistock Publications, Ltd. 1870, *

Fuller S. "A French Science {with English Subtitles)". PhiIosophy'L and

Literature 7 {1982);: 1-14.

Gibson, M. "Art and the Ontological Question", The Reasons of Art. Ed.

P.J. McCormick. Ottawa: University of Ottawa Press, 1985.

db



page'179

Goodman, N. Of Minds and Other Matters, Cambridge: Harvard University

Press, 1984,

---. "Replies". Journal of Aesthetics and Art Criticism 39 (1981): 273-280.

-
o

---. "Replies". Erkenntnis 12 (1978): 153-179.

hY

-——. Ways of Worldmaking. lndianapolis; Hackett Publishing Co. 1978.

Gould, S.J. Time's Arrow, Time's Cycle: Myth and letaphor in the

Discovery of GCeological Time. Cambridge : Harvard University

Press, 1987.

Habermas, J. Knowledge and Human Interest. Trans. J.J. Shapiro. Boston:

Beacon Press, 1971.

Hanslick, E. The Beautifu! in Music. Trans. G. Cohen. New York: The

Bobbs-Merrill -Co. Inc., 1957.

. Hanson, F. "Langer's Expressive Form: An Interpretation". Journai of

Aesthetics and Art Criticism 27 (1968): 165-170.

Hawthorne, J. "Formal and Social Issues in the St _udy of Interior Dialogue".

Narrative from Malory—to Motion Pictures. Ed. J. Hawthorne.

London: Edward Arnold Publisher, 1985,

S

Howard, V.A. P"Music and Constant Comment". Erkenntnis 12 (1978):

‘73' 82- P



page 180

Hoy, D.C. The Critical Circle - Literature, History and Philosophical

Hermeneutics. Berkeley: University of California Press, 1982,

Humble, P.N. "On the Uniqueness of Art". Journal of Easthetics and Art

Criticism '42 (1983): 39-47,

---. "The Philosophical Challenge of the Avant-Carde". British Journal of

Aesthetics 24 {1984): 119-128.

Ingarden, -R. The Work of Music and the Problem of its ldentity. Trans. A.

Czerniawski. Berkley: University of California Press, 1986.

Iseminger, G. "The Work of Art as Artefact". British Journal of Aesthetics.

13 (1973): 3-16. \

1

U

Kermode, F. Forms of Attention. Chicago: .University of Chicago Press,
' ' -

-

1985.

Kierkegaard, S. Philosophical Fragments. Trans. D. Swenson, Princeton:

Princeton University Press, 1967.

-, Concluding Unscientific Postscript. Trans. D. Swenson, W. Lowrie,

Princeton: Princeton University Press, 1968,

Kivy, P. Sounc(and Semblance - Reflections on Musical Representation.

v
Princeton: Princeton University Press, 1985‘3



page" 181
‘ L4
---. Speaking About Art. The Hague: Martinus Nijhoff, 1973.
) w
--=. The Corded Shell - Reflections on Musical Expression. Princeton:

Princeton University Press, 1980.

Kulenkampff, J. "Music Considered as a Way of Worldmaking®. Journal of

Aesthetics and Art Criticism 39 {1981): 254-258.

Langer, S. Feeling and Form. New York: Charles ‘Scribner's Sons, 1953.

---. Philosophy in a2 New Key. New York: Mentor Books, 1951,

-——. Problems of Art. 'New York: Charles Scribner's Sons, 1957.

Lechner, R. "The Rule of Metaphor". Philosophy Today 21 (1977): 410-411.

Lieber, J. Structuralism. Boston: Twayne Publishers, 1978.

Lord, C. "Indexicality, Not Circularity: Dickie's" New Definition of Art".

Journal of Aesthetics and Art Criticism 45 (1987): 229-232.

Lowinski, J. "Taste, Style and ldeelogy in Eighteenth Century Music".

Aspects of the Eighteenth Centory. Ed. W.R. Wasserman.

Baltimore: John Hopkins Press, 1985.

Lyotard, J.F. The Postmodern Condition: A Repdrt on Knowledge. Trans.

G. Bennington and B. Massumi. Minneapolis: University of

Minnesota, 1984.

h Y



. page 182

Madvison, G. "Reflections on Paul Ricceur's Philosophy of Metaphor".

Philosophy Today. 21 (1977): 424-430.

a -

Malantshuk, G. Kierkegaard's Thought. Ed. and trans. H.V. Hong and E,.

Hong. Princeton,N.J.: Princeton University Press, 1971,

Margolis, J., Art and Philosophy. New Jersey: Humanities Press,

1980.

---, ed. Philosophy Looks at the Arts. Philadelphia: Temple University

Press, 1978.

~

-——. "What is When? When is What?: Two Questions for Nelson Goodman®.

Journal of Aesthetics and Art Criticism 39 (1981): 266-268.

Martin, W. Recent Theories of Narrative. Ithaca: Cornell University Prgss,

1986.

Martin, R. "On Some Aesthetic Relations". Journal of Aesthetics and Art

Criticism 39 (1981): 258-264.

F-

McCormick, P.J. "Feelings and Fictions". Journal of Aesthetics and Art

Criticism 43 (1985): 375-383.

-~=. '"Moral Knowledge and Fiction". Journal of Aesthetics and Art

Criticism 41 (1983): 399-410.



page 183

-~-, ed. The Reasons of Art/L'Art a Ses Raisons. Ottawa: University of

Ottawa Press, 1985.

McFee, G. "Criticism and Perception". British Journal of Aesthetics 26

(1986): 26-38.

Meyer, L.B. Emotion and Meaning in Music. Chicago: University of Chicago

Press, 1956.

---. Music, the Arts, and ldeas. Chicago: University of Chicago Press,

1967.

---. “Some Remarks on Value and Greatness in Music". Aesthetics Today.

Ed. M. Philipson. Cleveland: World Publishing Co., 1970,

-

Miall, D.S. Ed. Metaphor: Problems and Perspectives. New Jersey:

Humanities Precs Inc., 1982. /

---. "Metaphor as a Thought Process". Journal of Aesthetics and Art

Criticism 38 (1979}: 21-28.

.
Miller, J.H. "The Critic as Host". Deconstruction and Criticism. Eds. H.

Bloom, et al. New York: Seabury Press, 1979.

Melville, S.W. Philosophy Beside Itseif: On Deconstruction and Modernism

Minneapolis: University of Minnesota Press, 1986.



page 184

Montefiore, A. Ed. Philosophy in France Today. Cambridge: Cambridge

University Press, 1983.

Moranski, S. "Art as Semblance". Journal of Philosophy 81 (1984):

654-663.

Mothersill, M. "'Unique' as an Aesthetic Predicate". Aesthetics -

Contemporary Studies in Aesthetics. Ed. F.J. Coleman. New

York: McGraw-Hill Book Co., INC., 1968,

Nagel, A.F. "MOr as a Blanket': Some Comments and Questions on

Exemplification®. Journal of Aesthetics and Art Criticism. 39

{1981): 26u4-266.

Nehamas, A. "Mythology: The Theory of Plot" in Essays in Aesthetics., Ed.

J. Fisher. Philadelphia: Temple University Press, 1983.

Newton, K.M. "Interest; Authority and ldeology in Literary Appreciation®.

British Journal of Aesthetics 22 (1982): 103-114,

---. "Validity in Interpretation and the Literary Institution". British

!fl

K

Journal of Aesthetics 25 -(1985): 207-219.

Nietzsche, F. Basic Writings of Nietzsche. Trans. W. Kaufmann. New

York: Random House, 1968‘.



page 185

Norris, C. Deconstruction: Theory and Practice. New York: Methuen

Publishers, 1982,

O'Doherty, B. Inside the White Cube: The Ideology of .the Callery Space.

Santa Monica: The Lapis Press, 1986.
Osborne, H. Ed. Aésthetics. London: Oxford University Press, 1972.

Parker, P "The Metaphorical Plot". Metaphor: Problems and Perspectives.

Ed. D.S. Miall. New Jersey: Humanities Press, 1982,

Pellauer, G. "A Response to Cary Madison's Refléctions on Paul Ricoeur's

Philosophy of Metaphor". Philosophy Today 21 (1977): 437-445,

Perkins. R.L. Ed. Kierkegaard's Fear and Trembling - Critical Appraisals.

Alabama: University of Alabama Press, 1981.

Pettit, P. The Concept of Structuralism: A Critical Analysis. Berkley:

University of California Press, 1977.

-

Ratz, E. “Analysis and Hermeneutics and Their Significance for the

Interpretation of Beethoven". Musical Analysis 3 (1984): 243-255,

Ricoeﬁr, P. "Critical Discussion: Ways of Worldmaking". Philosophy and

Literature 4 {1980): 107-120.

l&:ﬂ



page 186

"Metaphor and the Main Problem in” Hermeneutics". The Philpsophy of

Paul Ricoeur. Eds. C.E. Reagan and D. Stewart. Boston:

Beacon Press, 1978.

. . 4
"Narrative and Hermeneutics". Essays on Aesthetics. Ed. J Fisher.

Philadelphia: Temple University Press, 1983.

"On Interpretation’.. Philosophy in France Today. Ed. A. Montefiore.

Cambridge: Ca:ﬁbridge University Press, 1983,

-

"The Metaphorical Process". : Philoso.bhical Perspectives on Metaphor.

Ed. M. Johnson. Minneapolis: University of Minnesota Press,

1981,

Tﬁe Rule of MAetaphor - Muliidisciplinary Studies of the Creation of

Meaning in Language. -Trans. R. Czerney, K. MclLaughlin and J.

Costello. Toronto: University of Toronto Press, 1977.

. " Time and Narrative. 2 volumes. Trans. K. McLaugt.ﬂin and D.

Pellauer. Chicago: University of Chicago press, 1984,

Ross, S.D. Art and its Significance: An Anthology of Aesthetic Theories.

Rugh, T.F. and Silva, E.R. Eds. History as a Tool in Critical

hY

- Albany: State Univérsity of New York Press, 1984.

* L)

-

£

Interpretation. Provo: Brigham Young University Press, 1978.




page 187

Saif, A.N. "Framing the Reference: Notes Towards a Characterization of

Critical Texts". Britis_l; Journal of Aesthetics 24 (1984): 355-360..

Schwartz, E. "Performance in the Midst of Pluralism". Relativism in the

Arts. Ed B.J. Craige. - Athens: University of Georgia, 1983,

Seung, T.K. Hermeneutics and Structuralism. New York: Columbia

University Press, 1982.

Sharpe, R.A. Aesthetics: A Philosophical Analysis. New York: St. Martin's

D Press, 1983.

Shepherd, J. "A Theoretical Model for the Sociomusicological Analysis of

Popular Music". Popular Music 2 (1982): 145-178.

---. "Music and Male Hegemony". Music and Society. Eds. S. McClary

and R. Leppert. London: Cambridge University Press, 1987,

Sibley, F. "Genera! Criteria and Reasons in Aesthetics". Essays On

Aesthetics. Ed. J. Fisher. Philadelphia: Temple University

Press, 1983,

-~
I

Slatterly, M.F., Sr. "Looking Again at Susanne Langer's Expressionism®,

British Journal of Aesthetics 27 (1987): 247-258.

Stall, F. "The Search for Meaning: Mathematics, Music and Ritual".

American Journal of Semiotics 2 (1984): 1-57.




g e = 5 %

Ya

- page 188

Stecker, R. "The End of the Institutional Definition of Art". British Journal

of Aesthetics 26 (1986): 124-132, ;/j)

Stolnitz, J. Aesthetics and the Philosophy of Art Criticism. Cambridge:

The Riverside Press, 1960.

———. Aesthetics. New York: MacMillan Co., 19k5.

J

-
-

E
---. "On the Origin of Aesthetic Disinteréstedness”. Aesthetics: A Critical

’

Anthology. Eds. GC. Dickie and R. Sclafapi. New York: St.A

Martin's Press, 1977.

---. "Some Questions Concerning Aesthetic Perception". Philosophy and

Phenomenological Research 22 {19610“: 65-87.

-—=. "™MThe Aesthetic Attitude' in the Rise of Modern Aesthetics™. Journal of

Aesthetics and Art Criticism 36 (1978): 409-422,

-

Stopford, J. "Structuralism, Semiotics and Musicology”. British Journal of

Aesthetics 24 (1984): 127-137.

Stravinsky, |. Poetics of Music in the Form of Six Lessons. Trans. A.

Knodel, and 1. Dhal. Cambridge: Harvard University Press,

1982.

~

Strozier, R. "Eccentricities: Jacques Derrida and the Strategy of Sceptical

Reduction". Structuralist Review 11 (1984): 3-33.

-



- page 189 -

Sturock, J. Ed. Structuralism and Since: From Levis-Strauss to Derrida.‘\
London: Oxford University Press, 1979,
7 . .

Taylor, F.E. "Music and its Logic". British Journal of Aesthetics 14

(1974): 214-230.

Thompson, J. Ed. Kierkegaard: A Collection of Critical Essays. New York:

-Doubleday and Co. Inc., J972.

Tilghman, B.R., "Aesthetic Perception and the Problem of the 'Aesthetic

Object'. Mind 75 (1966):.351-367.

---. But is it Art? The Value of Art and the Temptation of Theory. New

-

---, "Danto and the Ontology of Literature". Journal of Aesthetics and Art

York: Basil Blackwell, 1984,

Criticism 40 (1982): 293-299.

Tomas, V. “Aesthétic Vision". Philosophical Review 68 (1953): 52-67.

Tormey, A. "Metaphors and Counterfactuals". Eé;says on Aesthetics. Ed.

J. Fisher. Philadelphia: Temple University Press, 1983. 4

Urmson, J.0. "What Makes a Situation Aesthetic". Aesthetics:

Contemporary Studies in Aesthetics. Ed. F.J. Coleman. New

York: McGraw-Hill Co., 1968,

.



page 190

Warner, M. "Black's Metaphors". British Journal of Aesthetics 13 (1973):.-,

~
e

-

. | 367-372. - : -

Wartenburg, S. "Foucault's Archaeoloéical Method: A Response to Hacking

and Rorty". Philosophical Forum 15 (1984): 345-364,

White, H. "The Limits of Relativism in the Arts". Relativism in the Arts.

Ed. B.J. Craige. Athens: University of Georgia Press, 1983,

C TN -
Wieand, J. "Can There by an Institutional Theory of Art". Journal of

Aesthetics and Art Criticism 39 (1981): 409-417,.

Wolff, J. Aesthetics and the Sociology of Art. London: George, A%le'n and

Unwin, 1983,

Ziff, P. Antiaesthetics: An Appreciation of the Cow with the Subtle Nose,

Dordrecht: D. Deidel Publishers Co., 1984,

---. Philosophical Turnings - Essays in Conceptual Appreciatio?m. Ithaca:

<Y
f:l

Cornell University Press, 1967.

-
*

Zuckerkandl, V. Sound and ‘5y,rnbo|: Music and the External World. Trans.

. W.R. Trask. Princeton: Princeton University Press, 1956,





