
management
MEDIAHEALTH

law
D

ESIG
N

ED
U

C
AT

IO
N

M
U

SICagriculture

L
A

N
G

U
A

G
EM E C H A N I C S

psychology

BIOTECHNOLOGY

GEOGRAPHY

ART
PHYSICS

history

E
C
O
L
O
G
Y

CHEMISTRY

m
ath

em
aticsENGINEERING

Western aesethetic



CONTENT 

Chapter – 1 : Western Aesthetics 

Chapter – 2 : The development of Western aesthetics 

Chapter – 3 : African aesthetic 

Chapter – 4 : Indian aesthetics 

Chapter – 5 : Bonsai aesthetics 

Chapter – 6 : Japanese Aesthetic 

Chapter – 7 : Aesthetics in Islamic philosophy 

Chapter – 8 : Black Aesthetics 

Chapter – 9 : African aesthetic 

Chapter – 10 : Greek aesthetics 

Chapter – 11 : What is an aesthetic judgment?  

Chapter – 12 : History of aesthetics before the 20th century 

  

  



Chapter -1 

Western Aesthetics 

Aesthetics (also spelled Aesthetics) is a branch of philosophy dealing with the nature of art, 

beauty, and taste, with the creation and appreciation of beauty. It is more scientifically defined as 

the study of sensory or sensory-emotional values, sometimes called judgments of sentiment and 

taste.  More broadly, scholars in the field define aesthetics as "critical reflection on art, culture 

and nature."  

More specific aesthetic theory, often with practical implications, relating to a particular branch of 

the arts is divided into areas of aesthetics such as art theory, literary theory, film theory and 

music theory. An example from art theory is aesthetic theory as a set of principles underlying the 

work of a particular artist or artistic movement: such as the Cubist aesthetic.  

Etymology 

The word aesthetic is derived from the Greek (aesthetics, meaning "esthetic, sensitive, sentient"), 

which in turn was derived from (aisthanomai, meaning "I perceive, feel, sense"). The term 

"aesthetics" was appropriated and coined with new meaning in the German form Esthetic 

(modern spelling Aesthetic) by Alexander Baumgartenin 1735. 

History of aesthetics 

  

  

 



Bronze sculpture, thought to be either Poseidon or Zeus, National Archaeological Museum of 

Athens 

Any aesthetic doctrines that guided the production and interpretation of prehistoric art are mostly 

unknown. Ancient art was largely, but not entirely, based on the nine great ancient civilizations: 

Egypt, Mesopotamia, Persia, Greece, China, Rome, India, the Celtic peoples, and Maya. Each of 

these centers of early civilization developed a unique and characteristic style in its art. 

Western medieval aesthetics 

  

. 

Surviving medieval art is primarily religious in focus and funded largely by the State, Roman 

Catholic or Orthodox church, powerful ecclesiastical individuals, or wealthy secular patrons. 

These art pieces often served a liturgical function, whether as chalices or even as church 

themselves. Objects of fine art from this period were frequently made from rare and valuable 

materials, such as gold and lapis, the cost of which commonly exceeded the wages of the artist. 

Medieval aesthetics in the realm of philosophy built upon Classical thought, continuing the 

practice of Plotinus by employing theological terminology in its explications. St. Bonaventure's 

"Retracing the Arts to Theology", a primary example of this method, discusses the skills of the 

artisan as gifts given by God for the purpose of disclosing God to mankind, which purpose is 

achieved through four lights: the light of skill in mechanical arts which discloses the world of 



artifacts; which light is guided by the light of sense perception which discloses the world of 

natural forms; which light, consequently, is guided by the light of philosophy which discloses the 

world of intellectual truth; finally, this light is guided by the light of divine wisdom which 

discloses the world of saving truth. 

Post-modern aesthetics and psychoanalysis 

  

  

example of the Dada aesthetic, Marcel's Fountain 1917 

Early-twentieth-century artists, poets and composers challenged existing notions of beauty, 

broadening the scope of art and aesthetics. In 1941, Eli Siegel, American philosopher and poet, 

founded Aesthetic Realism, the philosophy that reality itself is aesthetic, and that "The world, 

art, and self explain each other: each is the aesthetic oneness of opposites."  

Various attempts have been made to define Post-modern aesthetics. The challenge to the 

assumption that beauty was central to art and aesthetics, thought to be original, is actually 

continuous with older aesthetic theory; Aristotle was the first in the Western tradition to classify 

"beauty" into types as in his theory of drama, and Kant made a distinction between beauty and 

the sublime. What was new was a refusal to credit the higher status of certain types, where the 

taxonomy implied a preference for tragedy and the sublime to comedy and the Rococo. 

Croce suggested that "expression" is central in the way that beauty was once thought to be 

central. George Dickie suggested that the sociological institutions of the art world were the glue 

binding art and sensibility into unities. Marshall McLuhan suggested that art always functions as 



a "counter-environment" designed to make visible what is usually invisible about a society. 

Theodor Adorno felt that aesthetics could not proceed without confronting the role of the culture 

industry in the commodification of art and aesthetic experience. Hal Foster attempted to portray 

the reaction against beauty and Modernist art in The Anti-Aesthetic: Essays on Postmodern 

Culture. Arthur Danto has described this reaction as "kalliphobia" (after the Greek word for 

beauty, κάλλος kallos). André Malraux explains that the notion of beauty was connected to a 

particular conception of art that arose with the Renaissance and was still dominant in the 

eighteenth century (but was supplanted later). The discipline of aesthetics, which originated in 

the eighteenth century, mistook this transient state of affairs for a revelation of the permanent 

nature of art. Brian Massumi suggests to reconsider beauty following the aesthetical thought in 

the philosophy of Deleuze and Guattari.  

The field of experimental aesthetics was founded by Gustav Theodor Fechner in the 19th 

century. Experimental aesthetics is characterized by a subject-based, inductive approach. The 

analysis of individual experience and behavior based on experimental methods is a central part of 

experimental aesthetics. In particular, the perception of works of art, music, or modern items 

such websites or other IT products is studied. Experimental aesthetics is strongly oriented 

towards the natural sciences. Modern approaches mostly come from the fields of cognitive 

psychology or neuroscience (neuroaesthetics). 

Pneumaist aestheticism is a theory of art and a highly experimental approach to art negating 

historical preconceptions of the aesthetic. 

Jean-François Lyotard re-invokes the Kantian distinction between taste and the sublime. Sublime 

painting, unlike kitsch realism, "... will enable us to see only by making it impossible to see; it 

will please only by causing pain."  

Sigmund Freud inaugurated aesthetical thinking in Psychoanalysis mainly via the "Uncanny" as 

aesthetical affect. Following Freud and Merleau-Ponty, Jacques Lacantheorized aesthetics in 

terms of sublimation and the Thing 

Guy Sircello pioneered efforts in analytic philosophy to develop a rigorous theory of aesthetics, 

focusing on the concepts of beauty, love and sublimity. In contrast to romantic theorists Sircello 

argued for the objectivity of beauty and formulated a theory of love on that basis. 



British philosopher and theorist of conceptual art aesthetics, Peter Osborne, makes the point that 

that post-conceptual art aesthetic does not concern a particular type ofcontemporary art so much 

as the historical-ontological condition for the production of contemporary art in general .."  

Osborne first noted that contemporary art is 'post-conceptual in a public lecture delivered at the 

Fondazione Antonio Ratti, Villa Sucota in Como on July 9, 2010. It is a claim made at the level 

of the ontology of the work of art (rather than say at the descriptive level of style or movement). 

Aesthetics and information 

  

 

Initial image of a Mandelbrot set zoom sequence with continuously colored environment 

In the 1970s, Abraham Moles and Frieder Nake were among the first to analyze links between 

aesthetics, information processing, and information theory.  

In the 1990s, Jürgen Schmidhuber described an algorithmic theory of beauty which takes the 

subjectivity of the observer into account and postulates: among several observations classified as 

comparable by a given subjective observer, the aesthetically most pleasing one is the one with 

the shortest description, given the observer's previous knowledge and his particular method for 

encoding the data. This is closely related to the principles of algorithmic information theory and 

minimum description length. One of his examples: mathematicians enjoy simple proofs with a 

short description in their formal language. Another very concrete example describes an 

aesthetically pleasing human face whose proportions can be described by very few bits of 

information, 

  

 



Chapter - 2 

The development of Western aesthetics 

 

The two greatest Greek philosophers, Plato and Aristotle, shared a sense of the importance of 

aesthetics, and both regarded music, poetry, architecture, and drama as fundamental institutions 

within the body politic.  Plato notoriously recommends the banning of poets and painters from 

his ideal republic and in the course of his argument provides an extended theory of imitation 

(mimesis), along with spurious reasons for thinking that imitation derogates both from the laws 

of morality and from the rational cognition of the world.  Much of Aristotle’s extended and 

diverse reply to Plato is concerned with rehabilitating imitation as the foundation of moral 

education (Ethical Nicomachea), as the origin of a necessary catharsis (Poetical), and as the 

instrument - through music, dance, and poetry - of character formation (Political). 

Plato’s more mystical writings, notably the Timbers, contain hints of another approach to 

aesthetics, one based on the Pythagorean theory of the cosmos that exerted a decisive influence 

on the Neo-Platonist.  Through the writings of St. Augustine, Boethius, and Microbus, the 

Pythagorean cosmology and its associated aesthetic of harmony were passed on to the thinkers of 

the Middle Ages.  The Aristotelian theory of imitation and the concern with the expressive and 

emotionally educative aspect of aesthetic experience were not truly influential until the 17th 

century.  At that time much attention was also paid to another classical work, the Hellenistic 

treatise on the sublime ascribed to Longinus, which is perhaps the most interesting and extended 

piece of antique literary criticism to have been passed on to the modern world. top of page 

Medieval aesthetics 

St. Thomas Aquinas devoted certain passages of his Summa Theologize (c. 1266–73) to the 

study of beauty.  To his thinking, man’s interest in beauty is of sensuous origin, but it is the 

prerogative of those senses that are capable of “contemplation” - namely, the eye and the ear.  

Aquinas defines beauty in Aristotelian terms as that which pleases solely in the contemplation of 

it and recognizes three prerequisites of beauty: perfection, appropriate proportion, and clarity.  

Aquinas’ position typifies the approach to aesthetics adopted by the Scholastics.  More widely 



diffused among medieval thinkers was the Neo-Platonist theory, in which beauty is seen as a 

kind of divine order conforming to mathematical laws: the laws of number, which are also the 

laws of harmony.  Music, poetry, and architecture all exhibit the same conformity to a cosmic 

order, and, in experiencing their beauty, we are really experiencing the same order in ourselves 

and resonating to it as one string to another. This theory, expounded in treatises on music by St. 

Augustine and Boethius, is consciously invoked by Dante in his Convivio (c. 1304–07; The 

Banquet).  In this piece, generally considered one of the first sustained works of literary criticism 

in the modern manner, the poet analyzes the four levels of meaning contained in his own poems. 

The Neoplatonist emphasis on number and harmony dominated aesthetics during the early 

Renaissance as well and was reaffirmed by Leon Alberti in his great treatise on architecture, De 

Re Aedificatoria (1452; Ten Books on Architecture).  Alberti also advanced a definition of 

beauty, which he called concinnitas, taking his terminology from Cicero.  Beauty is for Alberti 

such an order and arrangement of the parts of an object that nothing can be altered except for the 

worse.  This kind of definition can hardly stand alone as a basis for aesthetics, for what does the 

word worse mean?  The obvious answer, “less beautiful,” at once reduces the definition to 

circularity.  

The origins of modern aesthetics 

Francis Bacon wrote essays on beauty and deformity, but he confined his remarks to the human 

figure.  René Descartes produced a treatise on music, although it contains little that would be 

recognized as aesthetics in the modern sense.  During the first decades of modern philosophy, 

aesthetics flourished, not in the works of the great philosophers, but in the writings of such minor 

figures as Baltasar Gracián, Jean de La Bruyère (who began the study of taste that was to 

dominate aesthetics for a century), and Georges-Louis Leclerc, comte de Buffon. 

It was not until the end of the 17th century that the distinctive concerns of modern aesthetics 

were established.  At that time, taste, imagination, natural beauty, and imitation came to be 

recognized as the central topics in aesthetics.  In Britain the principal influences were the 3rd 

Earl of Shaftesbury and his disciples Francis Hutcheson and Joseph Addison.  Shaftesbury, a 

follower of the political and educational philosopher John Locke, did more than any of his 

contemporaries to establish ethics and aesthetics as central areas of philosophical inquiry.  As a 



naturalist, he believed that the fundamental principles of morals and taste could be established by 

due attention to human nature, our sentiments being so ordered that certain things naturally 

please us and are naturally conducive to our good (Characteristiks of Men, Manners, Opinions, 

Times, 1711).  Taste is a kind of balanced discernment, whereby a person recognizes that which 

is congenial to his sentiments and therefore an object of pleasurable contemplation.  Following 

Locke, Shaftesbury laid much emphasis on the association of ideas as a fundamental component 

in aesthetic experience and the crucial bridge from the sphere of contemplation to the sphere of 

action.  Addison adopted this position in a series of influential essays, “The Pleasures of the 

Imagination” in The Spectator (1712).  He defended the theory that imaginative association is the 

fundamental component in our experience of art, architecture, and nature, and is the true 

explanation of their value to us. 

Francis Hutcheson was perhaps the first to place the problem of aesthetic judgment among the 

central questions of epistemology: How can we know that something is beautiful?  What guides 

our judgment and what validates it?  His answer was decidedly Empiricist in tone: aesthetic 

judgments are perceptual and take their authority from a sense that is common to all who make 

them.  In An Inquiry into the Original of our Ideas of Beauty and Virtue (1725), Hutcheson 

explained: “The origin of our perceptions of beauty and harmony is justly called a ‘sense’ 

because it involves no intellectual element, no reflection on principles and causes.” 

The significance of Baumgarten’s work 

Such a statement would have been vigorously repudiated by Hutcheson’s contemporary 

Alexander Baumgartner, who, in his aforementioned Reflections on Poetry, introduced the term 

aesthetic in its distinctively modern sense.  Baumgartner was a pupil of Christian Wolff, the 

Rationalist philosopher who had created the orthodox philosophy of the German Enlightenment 

by building the metaphysical ideas of Gottfried Wilhelm Leibniz into a system.  He was thus heir 

to a tradition that dismissed the senses and the imagination as incapable of providing a genuine 

cognition of their objects and standing always to be corrected (and replaced) by rational 

reflection.  Baumgartner, however, argued that poetry is surely cognitive: it provides insight into 

the world of a kind that could be conveyed in no other way.  At the same time, poetic insights are 

perceptual (“aesthetic”) and hence imbued with the distinctive character of sensory and 

imaginative experience.  According to Baumgartner, the ideas conveyed by poetry are “clear and 



confused,” as opposed to the “clear and distinct” ideas of reason in the sense that they had been 

described by Descartes and the 17th-century Rationalists.  Baumgartner held that the aesthetic 

value of a poem resides in the relative preponderance of clarity over confusion. Accordingly, his 

theory of the value of art was ultimately cognitive. 

It was some decades before Baumgartner’s coinage became philosophical currency.  But there is 

no doubt that his treatise, for all its pedantry and outmoded philosophical method, deserves its 

reputation as the founding work of modern aesthetics. 

Major concerns of 18th-century aesthetics 

The development of aesthetics between the work of Baumgartner and that of Immanuel Kant, 

who had been influenced by Baumgartner’s writings, was complex and diverse, drawing 

inspiration from virtually every realm of human inquiry.  Yet, throughout this period certain 

topics repeatedly received focal attention in discussions pertaining to aesthetic questions. 

One such topic was the faculty of taste, the analysis of which remained the common point among 

German, French, and English writers.  Taste was seen as a sense (Hutcheson), as a peculiar kind 

of emotionally inspired discrimination (Hume), or as a part of refined good manners (Voltaire).  

In an important essay entitled “Of the Standard of Taste” (in Four Dissertations, 1757), Hume, 

following Voltaire in the Encyclopedia, raised the question of the basis of aesthetic judgment and 

argued that “it is natural for us to seek a standard of taste; a rule by which the various sentiments 

of men may be reconciled; at least, a decision afforded, confirming one sentiment, and 

condemning another.”  But where is this standard of taste to be found  

Post-Hegelian aesthetics 

Little of 19th-century aesthetics after Hegel has proved of lasting interest.  Perhaps the most 

important exception is the controversial literature surrounding Richard Wagner, particularly the 

attack on the expressive theory of music launched by Wagner’s critic Eduard Hans lick in his 

Vow musikalisch - Schönen (1854; On the Beautiful in Music).  With this work modern musical 

aesthetics was born, and all the assumptions made by Bateaux and Hegel concerning the unity 

(or unity in diversity) of the arts were thrown in doubt. 



The most impressive work on aesthetics of the late 1800s was George Santayana’s The Sense of 

Beauty (1896), which shows a welcome move away from the 19th-century obsession with art 

toward more fundamental issues in the philosophy of mind.  Santayana argues against Kant’s 

theory of the disinterested and universal quality of aesthetic interest, and defends the view that 

pleasure is the central aesthetic category, beauty being “pleasure regarded as the quality of a 

thing.” All human functions and experiences may contribute to the sense of beauty, which has 

two broad categories of object: form and expression.  In his theory of expression Santayana again 

takes up the problem raised by the theory of the association of ideas, and argues that in aesthetic 

pleasure the associative process achieves a kind of fusion between the response aroused and the 

object which arouses it, and that this is the fundamental experience of expression. 

Marxist aesthetics 

Many attempts have been made to develop a specifically Marxist aesthetics, one that would 

incorporate the Marxian theory of history and class consciousness and the critique of bourgeois 

ideology, so as to generate principles of analysis and evaluation and show the place of art in the 

theory and practice of revolution.  William Morris in England and George V. Plekhanov in 

Russia both attempted to unite Marx’s social criticism with a conception of the nature of artistic 

labour.  Plekhanov’sIskusstvo i obshchestvennaya zhizn (1912; Art and Social Life) is a kind of 

synthesis of early Marxist thought and attempts to recast the practices of art and criticism in a 

revolutionary mold.  The ideology of “art for art’s sake,”  

  



Chapter 3 

African aesthetic 

While the African continent is vast and its peoples diverse, certain standards of beauty and 

correctness in artistic expression and physical appearance are held in common among various 

African societies.   

Taken collectively, these values and standards have been characterised as comprising a generally 

accepted African aesthetic.  

Cool 

In African Art in Motion, African art scholar and Yale professor Robert Farris Thompson turns 

his attention to cool in both the African and African-American contexts: 

The mind of an elder within the body of the young is suggested by the striking African custom of 

dancing "hot" with a "cool" unsmiling face. This quality seems to have haunted Ten Rhyne at the 

Cape in 1673 and it struck the imagination of an early observer of strongly African-influenced 

dancing in Louisiana in the early nineteenth century, who noted "thumping ecstasy" and "intense 

solemnity of mien." The mask of the cool, or facial serenity, has been noted at many points in 

Afro-American history: 

It is interesting that what remains a spiritual principle in some parts of Africa and the rare 

African-influenced portions of the modern U.S.A., such astidewater Georgia, becomes in the 

mainline Afro-American urban culture an element of contemporary street behavior: 

Negro boys…have a 'cool' way of walking in which the upper trunk and pelvis rock fore and aft 

while the head remains stable with the eyes looking straight ahead. The walk is quite slow, and 

the Negroes take it as a way of 'strutting' or 'showing off'. 

Categories:  

• African art 

• Aesthetics 
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Chapter 4 

Indian aesthetics 

Indian art evolved with an emphasis on inducing special spiritual or philosophical states in the 

audience, or with representing them symbolically. According to Kapila Vatsyayan, "Classical 

Indian architecture, sculpture, painting, literature (kāvya), music, and dancing evolved their own 

rules conditioned by their respective media, but they shared with one another not only the 

underlying spiritual beliefs of the Indian religio-philosophic mind, but also the procedures by 

which the relationships of the symbol and the spiritual states were worked out in detail." 

In the Pan Indian philosophic thought the term 'Satyam Shivam Sundaram' is another name for 

the concept of the Supreme. 'Sat' is the truth value, 'Shiv' is the good value & 'Sundaram' is the 

beauty value. Man through his 'Srabana' or education, 'Manana' or experience and 

conceptualization and 'Sadhana' or practice, through different stages of life (Ashramas) comes to 

form and realize the idea of these three values to develop a value system. This Value-system 

helps develop two basic ideas 1) that of 'Daksha' or the adept/expert and 2) of Mahana/Parama or 

the Absolute and thus to judge anything in this universe in the light of these two measures, 

known as 'Adarsha'. A person who has mastered great amounts of knowledge of the grammars, 

rules, & language of an art-form are adepts (Daksha), whereas those who have worked through 

the whole system and journeyed ahead of these to become a law unto themselves is called a 

Mahana. Individuals idea of 'Daksha' and 'Mahana' is relative to the development of the concept 

of 'Satyam-Shivam-Sundaram.' For example, Tagore's idea of these two concepts should be 

above any common man's and many perceive Tagore as a 'Mahana' Artist in the realm of 

literature. This concept of Satyam-Shivam-Sundaram, a kind of Value Theory is the cornerstone 

of Indian Aesthetics. 

Of particular concern to Indian drama and literature are the term 'Bhava' or the state of mind and 

rasa referring generally to the emotional flavors/essence crafted into the work by the writer and 

relished by a 'sensitive spectator' or sahṛdaya. Poets like Kālidāsa were attentive to rasa, which 

blossomed into a fully developed aesthetic system. Even in contemporary India the term rasa 

denoting "flavor" or "essence" is used colloquially to describe the aesthetic experiences in films; 



"māsala mix" describes popular Hindi cinema films which serve a so-called balanced emotional 

meal for the masses, savored as rasa by these spectators. 

Rasa theory blossoms beginning with the Sanskrit text Nātyashāstra (nātya meaning "drama" and 

shāstra meaning "science of"), a work attributed to Bharata Muni where the Gods declare that 

drama is the 'Fifth Veda' because it is suitable for the degenerate age as the best form of religious 

instruction. While the date of composition varies wildly among scholars, ranging from the era of 

Plato and Aristotle to the seventh century CE. The Nātyashāstra presents the aesthetic concepts 

of rasas and their associated bhāvas in Chapters Six and Seven respectively, which appear to be 

independent of the work as a whole. Eight rasas and associated bhāvas are named and their 

enjoyment is likened to savoring a meal: rasa is the enjoyment of flavors that arise from the 

proper preparation of ingredients and the quality of ingredients. What rasa actually is, in a 

theoretical sense, is not discussed and given the Nātyashāstra's pithy wording it is unlikely the 

exact understanding of the original author(s) will be known. 

The theory of the rasas develops significantly with the Kashmiri aesthetician Ãndandavardhana's 

classic on poetics, the Dhvanyāloka which introduces the ninth rasa, shānta-rasa as a specifically 

religious feeling of peace (śānta) which arises from its bhāva, weariness of the pleasures of the 

world. The primary purpose of this text is to refine the literary concept dhvani or poetic 

suggestion, by arguing for the existence of rasa-dhvani, primarily in forms of Sanskrit including 

a word, sentence or whole work "suggests" a real-world emotional state or bhāva, but thanks to 

aesthetic distance, the sensitive spectator relishes the rasa, the aesthetic flavor of tragedy, 

heroism or romance. 

The 9th–10th century master of the religious system known as "the nondual Shaivism of 

Kashmir" (or "Kashmir Shaivism") and aesthetician, Abhinavagupta brought rasa theory to its 

pinnacle in his separate commentaries on the Dhvanyāloka, the Dhvanyāloka-locana (translated 

by Ingalls, Masson and Patwardhan, 1992) and the Abhinavabharati, his commentary on the 

Nātyashāstra, portions of which are translated by Gnoli and Masson and Patwardhan. 

Abhinavagupta offers for the first time a technical definition of rasa which is the universal bliss 

of the Self or Atman colored by the emotional tone of a drama. Shānta-rasa functions as an equal 

member of the set of rasas but is simultaneously distinct being the most clear form of aesthetic 

bliss. Abhinavagupta likens it to the string of a jeweled necklace; while it may not be the most 



appealing for most people, it is the string that gives form to the necklace, allowing the jewels of 

the other eight rasas to be relished. Relishing the rasas and particularly shānta-rasa is hinted as 

being as-good-as but never-equal-to the bliss of Self-realization experienced by yogis. 

Aestheticism (or the Aesthetic Movement) is an art movement supporting the emphasis of 

aesthetic values more than social-political themes for literature, fine art, music and other arts. It 

was particularly prominent in Europe during the 19th century, but contemporary critics are also 

associated with the movement, such as Harold Bloom, who has recently argued against 

projecting social and political ideology onto literary works, which he believes has been a 

growing problem in humanities departments over the last century. 

In the 19th century, it was related to other movements such as symbolism or decadence 

represented in France, or decadentismorepresented in Italy, and may be considered the British 

version of the same style.  

Aesthetic literature 

The British decadent writers were much influenced by the Oxford professor Walter Pater and his 

essays published during 1867–68, in which he stated that life had to be lived intensely, with an 

ideal of beauty. His text Studies in the History of the Renaissance (1873) was very well regarded 

by art-oriented young men of the late 19th century. Writers of the Decadent movement used the 

slogan "Art for Art's Sake" (L'art pour l'art), the origin of which is debated. Some claim that it 

was invented by the philosopher Victor Cousin, although Angela Leighton in the publication On 

Form: Poetry, Aestheticism and the Legacy of a Word (2007) notes that the phrase was used by 

Benjamin Constant as early as 1804. It is generally accepted to have been promoted by 

Théophile Gautier in France, who interpreted the phrase to suggest that there was not any real 

association between art and morality. 
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Compton Mackenzie's novel Sinister Street makes use of the type as a phase through which the 

protagonist passes as he is influenced by older, decadent individuals. The novels of Evelyn 

Waugh, who was a young participant of aesthete society at Oxford, describe the aesthetes mostly 

satirically, but also as a former participant. Some names associated with this assemblage are 

Robert Byron, Evelyn Waugh, Harold Acton, Nancy Mitford, A.E. Housman and Anthony 

Powell. 

Aesthetic visual arts 

Artists associated with the Aesthetic style include James McNeill Whistler, Dante Gabriel 

Rossetti, and Aubrey Beardsley. Although the work of Edward Burne-Jones was exhibited at the 

Grosvenor Gallery which promoted the movement, it also contains narrative and conveys moral 

or sentimental messages hence it falls outside the given definition. 

Aesthetic Movement decorative arts 

  

 

Aesthetic Movement antiques at Florian Papp, New York City 

The primary element of Decorative Art is utility. The convenient but trite maxim 'Art for Art's 

Sake', identifying art or beauty as the primary element in other branches of the Aesthetic 

Movement, especially Fine Art cannot apply in this context. Decorative art must first have utility 

but may also be beautiful. Decorative art is dissociated from Fine Art.  



Important elements of the Aesthetic Movement have been identified as Reform and Eastern Art. 

The Government Schools of Design were founded from 1837 onwards in order to improve the 

design of British goods. Following the Great Exhibition of 1851 efforts were intensified and 

Oriental objects purchased for the schools teaching collections. Owen Jones, architect and 

Orientalist was requested to set out key principles of design and these became not only the basis 

of the schools teaching but also the propositions which preface The Grammar of Ornament 

(1856), which is still regarded as the finest systematic study or practical sourcebook of historic 

world ornament. 

Jones identified the need for a new and modern style which would meet the requirements of the 

modern world, rather than the continual re-cycling of historic styles, but saw no reason to reject 

the lessons of the past. Christopher Dresser, a student and later Professor at the school worked 

with Owen Jones on The Grammar of Ornament, as well as on the 1863 decoration of The 

Oriental Courts (Chinese, Japanese, and Indian) at the South Kensington Museum, advanced the 

search for a new style with his two publications The Art of Decorative Design 1862, and 

Principles of Design 1873. 

Production of Aesthetic style furniture was limited to approximately the late 19th century. 

Aesthetic style furniture is characterized by several common themes: 

• Ebonized wood with gilt highlights. 

• Far Eastern influence. 

• Prominent use of nature, especially flowers, birds, ginkgo leaves, and peacock feathers. 

• Blue and white on porcelain and other fine china. 

Ebonized furniture means that the wood is painted or stained to a black ebony finish. The 

furniture is sometimes completely ebony-colored. More often however, there is gilding added to 

the carved surfaces of the feathers or stylized flowers that adorn the furniture. 

As aesthetic movement decor was similar to the corresponding writing style in that it was about 

sensuality and nature, nature themes often appear on the furniture. A typical aesthetic feature is 

the gilded carved flower, or the stylized peacock feather. Colored paintings of birds or flowers 



are often seen. Non-ebonized aesthetic movement furniture may have realistic-looking 3-

dimensional-like renditions of birds or flowers carved into the wood. 

Contrasting with the ebonized-gilt furniture is use of blue and white for porcelain and china. 

Similar themes of peacock feathers and nature would be used in blue and white tones on 

dinnerware and other crockery. The blue and white design was also popular on square porcelain 

tiles. It is reported that Oscar Wilde used aesthetic decorations during his youth. This aspect of 

the movement was also satirised by Punch magazine and in Patience. 

In 1882, Oscar Wilde visited Canada where he toured the town of Woodstock, Ontario and gave 

a lecture on May 29 entitled; "The House Beautiful". This particular lecture featured the early 

Aesthetic art movement, also known as the "Ornamental Aesthetic" art style, where local flora 

and fauna were celebrated as beautiful and textured, layered ceilings were popular. A gorgeous 

example of this can be seen in Annandale National Historic Site, located in Tillsonburg, Ontario, 

Canada. The house was built in 1880 and decorated by Mary Ann Tillson, who happened to 

attend Oscar Wilde's lecture in Woodstock, and was influenced by it. Since the Aesthetic art 

movement was only prevalent from about 1880 until about 1890, there are not very many 

examples of this particular style left nowadays. 

 

 

 

 

  

  



Chapter 5 

Bonsai aesthetics 

 

A bald cypress in the formal upright style. 

Bonsai aesthetics are the aesthetic goals and characteristics of the Japanese tradition in the art of 
growing a miniature tree in a container. Many Japanese cultural characteristics, particularly the 
influence of Zen Buddhism and the expression of wabi or sabi, inform the bonsai tradition in that 
culture. As well, a lengthy catalog of conventional tree shapes and styles helps provide cohesion 
to the Japanese styling tradition. A number of other cultures around the globe have adopted the 
Japanese approach to bonsai, and while some variations have begun to appear, most hew closely 
to the rules and design philosophies of the Japanese tradition. 

The aesthetics of penjing, a Chinese form of container-grown tree, are distinct from those of 
bonsai and are discussed elsewhere. The aesthetics of saikei, Japanese multi-tree landscapes in a 
container, are also distinct and are not described in this article. 

Bonsai aesthetics 



  

  

A Japanese Black Pine in an informal style. 

  

 

John Naka's famous bonsai Goshin, showing some deadwood effects. 



  

  

A Blue Atlas Cedar (Cedrus libani var. atlantica) bonsai on display at the National Bonsai & 
Penjing Museum at the United States National Arboretum. 

Bonsai styles 

A key design practice in bonsai is a set of commonly understood, named styles that describe 
canonical tree and setting designs. These well-known styles provide a convenient shorthand 
means for communicating about existing bonsai and for designing new ones. Bonsai styles 
describe a number of basic attributes of a bonsai, such as the angle and straightness of its trunk, 
its branch configuration, and the number of trees in the bonsai container. 

The system of styles serves many purposes, some practical, some aesthetic. In their simplest and 
most common application, styles provide a form of shorthand description for bonsai specimens. 
Predefined styles also aid the designer in making a development plan for a pre-bonsai tree. The 
untrained specimen may have characteristics that suggest or rule out certain styles. The designer 
can evaluate the pre-bonsai specimen against the catalog of accepted styles to determine what 
branches to remove or reshape, what foliage to remove or encourage, and what detailed shaping 
to apply to trunk and branches. 

General aesthetic principles 

The main aim of bonsai aesthetic practices is to create miniature trees with an air of age in their 
overall shapes, proportions, and details. The quintessential bonsai is a single, dwarfed tree in a 
small container. It has the appearance of a mature tree, but not of a completely natural one. 
Instead, a designer or artist has manipulated the shape and surfaces of the tree to enhance or 
exaggerate the tree's apparent age, and also to give it a defined "front" from which it is meant to 



be viewed. Anyone questioning the effect of the bonsai designer's work can test the quality of the 
design by viewing it from the rear, where exactly the same trunk and branches will generally 
look awkward, cluttered, or otherwise unattractive. 

No trace of the artist 

At the same time, the designer's touch must not be apparent to the viewer. If a branch is removed 
in shaping the tree, the scar will be placed at the "back" of the tree where it cannot be seen. 
Alternatively, the tree will not be shown until the scar has been covered by years of bark growing 
over it, or a stub of the branch will remain to be cleaned and shaped into looking like it was 
broken by wind or lightning. Similarly, wiring should be removed or at least concealed when the 
bonsai is shown, and must leave no permanent marks on the branch or bark.  

Visual balance 

Other guidelines address the balance of visual weight among the trunk, roots, foliage, and 
branches. The extensive catalog ofrecognized tree styles form part of this set of guidelines. The 
term "balance" here may refer to either: 

• static visual balance, where careful application of symmetry leads to a stable and restful shape 
(like the formal upright, orChokkan, style), or 

• dynamic visual balance, which may arise from an asymmetric shape or one that implies 
instability and movement (like the cascade, or Kengai, style). 

The trunk, roots, foliage, and branches are manipulated through a variety of techniques to meet 
the designer's goals of visual balance. Negative spaces (the "empty space" between solid 
elements like branches or foliage) are also shaped and proportioned to appear in balance. In 
almost all designs, the viewer can see completely through the tree's negative spaces to the 
background behind it. In this combination of positive and negative shapes, bonsai aesthetics 
overlap to a certain extent with the aesthetics of sculpture. 

Proportion among elements 

Another general guideline touches on the proportion of the bonsai's various elements. The most 
prized proportions mimic those of a full-grown tree as closely as possible. Slender branches with 
heavy leaves or needles that are out of proportion are avoided, as is a thin trunk with thick 
branches. One of the few exceptions to this guideline is that flowers and fruit (on trees that 
produce them) are not considered to be flawed if they appear too large for the tree. 

Flexibility of the rules 

One or more of the accepted rules of bonsai form can be bent or broken for a particular tree 
without destroying its fundamental aesthetic and artistic impact. In fact, going beyond the 



prescribed rules allows aesthetic growth in the bonsai art, as seen in many of the masterpieces 
created by Masahiko Kimura  and Kunio Kobayashi.  

General aesthetic guidelines 

The following characteristics are desirable in many Japanese bonsai and other styles of 
container-grown trees, whatever the style: 

Gravitas 

This is the trait which all of the remaining points of aesthetics seek to create. It is a sense of 
physical weight, the illusion of mass, the appearance of maturity or advanced age, and the 
elusive quality of dignity. Many of the formal rules of bonsai help the grower create a tree that 
expresses wabi or sabi, or portrays an aspect of mono no aware. 

Miniaturization 

By definition, a bonsai is a tree which is kept small enough to be container-grown while 
otherwise fostered to have a mature appearance. Bonsai can be classified according to size.Mame 
are ideally less than 10 cm (4 inches) tall and can be held in the palm of the hand. Shohin are 
about 25 cm (10 inches) tall, while other bonsai are larger and can not be easily moved. 

Lignification 

This refers to enhancing the “woody-ness” of a bonsai’s trunk and branches so that they have a 
mature appearance. This typically means the bark surface is encouraged to become rough and 
dark-colored. In some cases this aesthetic technique will vary, as in a birch tree bonsai attaining 
the white colour and exfoliating bark of a mature specimen. 

Asymmetry 

Bonsai aesthetics discourage strict symmetry in branch and root placement. Radial symmetry is 
nearly always broken by the requirement for a clear "front", which exposes the tree's trunk and 
major branches. The left, right, and back sides will have more branches than the front. Left-right 
(bilateral) symmetry across the trunk is also discouraged, and designers work to alternate 
branches among the left, right, and back parts of the tree without ever placing two branches at 
the same height or extending two branches the same distance away from the trunk. 

Leaf Reduction 

Leaf reduction is related to the general miniaturization described above but is something which 
varies over the life cycle of a particular bonsai. For example, a bonsai’s leaves might be allowed 
to attain full size for many years in order to encourage vigor and growth of trunk, roots, and 
branches. It is usually desirable to attain a degree of leaf reduction prior to exhibiting a bonsai. 
Leaf reduction may be encouraged by pruning and is sometimes achieved by the total defoliation 



of a bonsai during one part of its growing season. Conifer needles are more difficult to reduce 
than other sorts of foliage. 

 

 

• Bonsai 

 

  



Chapter 6 

Japanese aesthetics 

 

 

The modern study of Japanese aesthetics in the Western sense only started a little over two 
hundred years ago. The Japanese aesthetic is a set of ancient ideals that include wabi (transient 
and stark beauty), sabi (the beauty of natural patina and aging), and yūgen (profound grace and 
subtlety).These ideals, and others, underpin much of Japanese cultural and aesthetic norms on 
what is considered tasteful or beautiful. Thus, while seen as aphilosophy in Western societies, 
the concept of aesthetics in Japan is seen as an integral part of daily life. Japanese aesthetics now 
encompass a variety of ideals 

Shinto-Buddhism 

Shinto is considered to be at the fountain-head of Japanese culture. With its emphasis on the 
wholeness of nature and character in ethics, and its celebration of the landscape, it sets the tone 
for Japanese aesthetics. Nevertheless, Japanese aesthetic ideals are most heavily influenced by 
Japanese Buddhism. In the Buddhist tradition, all things are considered as either evolving from 
or dissolving into nothingness. This "nothingness" is not empty space. It is rather a space of 
potentiality. If the seas represent potential then each thing is like a wave arising from it and 
returning to it. There are no permanent waves.  

Wabi-sabi 

  



  

Hanami ("blossom viewing") parties atHimeji Castle 

Wabi and sabi refers to a mindful approach to everyday life. Over time their meanings 
overlapped and converged until they are unified intoWabi-sabi, the aesthetic defined as the 
beauty of things "imperfect, impermanent, and incomplete". Things in bud, or things in decay, as 
it were, are more evocative of wabi-sabi than things in full bloom because they suggest the 
transience of things. As things come and go, they show signs of their coming or going and these 
signs are considered to be beautiful. In this, beauty is an altered state of consciousness and can 
be seen in the mundane and simple. The signatures of nature can be so subtle that it takes a quiet 
mind and a cultivated eye to discern them. In Zen philosophy there are seven aesthetic principles 
for achieving Wabi-Sabi.  

Miyabi 

  

 

The Temple of the Golden Pavilion (Kinkaku-ji) 

Miyabi (雅) is one of the oldest of the traditional Japanese aesthetic ideals, though perhaps not as 
prevalent as Iki or Wabi-sabi. In modern Japanese, the word is usually translated as "elegance," 
"refinement," or "courtliness" and sometimes refers to a "heart-breaker". 

The aristocratic ideal of Miyabi demanded the elimination of anything that was absurd or vulgar 
and the "polishing of manners, diction, and feelings to eliminate all roughness and crudity so as 
to achieve the highest grace." It expressed that sensitivity to beauty which was the hallmark of 
the Heian era. Miyabi is often closely connected to the notion of Mono no aware, a bittersweet 
awareness of the transience of things, and thus it was thought that things in decline showed a 
great sense of miyabi. 

Shibui 

  



 

An 18th century tea bowl, exhibiting the aesthetics of Shibui 

Shibui (渋い) (adjective), shibumi (渋み) (noun), or shibusa (渋さ) (noun) are Japanese words 
which refer to a particular aesthetic or beauty of simple, subtle, and unobtrusive beauty. 
Originating in the Muromachi period (1336–1392) as shibushi, the term originally referred to a 
sour or astringent taste, such as that of an unripe persimmon. Shibui maintains that literal 
meaning still, and remains the antonym of amai (甘い), meaning 'sweet'. Like other Japanese 
aesthetic terms, such as iki and wabi-sabi, shibui can apply to a wide variety of subjects, not just 
art or fashion. Shibusa includes the following essential qualities. (1) Shibui objects appear to be 
simple overall but they include subtle details, such as textures, that balance simplicity with 
complexity. (2) This balance of simplicity and complexity ensures that one does not tire of a 
shibui object but constantly finds new meanings and enriched beauty that cause its aesthetic 
value to grow over the years. (3) Shibusa is not to be confused with wabi or sabi. Though many 
wabi or sabi objects are shibui, not all shibui objects are wabi or sabi. Wabi or sabi objects can 
be more severe and sometimes exaggerate intentional imperfections to such an extent that they 
can appear to be artificial. Shibui objects are not necessarily imperfect or asymmetrical, though 
they can include these qualities. (4) Shibusa walks a fine line between contrasting aesthetic 
concepts such as elegant and rough or spontaneous and restrained. 

Iki 

Iki (いき, often written 粋) is a traditional aesthetic ideal in Japan. The basis of iki is thought to 
have formed among urbane mercantile class (Chōnin) in Edo in the Tokugawa period (1603–
1868). Iki is an expression of simplicity, sophistication, spontaneity, and originality. It is 
ephemeral, straightforward, measured, and unselfconscious. Iki is not overly refined, pretentious, 
complicated. Iki may signify a personal trait, or artificial phenomena exhibiting human will or 
consciousness. Iki is not used to describe natural phenomena, but may be expressed in human 
appreciation of natural beauty, or in the nature of human beings. The phrase iki is generally used 
in Japanese culture to describe qualities that are aesthetically appealing and when applied to a 
person, what they do, or have, constitutes a high compliment. Iki is not found in nature. While 
similar to wabi-sabi in that it disregards perfection,iki is a broad term that encompasses various 
characteristics related to refinement with flair. The tasteful manifestation of sensuality can be iki. 
Etymologically, iki has a root that means pure and unadulterated. However, it also carries a 
connotation of having an appetite for life. 

Jo-ha-kyū 

Jo-ha-kyū (序破急) is a concept of modulation and movement applied in a wide variety of 
traditional Japanese arts. Roughly translated to "beginning, break, rapid", it infers a tempo that 
begins slowly, accelerates, and then ends swiftly. This concept is applied to elements of the 



Japanese tea ceremony, to kendō, to the traditional theatre, to Gagaku, and to the traditional 
collaborative linked verse forms renga and renku (haikai no renga).  

  

  

The Dragon of Smoke Escaping from Mt Fuji,Hokusai 

Yūgen (幽玄?) is an important concept in traditional Japanese aesthetics. The exact translation of 
the word depends on the context. In the Chinese philosophical texts the term was taken from, 
yūgen meant "dim", "deep" or "mysterious". In the criticism of Japanese waka poetry, it was 
used to describe the subtle profundity of things that are only vaguely suggested by the poems, 
and was also the name of a style of poetry (one of the ten orthodox styles delineated by Fujiwara 
no Teika in his treatises). 

Yūgen suggests that beyond what can be said but is not an allusion to another world. It is about 
this world, this experience.  

Geidō 

  

 



Geidō (芸道?) refers to the various traditional Japanese arts disciplines: Noh (能?) (theater), 
kadō (華道?)(Japanese flower arrangement), shodō (書道?) (Japanese calligraphy), Sadō (茶道?) 
(Japanese tea ceremony), and yakimono (焼物?) (Japanese pottery). All of these disciplines carry 
an ethical and aesthetic connotation and teach an appreciation of the process of creation. To 
introduce discipline into their training, Japanese warriors followed the example of the arts that 
systematized practice through prescribed forms called kata - think of the tea ceremony. Training 
in combat techniques incorporated the way of the arts (Geidō), practice in the arts themselves, 
and instilling aesthetic concepts (for example, yugen) and the philosophy of arts (geido ron). 
This led to combat techniques becoming known as the martial arts (even today, David Lowry 
shows, in the 'Sword and Brush: the spirit of the martial arts', the affinity of the martial arts with 
the other arts). All of these arts are a form of tacit communication and we can, and do, respond to 
them by appreciation of this tacit dimension. 

Ensō 

 

  

  

Ensō by Kanjuro Shibata XX 

Enso ca. 2000 

Ensō (円相) is a Japanese word meaning "circle". It symbolizes the Absolute, enlightenment, 
strength, elegance, the Universe, and the void; it also may be taken to  

 

 

 

 



Chapter 6 

Aesthetics and Japan's cultural identities 

Because of its nature, Japanese aesthetics has a wider relevance than is usually accorded to 
aesthetics in the West. In her pathmaking book, Eiko Ikegami reveals a complex history of social 
life in which aesthetic ideals become central to Japan's cultural identities. She shows how 
networks in the performing arts, the tea ceremony, and poetry shaped tacit cultural practices and 
how politeness and politics are inseparable. She contends that what in Western cultures are 
normally scattered, like art and politics, have been, and are, distinctly integrated in Japan. 

After the introduction of Western notions in Japan, Wabi Sabi aesthetics ideals have been re-
examined with Western values, by both Japanese and non-Japanese. Therefore, recent 
interpretations of the aesthetics ideals inevitably reflect Judeo-Christian perspectives and 
Western philosophy. 

  



Chapter 7 

Aesthetics in Islamic philosophy 

The major Islamic philosophers produced no works dedicated to aesthetics, although their 
writings do address issues that contemporary philosophers might study under that heading. The 
nature of beauty was addressed by Islamic philosophers in the course of discussions about God 
and his attributes in relation to his creation, under the inspiration of Neoplatonic sources such as 
the pseudo-Aristotelian Theology of Aristotle, a compilation based upon the Enneads of Plotinus. 
Considerations of artistic beauty and creativity were also addressed in works inspired by 
Aristotle'sRhetoric and Poetics, and Islamic philosophers also adapted some of Plato's views on 
literature and imitation, particularly those expressed in the Republic. 

On the whole, Islamic philosophers did not view artistic and literary creativity as ends in 
themselves. Rather, their interest was in explaining the relations of these activities to purely 
intellectual ends. In the case of poetics and rhetoric in particular, the emphasis in Islamic 
philosophy was pragmatic and political: poetics and rhetoric were viewed as instruments for 
communicating the demonstrated truths of philosophy to the populace, whose intellectual 
abilities were presumed to be limited. The medium of such communication was usually, although 
not necessarily, that of religious discourse. Islamic philosophers also devoted considerable 
attention to explaining the psychological and cognitive foundations of aesthetic judgment and 
artistic production within the spectrum of human knowledge. They argued that rhetoric and 
poetics were in some important respects non-intellectual arts, and that poetics in particular was 
distinctive in so far as it addressed the imaginative faculties of its audience rather than their 
intellects. 

1. Beauty 

2.Rhetoric and poetics 

3. Imitation and imagination 

1. Beauty 

Plotinus' Ennead V.8, 'On Intelligible Beauty', was the basis for the fourth chapter of the Arabic 
compilation known as the Theology of Aristotle (see Plotinus §§1, 7). Against the background of 
the discussion of beauty in this text, Islamic philosophers developed the theme of the differences 
between sensible and intelligible beauty; and the love and pleasure associated with each. 

The notion of intelligible beauty is included in the discussion of the names and attributes of God 
contained in al-Farabi's al-Madina al-fadila (The Virtuous City) (see al-Farabi §2). Among the 
divine names al-Farabi lists 'beauty' (al-jamal), 'brilliance' (al-baha'), and 'splendour' (al-zina). 
Although the connotations of these terms are principally visual and hence sensible, al-Farabi 



argues that beauty in all things is primarily ontological: the more any being attains its final 
perfection, the more beautiful it is. From this he reasons that God, whose existence is most 
excellent, is the most beautiful of beings. Moreover, God's beauty surpasses all other beauty 
because it is essential, not accidental: the source of God's beauty is his own substance as defined 
by his self-contemplation, whereas created beauty derives from accidental and corporeal qualities 
that are not one with their own substances. Finally, al-Farabi argues that pleasure and beauty are 
intimately related, and that consequently God's pleasure, like his beauty, is beyond our 
comprehension. Pleasure is attendant upon the perception or apprehension (idrak) of beauty, and 
it increases in proportion to the beauty of what is perceived. Since God is the most beautiful of 
beings, and since his proper activity consists in an act of self-contemplation in which knower and 
known are completely one, the intensity and certitude of God's perception of his own beauty, al-
Farabi reasons, must yield a pleasure of equal intensity. Moreover, since God's perception of his 
own beauty is the function of an eternal and uninterrupted act of contemplation, his pleasure, 
unlike ours, is continual rather than intermittent. 

While al-Farabi's treatment of beauty in this context is principally an extension of his general 
account of divine transcendence and perfection along standard Neoplatonic lines, the 
development of the connection between beauty, perception and pleasure introduces a more 
properly aesthetic element into his account. Beauty in God, like beauty in the sublunar world, is 
found principally in things in so far as they achieve their proper perfection; when that beauty, be 
it sensible or intelligible, becomes an object of contemplation, it becomes in turn a source of 
pleasure for the one beholding it. 

The contrast between sensible and intelligible beauty and the affective pleasures proper to each is 
developed in more detail in the Risala fi al-'ishq (Treatise on Love) by Ibn Sina. In the fifth 
chapter of this work, Ibn Sina discusses the youthful love of external, bodily beauty. He opens 
his discussion of the love of beauty with a consideration of four principles, three of which pertain 
to the psychology of the human soul. The first is based upon Ibn Sina's characteristic view of the 
soul as a single substantial unity comprising a hierarchy of distinct powers. Either these powers 
can work together in harmony, in which case the lower will be ennobled by their cooperation 
with the highest faculty, that of reason, or the lower powers can rebel. These two possibilities are 
especially evident in the relations between reason and imagination (al-takhayyul) and the desires 
attendant upon them. The second principle is an elaboration upon the first: there are some human 
actions which pertain only to the bodily, 'animal' faculties within this hierarchy, including 
sensation, imagination, sexual intercourse, desire and aggression. Either these actions can be 
pursued in a purely animal fashion, or they can be transformed into something uniquely human 
under the guidance of reason. 

Ibn Sina's third principle is that everything ordained by God has its own proper goodness and 
hence is the object of some legitimate desire; nonetheless, the lower desires can interfere with the 
higher, and thus their unlimited pursuit is to be avoided. Finally, Ibn Sina's fourth principle 
presents his definition of beauty in so far as it is the object of love for both the rational and 



animal souls: beauty (al-husn) consists in order (al-nazm), composition, (al-ta'lif) and symmetry 
(al-i'tidal). In the animal soul, this love of beauty is purely natural, arising either from instinct or 
from the simple pleasure of sensible perceptions. In the rational soul, however, love of beauty is 
more reflective, ultimately resting upon the recognition of the proximity of the beloved object to 
God, the First Beloved. 

2. Rhetoric and poetics 

Most discussions of aesthetic themes by Islamic philosophers occur in the context of their 
considerations of the arts or rhetoric and poetics and the Aristotelian treatises devoted to these 
topics. Following a practice established by the sixth-century Greek commentators on Aristotle, 
these treatises were classified by the Islamic philosophers as parts of Aristotle's logical corpus, 
the Organon (seeAristotelianism in Islamic philosophy). Thus the approach to these arts was not 
primarily aesthetic, but was focused on linguistic issues and the cognitive functions of rhetorical 
and poetic language. Rhetoric and poetics were classified as popular methods of instruction 
which produced less than certain states of belief in their audiences, who were assumed to be 
incapable of grasping the finer points of truly philosophical demonstration. 

3. Imitation and imagination 

Ibn Sina's Risala fi al-'ishq, discussed in §1, contains elements of a theory of aesthetic judgment 
that is also developed, from a somewhat different perspective, in his discussions of the 
psychological underpinnings of the art of poetics. In these discussions, aesthetic judgments are 
attributed to the faculty of imagination (al-mutakhayyila) and the related internal sense faculties 
that formed a part of the Islamic Aristotelians' development of the concept of imagination 
(phantasia) found in Aristotle's On the Soul and Parva naturalia. In turn the notion of imitation or 
mim sis, as found in Plato's Republic as well as in Aristotle's Poetics, was interpreted in terms of 
the functions of the imaginative faculty. 

Al-Farabi, Ibn Sina and Ibn Rushd all identify the imagination as the faculty by which poets 
produce the figurative discourses proper to their art, and to which they appeal in their audience. 
These authors all contrast this use of and appeal to the imagination with the strictly intellectual 
and rational aim proper to all other modes of discourse and forms of reasoning. Al-Farabi's Ihsa' 
al-'ulum (The Book of the Enumeration of the Sciences) provides one of the most extensive 
descriptions of the character of poetic imagination. Two aspects of poetic statements are 
emphasized by al-Farabi: their representation of their subjects in terms 'more noble or more 
debased' than they actually are, and their ability to bring about an appetitive, as well as a 
cognitive, movement in the audience.  

the truth or falsity of some claim. Ibn Sina, like al-Farabi, emphasizes the fact that such acts of 
imagination may often be contrary to what we know or believe to be the case, and he has a 
favourite example to illustrate this point: if someone tells us that 'honey is vomited bile', we are 
likely to lose our appetite for the honey before us, even if we are quite certain that the metaphor 



is literally false. Ibn Sina also echoes al-Farabi's claim that this ability of the imagination to 
affect our action is owing to the close link between the imaginative faculty and the appetitive 
motions of the soul. 

The emphasis upon the imagination's ability to intervene in the soul's intellectual assent appears 
to have been directly linked by the Islamic philosophers to the theme of imitation. Al-Farabi, for 
example, appears to have made this connection in his Ihsa' al-'ulum, since he concludes his 
remarks on the poetic statement's ability to influence behaviour with the observation that this is 
'what happens when we see likenesses imitative of the thing, or things resembling something 
else'. By the same token, throughout his Talkhis kitab al-shi'r, Ibn Rushd consistently interprets 
the Arabic term for mim sis (muhaka) as equivalent to takhyil, the evoking of an image. And in 
several passages, Ibn Sina contrasts imaginative utterances which 'imitate one thing by another' 
with imaginative utterances that happen to be literally true as well. Generally, then, for the 
Islamic philosophers 'imitation' appears to refer to those specific acts of imaginative 
representation in which the object is depicted in terms not proper to it, or more specifically, 
which portray it as better or worse than its actual state. In this way, imitation is linked not only or 
even principally to Aristotelian mim sis, but rather to Plato's notion of imitation as it relates to 
the theory of the Forms found in the Republic . 

This emerges clearly from a discussion in a little treatise by al-Farabi known simply as the Kitab 
al-shi'r (Book on Poetics). In this treatise, al-Farabi identifies imitation, along with metric 
composition, as constitutive of the very substance of poetry, with imitation the most crucial of 
the two elements. In order to explain the nature of poetic imitation, which occurs through 
language, al-Farabi draws heavily upon its similarities to imitation through action, for example, 
in the making of statues or in performative imitations. Here too imitation is said to have as its 
end to 'cause an imagining' of the imitated object, either directly or indirectly. The difference 
between direct and indirect imitation refers to the distance that separates the representation of the 
object from the reality itself, as illustrated in the example of a statue. For if an artist wished to 
imitate a person named Zayd: 

He might make a statue which resembles him, and along with this make a mirror in which he 
sees the statue of Zayd. And it might be that we would not see the statue itself, but rather the 
form of his statue in the mirror. And then we would know him through what imitates an imitation 
of him, and thus be two degrees removed from him in reality. 

The possibility of degrees of removal from the original is highly evocative of Plato's description 
of the possible states of removal from the Forms in the myth of the cave. Al-Farabi believes this 
possibility holds not only for artistic imitation, but also for linguistic imitation in poetry. While 
these associations are sometimes viewed pejoratively by the Islamic philosophers, as one might 
expect in the light of their Platonic resonances, this attitude is not universal. Al-Farabi himself 
reports noncommittally that many people consider the more remote imitation to be the more 



perfect and artistic, and here as in his other works he admits the power of imitative utterances for 
inciting humans to actions to which intellectual opinion or knowledge fail to move them. 

It is Ibn Sina (§8), however, who goes furthest in eliminating the negative overtones of these 
descriptions of poetic speech. In all but his most youthful writings, Ibn Sina emphasizes that the 
poet's concern with the imagination requires that his work be judged on its own terms and not on 
the level of intellectual judgments. Strictly speaking, poetic imaginings are neither true nor false; 
but in so far as poetic statements may imply corresponding intelligible propositions, they may 
possess a truth-value incidentally and secondarily. For this reason, although many will remain 
literally false, this need not be universally the case: 

And in general poetic [syllogisms] are composed of premises which evoke images... be they true 
or false. Generally they are composed of premises to the extent that they possess a figure and a 
composition which the soul receives by means of what is in them of imitation and even of truth; 
for nothing prevents this [that is, their being true]. 

By the same token, Ibn Sina also allows for the use of poetic and imaginative discourse that is 
ethically neutral, seeking neither to ennoble nor to debase what is imitated, but rather merely 
aiming to 'provoke wonder through the beauty of the comparison' and thus to fulfil what could be 
termed a purely aesthetic end. 
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Chapter 8 

Black Aesthetics 

The Black Arts Movement, Black Aesthetics Movement or BAM is the artistic branch of the 
Black Power movement. It was started in Harlem by writer and activist Amiri Baraka (born 
Everett LeRoi Jones). Time magazine describes the Black Arts Movement as the "single most 
controversial moment in the history of African-American literature – possibly in American 
literature as a whole." The Black Arts Repertory Theatre is a key institution of the Black Arts 
Movement. 

Overview 

The movement was one of the most important times in the African-American literature. It 
inspired black people to establish their own publishing houses, magazines, journals and art 
institutions. It led to the creation of African-American Studies programs within universities. The 
movement was triggered by the assassination of Malcolm X. Among the well-known writers who 
were involved with the movement are Nikki Giovanni, Sonia Sanchez, Maya Angelou, Hoyt W. 
Fuller, and Rosa Guy. Although not strictly part of the Movement, other notable African-
American writers such as novelists Toni Morrison and Ishmael Reed share some of its artistic 
and thematic concerns. Although Reed is neither a movement apologist nor advocate, he said: 

I think what Black Arts did was inspire a whole lot of Black people to write. Moreover, there 
would be no multiculturalism movement without Black Arts. Latinos, Asian Americans, and 
others all say they began writing as a result of the example of the 1960s. Blacks gave the 
example that you don't have to assimilate. You could do your own thing, get into your own 
background, your own history, your own tradition and your own culture. I think the challenge is 
for cultural sovereignty and Black Arts struck a blow for that.  

BAM influenced the world of literature, portraying different ethnic voices. Before the 
movement, the literary canon lacked diversity, and the ability to express ideas from the point of 
view of racial and ethnic minorities was not valued by the mainstream. 
 

Theatre groups, poetry performances, music and dance were centered on this movement, and 
therefore African Americans were becoming recognized in the area of literature and arts. African 
Americans were also able to educate others through different types of expressions and media 
about cultural differences. The most common form of teaching was through poetry reading. 
African-American performances were used for their own political advertisement, organization, 
and community issues. The Black Arts Movement was spread by the use of newspaper 
advertisements. The first major arts movement publication was in 1964. 

History 



The Black Arts movement, usually referred to as a "sixties" movement, came together in 1965 
and broke apart around 1975/1976. Other than James Baldwin, who at that time had been closely 
associated with the civil rights movement, Jones was the most respected and most widely 
published black writer of his generation. 

Although Jones' 1965 move uptown to establish the Black Arts Repertory Theatre/School 
(BARTS) is considered the formal beginning (it was Jones who came up with the name "Black 
Arts. Black artists and intellectuals like Baraka made it their project to reject older political, 
cultural, and artistic traditions.  

In his seminal 1965 poem "Black Art," which quickly became the major poetic manifesto of the 
Black Arts literary movement, Jones declaimed: "we want poems that kill."He was not simply 
speaking metaphorically. During that period armed self-defense and slogans such as "Arm 
yourself or harm yourself' established a social climate that promoted confrontation with the white 
power structure, especially the police (e.g., "Off the pigs"). Indeed, Amiri Baraka (Jones changed 
his name in 1967) had been arrested and convicted (later overturned on appeal) on a gun 
possession charge during the 1967 Newark Riots. Additionally, armed struggle was widely 
viewed as not only a legitimate, but often as the only effective means of black liberation. Black 
Arts' dynamism, impact, and effectiveness are a direct result of its partisan nature and advocacy 
of artistic and political freedom "by any means necessary." America had never experienced such 
a militant artistic movement. 

Although the success of sit-ins and public demonstrations of the Black student movement in the 
1960s may have “inspired black intellectuals, artists, and political activists to form politicized 
cultural groups,” many Black Arts activists rejected the non-militant integrational ideologies of 
the Civil Rights Movement and instead favored those of the Black Liberation Struggle, which 
placed an emphasis on “self-determination through self-reliance and Black control of significant 
businesses, organization, agencies, and institutions.”According to the Academy of American 
Poets, “African American artists within the movement sought to create politically engaged work 
that explored the African American cultural and historical experience.” The importance that the 
movement placed on Black autonomy is apparent through the creation institutions such as the 
Black Arts Repertoire Theatre School (BARTS), created in the spring of 1964 by Amiri Baraka 
and other Black artists. The opening of BARTS in New York City often overshadow the growth 
of other radical Black Arts groups and institutions all over the United States. In fact, 
transgressional and international networks, those of various Left and nationalist (and Left 
nationalist) groups and their supports, existed far before the movement gained popularity. 
Although the creation of BARTS did indeed catalyze the spread of other Black Arts institutions 
and the Black Arts movement across the nation, it was not solely responsible for the growth of 
the movement. 

While it is easy to assume that the movement began solely in the Northeast, it actually started out 
as “separate and distinct local initiatives across a wide geographic area”, eventually coming 



together to form the broader national movement. New York City is often referred to as the 
“birthplace” of the Black Arts Movement, because it was home to many revolutionary Black 
artists and activists. However, the geographical diversity of the movement opposes the 
misconception that New York (and Harlem, especially) was the primary site of the movement. 

In its beginning states, the movement came together largely through printed media. Journals such 
as Liberator, The Crusader, and Freedom ways created “a national community in which ideology 
and aesthetics were debated and a wide range of approaches to African-American artistic style 
and subject displayed.” These publications tied communities outside of large Black Arts centers 
to the movement and gave the general black public access to these sometimes-exclusive circles. 

As a literary movement, Black Arts had its roots in groups such as the Umbra Workshop. Umbra 
(1962) was a collective of young Black writers based in Manhattan's Lower East Side; major 
members were writers Steve Cannon, Tom Dent, Al Haynes, David Henderson, Calvin C. 
Hernton, Joe Johnson, Norman Pritchard, Lennox Raphael, Ishmael Reed ,Lorenzo Thomas, 
James Thompson, Askia M. Touré (Roland Snellings; also a visual artist), Brenda Walcott, and 
musician-writer Archie Shepp. Touré, a major shaper of "cultural nationalism," directly 
influenced Jones. Along with Umbra writer Charles Patterson and Charles's brother, William 
Patterson, Touré joined Jones, Steve Young, and others at BARTS. 

Umbra, which produced Umbra Magazine, was the first post-civil rights Black literary group to 
make an impact as radical in the sense of establishing their own voice distinct from, and 
sometimes at odds with, the prevailing white literary establishment. The attempt to merge a 
black-oriented activist thrust with a primarily artistic orientation produced a classic split in 
Umbra between those who wanted to be activists and those who thought of themselves as 
primarily writers, though to some extent all members shared both views. Black writers have 
always had to face the issue of whether their work was primarily political or aesthetic. Moreover, 
Umbra itself had evolved out of similar circumstances: in 1960 a Black nationalist literary 
organization, On Guard for Freedom, had been founded on the Lower East Side by Calvin Hicks. 
Its members included Nannie and Walter Bowe, Harold Cruse(who was then working on The 
Crisis of the Negro Intellectual, 1967), Tom Dent, Rosa Guy, Joe Johnson, LeRoi Jones, and 
Sarah E. Wright, among others. On Guard was active in a famous protest at the United Nations 
of the American-sponsored Bay of Pigs Cuban invasion and was active in support of the 
Congolese liberation leader Patrice Lumumba. From On Guard, Dent, Johnson, and Walcott 
along with Hernton, Henderson, and Touré established Umbra. 

Another formation of black writers at that time was the Harlem Writers Guild, led by John O. 
Killens, which included Maya Angelou, Jean Carey Bond, Rosa Guy, and Sarah Wright among 
others. But the Harlem Writers Guild focused on prose, primarily fiction, which did not have the 
mass appeal of poetry performed in the dynamic vernacular of the time. Poems could be built 
around anthems, chants, and political slogans, and thereby used in organizing work, which was 
not generally the case with novels and short stories. Moreover, the poets could and did publish 



themselves, whereas greater resources were needed to publish fiction. That Umbra was primarily 
poetry- and performance-oriented established a significant and classic characteristic of the 
movement's aesthetics. When Umbra split up, some members, led by Askia Touré and Al 
Haynes, moved to Harlem in late 1964 and formed the nationalist-oriented Uptown Writers 
Movement, which included poets Yusef Rahman, Keorapetse "Willie" Kgositsile from South 
Africa, and Larry Neal. Accompanied by young "New Music" musicians, they performed poetry 
all over Harlem. Members of this group joined LeRoi Jones in founding BARTS. 

Jones's move to Harlem was short-lived. In December 1965 he returned to his home, Newark 
(N.J.), and left BARTS in serious disarray. BARTS failed but the Black Arts center concept was 
irrepressible, mainly because the Black Arts movement was so closely aligned with the then-
burgeoning Black Power movement. The mid-to-late 1960s was a period of intense revolutionary 
ferment. Beginning in 1964, rebellions in Harlem and Rochester, New York, initiated four years 
of long hot summers. Watts, Detroit, Newark, Cleveland, and many other cities went up in 
flames, culminating in nationwide explosions of resentment and anger following Martin Luther 
King, Jr.'s April 1968 assassination. 

The initial thrust of Black Arts ideological development came from the Revolutionary Action 
Movement (RAM), a national organization with a strong presence in New York City. Both Touré 
and Neal were members of RAM. After RAM, the major ideological force shaping the Black 
Arts movement was the US (as opposed to "them") organization led by Maulana Karenga. Also 
ideologically important was Elijah Muhammad's Chicago-based Nation of Islam. These three 
formations provided both style and ideological direction for Black Arts artists, including those 
who were not members of these or any other political organization. Although the Black Arts 
movement is often considered a New York-based movement, two of its three major forces were 
located outside New York City. 

As the movement grew, ideological conflicts arose and eventually became too great for the 
movement to continue to exist as a large, coherent collective. 

The Black Aesthetic 

Many discussions of the Black Arts movement posit it as the “aesthetic and spiritual sister of the 
Black Power concept.” The Black Aesthetic refers to ideologies and perspectives of art that 
center around Black culture and life. This Black Aesthetic encouraged the idea of Black 
separatism, and in trying to facilitate this hope to further strengthen black ideals, solidarity, and 
creativity.  

In his well-known essay on the Black Arts Movement, Larry Neal attests, “When we speak of a 
'Black aesthetic' several things are meant. First, we assume that there is already in existence the 
basis for such an aesthetic. Essentially, it consists of an African-American cultural tradition. But 
this aesthetic is finally, by implication, broader than that tradition. It encompasses most of the 
usable elements of the Third World culture. The motive behind the Black aesthetic is the 



destruction of the white thing, the destruction of white ideas, and white ways of looking at the 
world.”  

Effects on society 

According to the Academy of American Poets, “many writers--Native Americans, Latinos/as, 
gays and lesbians, and younger generations of African Americans have acknowledged their debt 
to the Black Arts movement.”  

The movement lasted for about a decade, through the mid-1960s and into the 1970s. This was a 
period of controversy and change in the world of literature. One major change came through the 
portrayal of new ethnic voices in the United States. English-language literature, prior to the 
Black Arts Movement, was dominated by white authors. 

African Americans became a greater presence not only in the field of literature, but in all areas of 
the arts. Theater groups, poetry performances, music and dance were central to the movement. 
Through different forms of media, African Americans were able to educate others about the 
expression of cultural differences and viewpoints. In particular, black poetry readings allowed 
African Americans to use vernacular dialogues. This was shown in the Harlem Writers Guild, 
which included black writers such as Maya Angelou and Rosa Guy. These performances were 
used to express political slogans and as a tool for organization. Theater performances also were 
used to convey community issues and organizations. The theaters, as well as cultural centers, 
were based throughout America and were used for community meetings, study groups and film 
screenings. Newspapers were a major tool in spreading the Black Arts Movement. In 1964, 
Black Dialogue was published, making it the first major Arts movement publication. 

The Black Arts Movement, although short, is essential to the history of the United States. It 
spurred political activism and use of speech throughout every African American community. It 
allowed African Americans the chance to express their voices in the mass media as well as 
becoming involved in communities. 

It can be argued that “the Black Arts movement produced some of the most exciting poetry, 
drama, dance, music, visual art, and fiction of the post-World War II United States” and that 
many important “post-Black artists” such as Toni Morrison, Ntozake Shange, Alice Walker, and 
August Wilson were shaped by the movement. 

The Black Arts movement also provided incentives for public funding of the arts, and increased 
public support of various arts initiatives. 

Exhibitions and conferences 

An international exhibition, "Back to Black — Art, Cinema and the Racial Imaginary", was held 
at the White chapel Gallery in 2005.  



A 2006 major conference "Should Black Art Still Be Beautiful?", organized by OOM Gallery 
and Midwest, examined the development of contemporary Black cultural practice and its future 
in Britain. On April 1, 2006, New Art Gallery, Walsall, UK, held a conference in honour of the 
late Donald Rodney. 

A recently redeveloped African and Asian Visual Arts Archive is currently located at University 
of East London (UEL).  

The Arts Council of England's (ACE) Decibel initiative produced a summary in 2003 in 
association with th 

  



 



Chapter 9 

African aesthetic 

While the African continent is vast and its peoples diverse, certain standards of beauty and 
correctness in artistic expression and physical appearance are held in common among various 
African societies.   

Taken collectively, these values and standards have been characterized as comprising a generally 
accepted African aesthetic.  

Cool 

In African Art in Motion, African art scholar and Yale Professor Robert Farris Thompson turn 
his attention to cool in both the African and African-American contexts: 

The mind of an elder within the body of the young is suggested by the striking African custom of 
dancing "hot" with a "cool" unsmiling face. This quality seems to have haunted Ten Rhyne at the 
Cape in 1673 and it struck the imagination of an early observer of strongly African-influenced 
dancing in Louisiana in the early nineteenth century, who noted "thumping ecstasy" and "intense 
solemnity of mien." The mask of the cool, or facial serenity, has been noted at many points in 
Afro-American history: 

It is interesting that what remains a spiritual principle in some parts of Africa and the rare 
African-influenced portions of the modern U.S.A., such astidewater Georgia, becomes in the 
mainline Afro-American urban culture an element of contemporary street behavior: 

Negro boys…have a 'cool' way of walking in which the upper trunk and pelvis rock fore and aft 
while the head remains stable with the eyes looking straight ahead. The walk is quite slow, and 
the Negroes take it as a way of 'strutting' or 'showing off'. 

See also 

• Cool (aesthetic) 

• Get down 

• Itutu 
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Chapter 10 

Greek aesthetics 

Greece had the most influence on the development of aesthetics in the West. This period of 
Greek art saw a veneration of the human physical form and the development of corresponding 
skills to show musculature, poise, and beauty and anatomically correct proportions. Furthermore, 
in many Western and Eastern cultures alike, traits such as body hair are rarely depicted in art that 
addresses physical beauty. Greek philosophers initially felt that aesthetically appealing objects 
were beautiful in and of themselves.   

Indian aesthetics 

Ancient Greek art 

Bronze Sculpture, thought to be eitherPoseidon or Zeus, c. 460 BC, National Archaeological 
Museum, Athens. This masterpiece of classical sculpture was found by fishermen in their nets 
off the coast of Cape Artemisium in 1928. The figure is more than 2 m in height. 

 

Black-figure olpe (wine vessel) by theAmasis Painter, depicting Herakles andAthena, c. 540 BC, 
Louvre. 

The arts of ancient Greece have exercised an enormous influence on the culture of many 
countries all over the world, particularly in the areas ofsculpture and architecture. In the West, 
the art of the Roman Empire was largely derived from. In the East, Alexander the Great's 



conquests initiated several centuries of exchange between Greek, Central Asian and Indian 
cultures, resulting in Greco-Buddhist art, with ramifications as far as Japan. Following the 
Renaissance in Europe, the humanist aesthetic and the high technical standards of Greek art 
inspired generations of European artists. Well into the 19th century, the classical tradition 
derived from Greece dominated the art of the western world. 

In reality, there was a sharp transition from one period to another. Forms of art developed at 
different speeds in different parts of the Greek world, and as in any age some artists worked in 
more innovative styles than others. Strong local traditions, conservative in character, and the 
requirements of local cults, enable historians to locate the origins even of displaced works of art. 

In earlier periods even quite small Greek cities produced pottery for their own locale. These 
varied widely in style and standards. Distinctive pottery that ranks as art was produced on some 
of the Aegean islands, in Crete, and in the wealthy Greek colonies ofsouthern Italy and Sicily. 
By the later Archaic and early Classical period, however, the two great commercial powers, 
Corinth and Athens, came to dominate. Their pottery was exported all over the Greek world, 
driving out the local varieties. Pots from Corinth and Athens are found as far afield as Spain and 
Ukraine, and are so common in Italy that they were first collected in the 18th century as 
"Etruscan vases".  

Terracotta figurines 

  

Bell Idol 7th century BC,Louvre. 

Clay is a material frequently used for the making of votive statuettes or idols, since well before 
Minoan civilization until the Hellenistic era and beyond. During the 8th century BC in Boeotia, 
manufactured, female statuettes were common. These figures were made with mobile legs: the 



head, which is small compared to the remainder of the body, is perched at the end of a long neck, 
while the body is full and in the shape of a bell. At the beginning of the 8th century BC, tombs 
received hundreds, even thousands of small figurines, with rudimentary figuration, generally 
representing characters with the raised arms,  

Metal figurines 

  

  

8th-century BC votive horse from Olympia (Louvre). 

Figurines made of metal, primarily bronze, are an extremely common find at early Greek 
sanctuaries like Olympia, where thousands of such objects, mostly depicting animals, have been 
found. They are usually produced in the lost wax technique and can be considered the initials 
stage in the development of Greek bronze sculpture. The most common motifs during the 
Geometric period were horses and deer, but dogs, cattle and other animals are also depicted. 
Human figures occur occasionally. The production of small metal votives continued throughout 
Greek antiquity. In the Classical and Hellenistic periods, more elaborate bronze statuettes, 
closely connected with monumental sculpture, also became common. 

Monumental sculpture 

Those who practiced the visual arts, including sculpture, were held in low regard in ancient 
Greece, viewed as mere manual laborers. Plutarch(Life of Pericles, II) said "we admire the work 
of art but despise the maker of it"; this was a common view in the ancient world. Ancient Greek 
art today is often categorised in three epochs: "Archaic", "Classical" and "Hellenistic". 

Materials, forms 

Ancient Greek sculptures were mostly made of two types of material. Stone, especially marble or 
other high-quality limestone was used most frequently and carved by hand with metal tools. 
Stone sculptures could be free-standing fully carved in the round (statues), or only partially 
carvedreliefs still attached to a background plaque, for example in architectural friezes or grave 
stelai. 



Bronze statues were of higher status, but have survived in far smaller numbers, due to the 
reusability of metals. They were usually made in thelost wax technique. Chryselephantine, or 
gold-and-ivory, statues often adorned temples and were regarded as the highest form of 
sculpture, but virtually none have survived. 

 

Late Archaic terracotta statue of Zeus and Ganymede, Archaeological Museum of Olympia. 

Archaic 

  

  



Kleobis and Biton, kouroi of the Archaic period, c. 580 BC. Held at the Delphi Archaeological 
Museum. 

Three types of figures prevailed—the standing kouros, the standing draped girl (kore), and the 
seated woman. All emphasize and generalize the essential features of the human figure and show 
an increasingly accurate comprehension of human anatomy. The youths were either sepulchral or 
votive statues. Examples are Apollo (Metropolitan Museum of Art, New York), an early work; 
the Strangford Apollo from Anafi (British Museum, London), a much later work; and the 
Anavyssos Kouros (National Archaeological Museum of Athens). More of the musculature and 
skeletal structure is visible in this statue than in earlier works. The standing, draped girls have a 
wide range of expression, as in the sculptures in the Acropolis Museum of Athens. Their drapery 
is carved and painted with the delicacy and meticulousness common in the details of sculpture of 
this period. 

  

•   

  



Chapter 11 

What is an aesthetic judgment? 

Judgments of aesthetic value clearly rely on our ability to discriminate at a sensory level. If my 
palate is unrefined, I may miss much of the subtlety of a fine beer and not be in a position to 
judge these features of it. But on most accounts, aesthetic judgments go beyond the merely 
sensory. For David Hume delicacy of taste is not merely "the ability to detect all the ingredients 
in a composition" but also our sensibility "to pains as well as pleasures, which escape the rest of 
mankind." Thus, the sensory discrimination is linked to capacity to pleasure. For Immanuel Kant 
"enjoyment" is the result when pleasure arises from sensation, but judging something to be 
"beautiful" has a third requirement: sensation must give rise to pleasure by engaging our 
capacities of reflective contemplation. Judgments of beauty are sensory, emotional, and 
intellectual all at once for Kant. 

What factors go into an aesthetic judgment?   

Judgments of aesthetic value seem to often involve many other kinds of issues as well. In disgust 
it seems clear that sensory detection is linked in instinctual ways to facial expressions, and even 
behaviors like the gag reflex. Yet disgust can often be a learned or cultural issue too; as Darwin 
pointed out, seeing a stripe of soup in a man's beard is disgusting even though soup is not itself 
disgusting. Aesthetic judgments may be linked to emotions or, like emotions, partially embodied 
in our physical reactions. Seeing a sublime view of a landscape may make us stop and softly say 
"wow" while our heart skips a beat and then races faster and our eyes widen. These subconscious 
reactions may even be partly constitutive of what makes our judgment a judgment that the 
landscape is sublime. Likewise, aesthetic judgments may be culturally conditioned to some 
extent. Victorians in Britain often saw African sculpture as ugly, but just a few decades later, 
Edwardian audiences saw the same sculptures as being beautiful. Evaluations of beauty may well 
be linked to desirability, perhaps even to sexual desirability. Thus, judgments of aesthetic value 
can become linked to judgments of economic, political, or moral value. Perhaps we judge a 
Lamborghini to be beautiful partly because it is desirable as a status symbol. Perhaps we judge it 
to be repulsive  

Are different art forms beautiful, disgusting, or boring in the same way?  

A third classic problem in understanding the nature of aesthetic judgments is how exactly they 
are unified across context and art form. We can call a person, a house, a saxophone line, a 
fragrance, and a mathematical proof all "beautiful." Are they all beautiful in the same way? What 
possible feature could a proof and a fragrance both share in virtue of which they both count as 
beautiful? Perhaps, some have suggested, if we examined closely we would find that what makes 
a painting beautiful is quite different from what makes music beautiful, and thus that each art 
form has its own kind of aesthetics. Perhaps beauty in the natural world is quite different from 



artificially created beauty. Then again maybe there is some underlying unity to aesthetic 
judgment after all, and there is some way to articulate the similarities of a beautiful house, 
beautiful proof, and beautiful sunset.  

Aesthetics and the philosophy of art  

It is not uncommon to find aesthetics used as a synonym for the philosophy of art, although it is 
also not uncommon to find thinkers insisting that we distinguish these two closely related fields. 

What counts as "art?"  

How best to define the term “art” is a subject of much contention; many books and journal 
articles have been published arguing over even the basics of what we mean by the term “art”. 
Theodor Adorno claimed in 1969 “It is self-evident that nothing concerning art is self-evident 
any more.” Indeed, it is not even clear anymore who has the right to define art. Artists, 
philosophers, anthropologists, and psychologists all use the notion of art in their respective 
fields, and give it operational definitions that are not very similar to each others. Further it is 
clear that even the basic meaning of the term "art" has changed several times over the centuries, 
and has changed within the 20th century as well. 

The main recent sense of the word “art” is roughly as an abbreviation for creative art or “fine 
art.” Here we mean that skill is being used to express the artist’s creativity, or to engage the 
audience’s aesthetic sensibilities, or to draw the audience towards consideration of the “finer” 
things. Often, if the skill is being used in a lowbrow or practical way, people will consider it a 
craft instead of art, yet many thinkers have defended practical and lowbrow forms as being just 
as much art as the more lofty forms. Likewise, if the skill is being used in a commercial or 
industrial way it may be considered design instead of art, or contrariwise these may be defended 
as art forms, perhaps called applied art. Some thinkers, for instance, have argued that the 
difference between fine art and applied art has more to do with value judgments made about the 
art than any clear definitional difference.  

File:Chicks-from-avignon.jpgLes Demoiselles d'Avignon, Pablo Picasso, 1907 

Even as late as 1912 it was normal in the West to assume that all art aims at beauty, and thus that 
anything that wasn't trying to be beautiful couldn't count as art. The cubists, dadaists, Stravinsky, 
and many later art movements struggled against this conception that beauty was central to the 
definition of art, with such success that, according to Danto, “Beauty had disappeared not only 
from the advanced art of the 1960’s but from the advanced philosophy of art of that decade as 
well.”Perhaps some notion like “expression” (in Croce’s theories) or “counter-environment” (in 
McLuhan’s theory) can replace the previous role of beauty. Perhaps (as in Kennick's theory) no 
definition of art is possible anymore. Perhaps art should be thought of as a cluster of related 
concepts in a Wittgensteinian fashion (as inWeitz or Beuys). Another approach is to say that 
“art” is basically a sociological category, that whatever art schools and museums and artists get 



away with is considered art regardless of formal definitions. This "institutional definition of art" 
has been championed by George Dickie. Most people did not consider the depiction of a Brillo 
Box or a store-bought urinal to be art until Andy Warhol and Marcel Duchamp (respectively) 
placed them in the context of art (i.e., the art gallery), which then provided the association of 
these objects with the values that define art. Proceduralists often suggest that it is the process by 
which a work of art is created or viewed that makes it art, not any inherent feature of an object, 
or how well received it is by the institutions of the art world after its introduction to society at 
large. For John Dewey, for instance, if the writer intended a piece to be a poem, it is one whether 
other poets acknowledge it or not. Whereas if exactly the same set of words was written by a 
journalist, intending them as shorthand notes to help him write a longer article later,  

What should we judge when we judge art?  

Art can be tricky at the metaphysical and ontological levels as well as at the value theory level. 
When we see a performance of Hamlet, how many works of art are we experiencing, and which 
should we judge? Perhaps there is only one relevant work of art, the whole performance, which 
many different people have contributed to, and which will exist briefly and then disappear. 
Perhaps the manuscript by Shakespeare is a distinct work of art from the play by the troupe, 
which is also distinct from the performance of the play by this troupe on this night, and all three 
can be judged, but are to be judged by different standards. Perhaps every person involved should 
be judged separately on his or her own merits, and each costume or line is its own work of art 
(with perhaps the director having the job of unifying them all). Similar problems arise for music, 
film and even painting.  

What should art be like?  

Many goals have been argued for art, and aestheticians often argue that some goal or another is 
superior in some way. Clement Greenberg, for instance, argued in 1960 that each artistic medium 
should seek that which makes it unique among the possible mediums and then purify itself of 
anything other than expression of its own uniqueness as a form. The Dadaist Tristan Tzara on the 
other hand saw the function of art in 1918 as the destruction of a mad social order. “We must 
sweep and clean. Affirm the cleanliness of the individual after the state of madness, aggressive 
complete madness of a world abandoned to the hands of bandits.” Formal goals, creative goals, 
self-expression, political goals, spiritual goals, philosophical goals, and even more perceptual or 
aesthetic goals have all been popular pictures of what art should be like. 

What is the value of art?   

Closely related to the question of what art should be like is the question of what its value is. Is art 
a means of gaining knowledge of some special kind? Does it give insight into the human 
condition? How does art relate toscience or religion? Is art perhaps a tool of education, or 
indoctrination, or enculturation? Does art make us more moral? Can it uplift us spiritually? Is art 
perhaps politics by other means? Is there some value to sharing or expressing emotions? Might 



the value of art for the artist be quite different than it is for the audience? Might the value of art 
to society be quite different than its value to individuals? Do the values of arts differ significantly 
from form to form? Working on the intended value of art tends to help define the relations 
between art and other endeavors. Art clearly does have spiritual goals in many settings, but then 
what exactly is the difference between religious art and religion per se? Is every religious ritual a 
piece of performance art, so that religious ritual is simply a subset of art? 

History of Aesthetics  

Ancient aesthetics  

We have examples of pre-historic art, but they are rare, and the context of their production and 
use is not very clear, so we can little more than guess at the aesthetic doctrines that guided their 
production and interpretation. 

Ancient art was largely, but not entirely, based on the six great ancient civilizations: Egypt, 
Mesopotamia, Greece, Rome, India, and China. Each of these centers of early civilization 
developed a unique and characteristic style in its art. Greece had the most influence on the 
development of aesthetics in the West. This period of Greek art saw a veneration of the human 
physical form and the development of corresponding skills to show musculature, poise, beauty 
and anatomically correct proportions. Greek philosophers initially felt that aesthetically 
appealing objects were beautiful in and of themselves.  

Non-Western aesthetics  

In Islamic art early aesthetics rejected portrayal of Allah, human beings, or created beings (as 
these might tempt people into idolatry), although theseaniconist strictures were gradually 
loosened and only the strictest of Muslims reject human portraiture today. Further, Allah was 
taken to be immune to representation via imagery. So Islamic aesthetics emphasized the 
decorative function of art, or its religious functions via non-representational forms. Geometric 
patterns, floral patterns, arabesques, and abstract forms were common, as was calligraphy. Order 
and unity were common themes. 

Indian art evolved with an emphasis on inducing special spiritual or philosophical states in the 
audience, or with representing them symbolically. According to Kapila Vatsyayan, "Classical 
Indian architecture, sculpture,painting, literature (kaavya), music, and dancing evolved their own 
rules conditioned by their respective media, but they shared with one another not only the 
underlying spiritual beliefs of the Indian religio-philosophic mind, but also the procedures by 
which the relationships of the symbol and the spiritual states were worked out in detail." 

Chinese art has a long history of varied styles and emphases. In ancient times philosophers were 
already arguing about aesthetics. Confucius emphasized the role of the arts and humanities 



(especially music and poetry) in broadening human nature and aiding “li” (etiquette, the rites) in 
bringing us back to what is essential about humanity. 

Western medieval aesthetics  

Surviving medieval art is highly religious in focus, and typically was funded by the Church, 
powerful ecclesiastical individuals, or wealthy secular patrons. Often the pieces have an intended 
liturgical function, such as altar pieces or statuary. Realism was typically not an important goal, 
but being religiously uplifting was. Reflection on the nature and function of art and aesthetic 
experiences follows similar lines. St.Bonaventure’s ‘ 

Modern aesthetics  

From the late 17th to the early 20th century Western aesthetics underwent a slow revolution into 
what is often called modernism. Led in Germany and Britain, it emphasized beauty as the key 
component of art and of the aesthetic experience, and saw art as necessarily aiming at beauty. 
For Baumgartner aesthetics is the science of the sense experiences, a junior cousin of logic, and 
beauty is thus the most perfect kind of knowledge that sense experience can have.  

 

  



Chapter 12 

History of aesthetics before the 20th century 

 

Greek speculations 

Ancient Greece supplies us with the first important contributions to aesthetic theory, though 
these are scarcely, in quality or in quantity, what one might have expected from a people which 
had so high an appreciation of beauty and so strong a bent for philosophic speculation. The first 
Greek thinker of whose views on the subject we really know something is Socrates. We learn 
from Xenophon's account of him that he regarded the beautiful as coincident with the good, and 
both of them are resolvable into the useful. Every beautiful object is so called because it serves 
some rational end, whether the security or the gratification of man. Socrates appears to have 
attached little importance to the immediate gratification which a beautiful object affords to 
perception and contemplation, but to have emphasized rather its power of furthering the more 
necessary ends of life. The really valuable point in his doctrine is the relativity of beauty. Unlike 
Plato, he recognized no self-beauty (auto to kalon) existing absolutely and out of all relation to a 
percipient mind. 

Plato 

Of the views of Plato on the subject, it is hardly less difficult to gain a clear conception from the 
Dialogues, than it is in the case of ethical good. In some of these, various definitions of the 
beautiful are rejected as inadequate by the Platonic Socrates. At the same time we may conclude 
that Plato's mind leaned decidedly to the conception of an absolute beauty, which took its place 
in his scheme of ideas or self-existing forms. This true beauty is nothing discoverable as an 
attribute in another thing, for these are only beautiful things, not the beautiful itself. Love (Eros) 
produces aspiration towards this pure idea. Elsewhere the soul's intuition of the self-beautiful is 
said to be a reminiscence of its prenatal existence. As to the precise forms in which the idea of 
beauty reveals itself, Plato is not very decided. His theory of an absolute beauty does not easily 
adjust itself to the notion of its contributing merely a variety of sensuous pleasure, to which he 
appears to lean in some dialogues. He tends to identify the self-beautiful with the conceptions of 
the true and the good, and thus there arose the Platonic formula kalokagathia.  

Aristotle 

Aristotle proceeded to a more serious investigation of the aesthetic phenomena so as to develop 
by scientific analysis certain principles of beauty and art. In his treatises on poetry and rhetoric 
he gives us, along with a theory of these arts, certain general principles of beauty; and scattered 
among his other writings we find many valuable suggestions on the same subject. He seeks (in 
the Metaphysics) to distinguish the good and the beautiful by saying that the former is always in 



action (`en praxei) whereas the latter may exist in motionless things as well (`en akinetois.) At 
the same time he had as a Greek to allow that though essentially different things the good might 
under certain conditions be called beautiful.  

Plotinus 

Of the later Greek and Roman writers the Neo-Platonist Plotinus deserves to be mentioned. 
According to him, objective reason (nous) as self-moving, becomes the formative influence 
which reduces dead matter to form. Matter when thus formed becomes a notion (logos), and its 
form is beauty. Objects are ugly so far as they are unacted upon by reason, and therefore 
formless. The creative reason is absolute beauty, and is called the more than beautiful. There are 
three degrees or stages of manifested beauty: that of human reason, which is the highest; of the 
human soul, which is less perfect through its connexion with a material body; and of real objects, 
which is the lowest manifestation of all. As to the precise forms of beauty, he supposed, in 
opposition to Aristotle, that a single thing not divisible into parts might be beautiful through its 
unity and simplicity. He gives a high place to the beauty of colours in which material darkness is 
overpowered by light and warmth. In reference to artistic beauty he said that when the artist has 
notions as models for his creations, these may become more beautiful than natural objects. This 
is clearly a step away from Plato's doctrine towards our modern conception of artistic 
idealization. 

German writers 

We may pass by the few thoughts on the subject to be found among medieval writers and turn to 
modern theories, beginning with those of German writers as the most numerous and most 
elaborately set forth. The best of the Germans who attempted to develop an aesthetic theory as 
part of a system of philosophy was Baumgarten (Aesthetica). Adopting the Leibniz-Wolffian 
theory of knowledge, he sought to complete it by setting over against the clear scientific or 
"logical" knowledge of the understanding, the confused knowledge of the senses, to which (as 
we have seen) he gave the name "aesthetic".. 

Kant 

The next important treatment of aesthetics by a philosopher is that of Kant. He deals with the 
"Judgment of Taste" in the Critique of the Power of Judgment (J. H. Bernard's translation 1892), 
which treatise supplements the two better-known critiques, and by investigating the conditions of 
the validity of feeling mediates between their respective subjects, cognition and desire (volition). 
He takes an important step in denying objective existence to beauty. Aesthetic value for him is 
fitness to please as object of pure contemplation. This aesthetic satisfaction is more than mere 
agreeableness, since it must be disinterested and free — that is to say, from all concern about the 
real existence of the object, and about our dependence on it. He appears to concede a certain 
formal objectivity to beauty in his doctrine of an appearance of purposiveness 
(Zweckmässigkeit) in the beautiful object, this being defined as its harmony with the cognitive 



faculties involved in an aesthetic judgment (imagination and understanding); a harmony the 
consciousness of which underlies our aesthetic pleasure. Yet this part of his doctrine is very 
imperfectly developed. dealing with beauty Kant is thinking of nature, ranking this as a source of 
aesthetic pleasure high above art, for which he shows something of contempt.  

Schelling 

Schelling is the first thinker to attempt a Philosophy of Art. He develops this as the third part of 
his system of transcendental idealism following theoretic and practical philosophy. According to 
Schelling a new philosophical significance is given to art by the doctrine that the identity of 
subject and object — which is half disguised in ordinary perception and volition — is only 
clearly seen in artistic perception. The perfect perception of its real self by intelligence in the 
work of art is accompanied by a feeling of infinite satisfaction. Art in thus effecting a revelation 
of the absolute seems to attain a dignity not merely above that of nature but above that of 
philosophy itself. Schelling throws but little light on the concrete forms of beauty. His 
classification of the arts, based on his antithesis of object and subject, is a curiosity in intricate 
arrangement. He applies his conception in a suggestive way to classical tragedy. 

Hegel 

In Hegel's system of philosophy art is viewed as the first stage of the absolute spirit. In this stage 
the absolute is immediately present to sense-perception, an idea which shows the writer's 
complete rupture with Kant's doctrine of the "subjectivity" of beauty. The beautiful is defined as 
the ideal showing itself to sense or through a sensuous medium. It is said to have its life in show 
or semblance (Schein) and so differs from the true, which is not really sensuous, but the 
universal idea contained in sense for thought. The form of the beautiful is unity of the manifold.  

Dialectic of the Hegelians 

Curious developments of the Hegelian conception are to be found in the dialectical treatment of 
beauty in its relation to the ugly, the sublime, etc.by Hegel's disciples, e.g. C. H. Weisse and J. 
K. F. Rosenkranz. The most important product of the Hegelian School is the elaborate system of 
aesthetics published by F. T. Vischer (Esthetik, 3 Theile, 1846—1834). It illustrates the 
difficulties of the Hegelian thought and terminology; yet in dealing with art it is full of 
knowledge and highly suggestive. 

Schopenhauer 

The aesthetic problem is also treated by two other philosophers whose thought set out from 
certain tendencies in Kant's system, namely Schopenhauer and Herbart. Schopenhauer 
abandoning also Kant's doctrine of the subjectivity of beauty, found in aesthetic contemplation 
the perfect emancipation of intellect from will. In this contemplation the mind is filled with pure 
intellectual forms, the "Platonic Ideas" as he calls them, which are objectifications of the will at a 



certain grade of completeness of representation. He exalts the state of artistic contemplation as 
the one in which, as pure intellect set free from will, the misery of existence is surmounted and 
something of blissful ecstasy attained. He holds that all things are in some degree beautiful, 
ugliness being viewed as merely imperfect manifestation or objectification of will. In this way 
the beauty of nature, somewhat slighted by Schelling and Hegel, is rehabilitated. 

Herbart 

J. F. Herbart struck out another way of escaping from Kant's idea of a purely subjective beauty 
He did, indeed, adopt Kant's view of the aesthetic Judgment as singular ("individual"); though he 
secures a certain degree of logical universality for it by emphasizing the point that the predicate 
(beauty) is permanently true of the same aesthetic object. At the same time, by referring the 
beauty of concrete objects to certain aesthetic relations, he virtually accepted the possibility of 
universal aesthetic judgments (compare above). Since he thus reduces beauty to abstract relations 
he is known as aformalist, and the founder of the formalistic school in aesthetics. He sets out 
with the idea that only relations please — in the Kantian sense of producing pleasure devoid of 
desire; and his aim is to determine the "aesthetic elementary relations", or the simplest relations 
which produce this pleasure. These include those of will, so that, as he admits, ethical judgments 
are in a manner brought under an aesthetic form. His typical example of aesthetic relations of 
objects of sense-perception is that of harmony between tones. The science of thorough-bass has, 
he thinks, done for music what should be done also for other departments of aesthetic 
experience.  

Lessing 

Lessing, in his Laocoon and elsewhere, sought to deduce the special function of an art from a 
consideration of the means at its disposal. He took pains to define the boundaries of poetry and 
upon the ends and appliances of art. Among these his distinction between arts which employ the 
coexistent in space and those which employ the successive (as poetry and music) is of lasting 
value. In his dramatic criticisms he similarly endeavoured to develop clear general principles on 
such points as poetic truth, improving upon Aristotle, on whose teaching he mainly relies. 

Goethe and Schiller 

Goethe wrote several tracts on aesthetic topics, as well as many aphorisms. He attempted to 
mediate between the claims of ideal beauty, as taught by J. J. Winckelmann, and the aims of 
dualization. Schiller discusses, in a number of disconnected essays and letters some of the main 
questions in the philosophy of art.  

Jean Paul Richter 

Another example of this kind of reflective discussion of art by literary men is afforded us in the 
Vorschule der Asthetik of Jean Paul Richter. This is a rather ambitious discussion of the sublime 



and ludicrous, which, however, contains much valuable matter on the nature of humour in 
romantic poetry. Among other writers who reflect more or less philosophically on the problems 
to which modern poetry gives rise are Wilhelm von Humboldt, the two Schlegels and Gervinus. 

Contributions by German savants 

A word may be said in conclusion on the attempts of German savants to apply a knowledge of 
physiological conditions to the investigation of the sensuous elements of aesthetic effect, as well 
as to introduce into the study of the simpler aesthetic forms the methods of natural science. The 
classic work of Helmholtz on "Sensations of Tone" is a highly musical composition on physics 
and physiology.  

French writers 

In France aesthetic speculation grew out of the discussion by poets and critics on the relation of 
modern art; and Boileau in the 17th century, the development of the dispute between the 
"ancients" and the "moderns" at the end of the 17th century by B. le Bouvier de Fontenelle and 
Charles Perrault, and the continuation of the discussion as to the aims of poetry and of art 
generally in the 18th century by Voltaire, Bayle, Diderot and others, not only offer to the modern 
theorists valuable material in the shape of a record by experts of their aesthetic experience, but 
disclose glimpses of important aesthetic principles. Yves Marie André's Essay on Beauty was an 
exploration of visual, musical, moral, and intellectual beauty. A more systematic examination of 
the several arts (corresponding to that of Lessing) is to be found in the Cours de belles lettres of 
Charles Batteux (1765), in which the meaning and value of the imitation of nature by art are 
further elucidated, and the arts are classified (as by Lessing) according as they employ the forms 
of space or those of time. 
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