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Aesthetics can be defined as the theory of beauty, or more generally as that together with the philosophy of art. The traditional interest in beauty itself expanded, in the eighteenth century, to include the sublime, and since 1950 or so the number of pure aesthetic concepts discussed in literature has expanded even more. Traditionally, the philosophy
of art has focused on its definition, but recently this has not been the objective, with a careful analysis of the aspects of art largely replacing it. Philosophical aesthetics is here considered at the center of these developments of the last day. Thus, after an investigation of ideas about beauty and related concepts, questions about the value of the
aesthetic experience and the variety of aesthetic attitudes will be addressed, before addressing questions that separate art from pure aesthetics, in particular the presence of intention. This will lead to an investigation into some of the main definitions of art that have been proposed, along with an account of the recent period of “de-definition.” The
concepts of expression, representation and nature of art objects will then be covered. Table of Contents 1. Introduction The whole field of what might be called “aesthetics” is very large. There is also now a four-volume encyclopedia dedicated to the full range of possible topics. The fundamental themes of philosophical aesthetics, however, are now
rather settled (see the book edited by Dickie, Sclafani, and Roblin, and the monograph by Sheppard, among others). At the beginning of the 18th century, aesthetics was said to be central in this sense, with the series of articles on “The Pleasures of Imagination” written by journalist Joseph Addison in the first editions of The Spectator in 1712. Before
this time, the thoughts of notable figures made some forays into this field, for example in the formulation of general theories of proportion and harmony, more specifically detailed in architecture and music. But the full development of extended philosophical reflection on aesthetics did not begin to emerge until the expansion of leisure activities in the
eighteenth century. By far the most profound and influential of the first theorists was Immanuel Kant, towards the end of the eighteenth century. So it’s important, first of all, to have some sense of how Kant approached the subject. Critics of his ideas and alternatives to them, will be presented later in this article, but through him we can meet some of
the key concepts in the subject through the introduction. Kant is sometimes thought of as a formalist in art theory; that is, someone who thinks that the content of a work of art is not of aesthetic interest. But that’s only part of the story. Certainly he was a formalist about the sheer pleasure of nature, but for Kant most of the arts were impure, because
they involved a Even the enjoyment of parts of nature was unclean, that is when a concept was involved, as well asWe admire the perfection of an animal body or a human torso. But our enjoyment of, for example, abstract arbitrary patterns in some foliage, or a field of color (as with wild poppies, or a sunset) was, according to Kant, absent of such
concepts; In such cases, cognitive powers were in free play. With design, art can sometimes get the look of this freedom: it was then “Fine Art” - but for Kant not all art had this quality. In all, Kant's theory of pure beauty had four aspects: his freedom from concepts, his objectivity, the disinterest of the viewer, and his obedience. With “concept”, Kant
meant “fine,” or “purpose”, that is, what the cognitive powers of the judge of human understanding and imagination apply to an object, such as “is a pebble”, to take an instance. But when no defined concept is involved, as with pebbles scattered on a beach, cognitive powers are required to be in free play; and it is when this game is harmonious that
there is the experience of pure beauty. There is also objectivity and universality in judgment then, according to Kant, since cognitive powers are common to all who can judge that individual objects are pebbles. These powers work the same way if they come to such a defined judgment or are left suspended in free play, as when you appreciate the
pattern along the coast. This was not the basis on which the apprehension of pure beauty was obligatory, however. According to Kant, who derived from the authority of such anguish, what was called in the eighteenth century his “disinterest”. This is born because pure beauty does not reward us sensuously; neither induces any desire to possess the
object. It “pleases,” of course, but intellectually distinctive. Pure beauty, in other words, simply keeps the attention of our minds: we have no more concern than contemplating the object itself. Perceiving the object in such cases is an end in itself; is not a means for a further end, and you enjoy for your own good only. It is because morality requires
that we take over us that such exercise in the attention of others becomes mandatory. Judges of pure beauty, being altruistic, starting one in the moral point of view. “Beauty is a symbol of Morality”, and “The enjoyment of nature is the sign of a good soul” are key words of Kant. The shared fun of a sunset or beach shows there is harmony between all
of us, and the world. Among these ideas, the notion of “disinterest” has had a lot the wider currency. In fact, Kant took it in front of the eighteenth century theorists, such as the moral philosopher, Lord Shaftesbury, and attracted a lot of attention since: Recently by the French sociologist Pierre Bourdieu, for example. Clearly, in this context
“disinterested” does not mean “interest”, and paradoxically is closer to whatcall our a interessia , ie things like hobbies , travel, e as we shall see later. But in previous centuries, onea s interest was what it was to onea s advantage, that is, it was a personal interest, to and so was the negation of what closely aesthetics related to ethics. 2. Aesthetic
Concepts The eighteenth century was once surprisingly quiet, but this turned out to be the quiet before the storm, as out of its neat classicism developed a wild romanticism in art and literature, and even revolution in politics. The aesthetic concept which came to be most appreciated in this period was associated with this, namely sublimity, which
Edmund Burke theorized in his A A Philosophical Inquiry into the origin of our ideas of the Sublime and Beautiful.A¢ The sublime was connected more with pain than sheer pleasure, according to Burke, since Threats to self-preservation were involved, such as on the high seas, and lonely moors, with evil humans and dramatic passions that artists and
writers were about to portray. But in these circumstances, of course, it is still a delicious horror, it is as appreciated Burke, since one is isolated from the fiction of the work in question from any real danger. A" SublimeA¢ and beautifulA¢ A are just two of the many terms that can be used to describe our aesthetic experiences. Clearly there are
ridiculous A and A ugly, that’s for starters, as well. But more discriminating will not have difficulty finding even something perhaps a good, A™ or lovelyA¢ rather than an awfulA¢ or ‘horrible, A and A more refined or 'SUPERBA rather than Big a or foul.A¢ Frank Sibley wrote a considerable number of articles, starting in 1959, defending a vision of
concocted aesthetic effects as a whole. He said they were not about rules or condition-governed, but required an accentuated form of perception, which you might call taste, sensitivity, or judgment. His full analysis, however, contained another aspect, since he was not only concerned with the types of concepts mentioned above, but also with a
number of others which had a rather different character. For one able to describe works of art, quite often, in terms that refer primarily to the emotional and mental life of human beings. It can be called A joyful one, it is melancholy, it is serene, it is witty, it is vulgar, A and A humble, it is for example. These are obviously not purely aesthetic point of
view, because of their further uses, but they are still very relevant to many aesthetic experiences. SibleyA¢’s statement about these concepts was that there were not sufficient conditions for their application. For many conceptsA¢ sometimes called closedA¢ concepts, as it turns out both necessary and sufficient conditions for their application can be
given. To be a bachelor, for example, you must be male and unmarried, although of marriageable age, and These three conditions are sufficient. for other concepts, however, so-called opena a, such definitions can be givena although forSibley concepts noted that there were still some necessary conditions, since some facts can exclude the application
of, for example, A ¢ 4,- A "Gacish, A ¢ 84,— A" Gaudy, A¢ca-A¢a—-Ac¢a- "During the question arises therefore: How do we make aesthetic judgments if not controlling sufficient conditions? The Sibley account was that, when the concepts were not purely perceptive, they were mostly metaphorical. Therefore. We call works of art A¢ca-A
"Dynamic, A ¢ 4, =" or A ¢ 4,— ", A ¢ 4,—" as before, compared to human behaviors with those qualities. Other theorists, such as Rudolph Arnheim and Roger Scruton, have held similar views. Scruton, in fact, has discriminated eight kinds of aesthetic concept, and looked at some of the others below. 3. Aesthetic value We noted Kant's opinions on the
objection and university of pure beauty judgments, and there are several ways in which these notions have been further defensed. There is a famous curve, for example, obtained from the psychologist of the nineteenth century Wilhelm Wundt, which shows how human excitement is generally quite related to the stimulus complexity. We are bored from
the simple, they were satted, even too anxious, from the increasingly complex, while in the middle there is a region of greatest pleasure. The size of the complexity is only an objective measure of value that has been proposed in this way. So now it's known, for example, that the judgments of face beauty in humans are a matter of media and symmetry.
Traditionally, the unit has been taken to be central, in particular by Aristotle in connection with the drama, and when added to the complexity formed a general report of the aesthetic value. So Francis Hutcheson, in the 18th century, said that A ¢ 4,— A "Normita in the variety does always make a nice object.," Monroe Beardsley, more recently,
introduced a third "intensity" criterion to produce its own Three A ¢ 4,— "Canoni - of objective value. It also has detailed some A ¢ 4,— A" Special canons.&, 4,~ Beardsley called the objective criteria within art styles A ¢ 4,— A "Special canons.a, A € They were not a question of something good in its kind and therefore involving the perfection of a
concept in the sense of Kant. They involved the characteristics of defense deformation" and "and" manufacturing functionality, More at the way Hume explained in his greater wise in this area "A ¢ 4,—" of taste standards "(1757). To say that a work of art had a positive quality like humor, for example, was to praise him to some extent, but this could be
offset by other qualities that have made work not good as a whole. Beardsley defended all the fees of him much more detailed than his 18th century predecessor, however: through a long historical analysis, fine-grained, historical of what the critics actually challenged in the evaluation of works of art. Furthermore, he explicitly made the disclaimer his
canons were the only criteria of value, separating these "regions of the vineyard" from what he called a€ a a a€ a€ a€ a€ a€ eGenetics . These two other reasonsThe original artist and his time, respectively, and a a a € "affective fallacy" or "intentional fallacy," he claimed, were involved, if they had been taken into consideration. Discrimination allowed
Beardsley to concentrate on the work of art and its representative reports, if necessary, with the objects of the public world. Against Beardsley, for many years, Joseph Margolis kept a robust relativism. " He then meant that «attitude,« partiality A »and A« Not cognitivism »characterize the appreciation of art, rather than« trutha € », A« Universality A
»and A« Non-cognitivismo.a € A » "Knowledge". He defended him with reference to aesthetic concepts, to the critical judgments of value and literary interpretations in particular, stating, more generally, that works of art were 4 & & «culturally emerging entitiesad» not directly accessible, for this reason, to no faculty that resembled sensory perception.
The main debate on aesthetic value, in fact, concerns social and political issues, and the apparently inevitable partiality of the different points of view. The central question is if there is a privileged class, that is that with aesthetic interests, or if their set of interests does not have a distinct place, since, from a sociological point of view, that taste is only
one Gusts of democratic economy. The sociologist Arnold Hauser preferred a non-relativistic point of view, and was ready to give a ranking of tastes. The high art beats the popular art, Hauser said, for two things: the importance of its content and the most creative nature of its forms. Roger Taylor, on the contrary, exhaustively exposed the point of
view of the «Levelellera», declaring that «Aidad» and A «The Sound of Music» have the same value for their respective public. He defended him with an in-depth philosophical analysis, refusing the idea that there is a thing as the truth corresponding to an external reality, and that people capable of accessing them have a particular value. Instead,
according to Taylor, there are only different conceptual schemes, in which the truth is simply measured by the internal consistency to the schema itself. Janet Wolff observed this debate with more disinterest, in particular by studying the details of the opposition between Kant and Bourdieu. 4. Aesthetic attitudes Jerome Stolnitz, in half of the last
century, was Kantian and supported the need for a disinterested attitude and goal towards art objects. It is questionable, as we have seen before, if it represents or not the overall view of the art of KantA ¢ aj, but the disinterested treatment of art objects recommended by Stolnitz was widespread in the period of him. Edward Bullough, writing in
1912, would have defined A «Attitude disinterested» An attitude 44 4444444444444444444444444444444aa € Distantiateda », but used this last term to generate a much more complete and detailed assessment of the entire spectrum of attitudes than be applied to works of art. The spectrum extended from people who A persone che &
“ATAT 4T AT AT aT A" & A DistanzaA. “People who are remote, for example, critics who simply look at the technicalities and craftsmanship of a production, lacking any emotional involvement with what it is. Ballough countered this attitude with what he called & &, where you might be too caught up in the content. The country Yokel who jumps on
stage to save the heroin, and the jealous husband who is seen while Othello suffocating his wife, miss the fact that the game is an illusion, a fiction, just make believe. Ballough thought there was, instead, an ideal mid-point between his two extremes, thus solving his &= Aninomy of distance “deciding that it should be the shortest possible distance
without his disappearance. George Dickie later argued against both & — ADysterestA™ and ADistances “in a famous 1964 paper”, the myth of aesthetic attitude”. He argued that we should be able to enjoy all objects of Awareness, whether it is &""Pure aesthetics” or moral. In fact, he thought that the term - & = Aaesthetic” could be used in all
cases, rejecting the idea that there was an authorized way to use the word only to apply to superficial or formal features - the work of art as a thing in itself. As a result, Dickie concluded that the aesthetic attitude, if properly understood, reduced to a great deal of attention to what keeps the mind in a work of art, contrary to tradition which believed it
had a certain psychological quality, or involved attention only for certain objects. Art is not the only object to trace interest of this pleasant type: hobbies and travel are further examples and sport yet another, as was briefly mentioned above. In particular, the expansion of aesthetic tradition in recent years has led theorists to give more attention to
sport. David Best, for example, writing about sport and its resemblance to art, highlighted how narrow sport is for purely aesthetics. But he wanted to limit sport to that, and he insisted it was irrelevant to ethics. The best sawn art forms are expressly distinguished by the ability to comment on life situations, and thus bring moral considerations. No
sport has had this additional ability, he thought, although the enjoyment of many sports can undoubtedly be aesthetic. But many artistic forms - perhaps more clearly called acraft-formsA¢ 4" as a result - also do not comment on situations of sovramuch life, for example, DAA© Cor, abstract painting and non-narrative ballet. And there are many sports
that are premised premised in moral terms, & = ACharacter-Buildinga -, for example, mountaineering, and various combat sports (such as boxing and wrestling). Perhaps resolution comes through the notion of division, the better you provide of sports forms, between, on the one hand, 4€ cetaska€ or 4€ cenon-the sporting purpose such as gymnastics,
""""" ArtA™ in them, since they are not as creative as the final ones. 5. INTENTIONS The traditional form of art criticism was biographical and sociological,
taking into account the artist’s conceptions and the history of traditions within which the artist worked. But in the 20th century a different, more scientific and ahistorical form of literary criticism has grown up in the United States and Great Britain: the new criticism. Like the Russian formalists and the French structuralists at the same time, the new
critics considered what could be gleaned from the work of art alone relevant to its assessment, but their specific position received a much-discussed philosophical defense by William Wimsatt and Monroe Beardsley in 1946. Beardsley saw the position as an extension of & = “the aesthetic point of view”; Wimsatt was a practical critic personally
committed to the new approach. In their essay “The Intentional Mistake”, Wimsatt and Beardsley stated “the design or intent of the artist is neither available nor desirable as a standard for judging the success of a work of literary art. It was not always available, as it was often difficult to obtain, but, in any case, it was not appropriately available,
according to them, unless there was evidence for it internally to the finished work of art. Wimsatt and Beardsley allowed such forms of proof for the intentions of a writer, but they would not allow anything external to the given text. This debate about intent in the literary arts has been inflamed with full force in more recent times. A contemporary of
Wimsatt and Beardsley, E.D. Hirsch, continued to hold his view of his &"— “. Against him, Steven Knapp and Walter Benn Michaels took an unsunk position. Frank Cioffi, one of the original writers who wrote a forced response to Wimsatt and Beardsleyley, lined up without field, believing that the different cases were “read” sometimes, sometimes,
sometimes, sometimes, sometimes, sometimes, the artist meant consciously. One reason he rejected the intention, at times, was because he believed that the artist might be unaware of the full meaning of the works of art. A similar debate arises in other art forms besides literature, such as architecture, theatre, and music, although it has caused a
less professional commentary in these arts, which occur more on a practical level in terms of subject matter between “hyperists” and A~ “Modernizers. Purists want to maintain a historical orientation to these art forms, while modernizers want to make things more available for contemporary use. The debate also has a more practical aspect in relation
to the visual arts. Because it arises in the question of what devalues the forgeries and the forgeries, and on the contrary puts a special value on originality. There have been several remarkable frauds perpetrated by Forgiati of works of art and their associates. The question is: whether the surface appearance of the surfacemore or less the same, what
particular value is there in the first item? Nelson Goodman was inclined to think that you can always see enough difference by looking closely at the visual aspect. But even if you can’t, there are still the different stories of the original and the copy, and also the different intentions behind them. The relevance of such intentions in visual art has come
very prominently into the philosophical debate. Arthur Danto, in his 1964 discussion on “The Artworld”, dealt with the question of how the atmosphere of theory can alter the way we see works of art. This situation has indeed occurred with regard to two remarkable paintings that appear to be identical, as Timothy Binkley explained, namely
Leonardo’s original “Mona Lisa” and Duchamp’s line about it, called “L.H.O.Q. Shaved.” The two works seem to be identical, but Duchamp, it’s worth noting that he had also made a third work, “L.H.O.Q”. which was a reproduction of the “Mona Lisa”, with graffiti on it: a goatee and a mustache. In that play he alluded to the possibility that the
babysitter of the “Mona Lisa” could be a young man, given the stories about Leonardo’s homosexuality. Removing the graffiti, otherwise similar works are still different, as the title of Duchampa} and the history of his production alter the way we think of his work. 6. Definitions of art Until the “de-de-de-definition” period, definitions of art were divided
into three types, relating to representation, expression, and form. The predominance of representation as a central concept in art lasted from before Plato’s time until the end of the 18th century. Of course, representative art is still to be found today, but it is not as prominent as it once was. Plato first formulated the idea by saying that art is mimesis,
and, for example, Bateaux in the 18th century followed him by saying: “Poetry exists only by imitation. The same goes for painting, dance and music; nothing is real in their works, everything is imagined, painted, copied, artificial. This is what makes their character essential as opposed to nature.In the same century and the following, with the advent
of Romanticism, the concept of expression became more prominent. Even around Plato’s time, his pupil Aristotle preferred an expressive theory: art as a catharsis of emotions. Burke, Hutcheson and Hume also promoted the idea that what matters in art is the audience’s response: pleasure in art is a matter of taste and feeling. But the full flowering of
the theory of expression in the 20th century has shown that this is only one aspect of the picture. In the taxonomy of the terms of art provided by Scruton, response theories focus on affective qualities such as “movement”, “exciting”, “nauseated”, “thought”, and so on. But theories they can be called A «theories of the expressionA» even if if if focus on
the embodied, emotional and mental qualities discussed above, such as “joyful”, “melancholic”, “humble”, “vulgar”, and “smart.” As we will see later, when more recent studies on expression are discussed in more detail, it was writers such as John Hospers and O.K. Bouwsma who preferred such theories. But there are other kinds of theories that
could, even more appropriately, be called “theories of expression”.What an artist expresses personally is at the heart of art’s self-expression theories, but more universal themes are often expressed by individuals, and historical art theories see the Artist only as a channel for broader social concerns. R. G. Collingwood, in the 1930s, considered art as a
matter of self-expression: “By creating for ourselves an experience or an imaginary activity, we express our emotions; and that’s what we call art.” And the remarkable feature of Marx’s theory of art in the 19th century, and of the many Marxists who followed him in the 20th century, were expressive theories in the sense of “historical art”. The arts
were regarded, by people of this conviction, as part of the superstructure of society, whose forms were were determined by the economic basis, and so art was seen as an expression, or “reflective”, of those material conditions. Social theories of art, however, need not necessarily be based on materialism. One of the greatest social theorists of the late
19th century was the novelist Leo Tolstoy, who had a more spiritual point of view. He said: “Art is a human activity which consists in the fact that a man consciously, by means of some external signs, transmits to others the feelings he has experienced, and that others are infected and experience them.” With the advent of the 20th century, the main
focus shifts to abstraction and appreciation of form. Aesthetics, and the arts and crafts movements, in the second half of the 19th century attracted people to appropriate qualities. The central concepts of aesthetics here are the purely aesthetic ones mentioned above, such as “gracious”, “elegant”, “exquisite”, “glorious” and “beautiful”. The latter
could be distinguished as the core of the theories of craft art, as in the case of the The idea of art as “Techne” in ancient Greece, but formalist theories generally focus on all of these qualities and “aesthetics” generally find them all to be of primary importance. Eduard Hanslick was an important musical formalist of the late 19th century; Russian
formalists in the early years of the revolution, and French structuralists later, fostered the same interest in literature. Clive Bell and Roger Fry, members of the influential Bloomsbury Group in First decades of the twentieth century, were the initial promoters of this aspect of visual art. Famous famous "aesthetic hypothesis" was: A ¢ 4,—~ A "This
quality is shared by all objects that cause our aesthetic emotions? Only one answer seems possible - significant form. In each, lines and colors combined in a particular way; Some forms and reports of the forms, mix our aesthetic emotions. These relationships and combinations of lines and colors, these forms aesthetically moving, I call A ¢ 4,— A
"meaning form; And A ¢ 4,— A "meant formA ¢ 4,— 4" ¢ is the only quality common to all the works of visual art. "Clement Greenberg, over the years of abstract expressionists, from the 1940s to the 1970s, also defended a version of this formalism. Abstraction was an important guide in the art of the beginning of the 20th century, but the last Decades
are widely abandoned the idea of any definition of narrow art. The art is formulated in the academic philosophy of Morris Weitz, which derived his opinions from some Wittgenstein's work on notion of games. Wittgenstein said that there is nothing that all the games have in common, and so the historical development of them has arrived through an
analogue generation process, from paradigmatic examples simply through A ¢ 4,— "Realmilly.A,A" There are, however, ways to provide a kind of definition of art that respects its open structure. The institutional definition of art, formulated by George Dickie, is in this class: "Work of art is an artifact who had given the status as a candidate for
appreciation by the artworld.A,A" That leaves the Open art content, since it has remained for museum directors, the organizers of the festival and so on, to decide what is presented. Furthermore, as we have seen before, Dickie has left the notion of A¢A -A¢a—-Ac¢a- "open, since allowed that all aspects of a work of art could be attended
aesthetically. But the notion of A ¢ a,— A "Tefact, too, in this definition is not restricted as it might seem, since something has led to an artistic space as a candidate for appreciation it becomes so A¢a—-A¢A, - Ac¢ a4~ "attached, A ¢ 4,—" according to dickieA ¢ a,— "and so it allowed the art that is otherwise called (natural) A ¢ 4,— &" found objects "
and (previously manufactured) A ¢ 4,— A "Readymades.A, a,— - less emphasis on power brokers was found in Monroe BeardsleyA ¢ 4,— &" ¢ s aesthetic definition previously previously: A ¢ 4,— "A work of art is something of product with the intention of giving it the ability to satisfy aesthetic interest -" where A ¢ &4,— & "ProductionA, 4, - and A¢ A ~ A ¢
a,— "esteestA ¢ 4,— normal and limited content. But this suggests that these two contemporary definitions, like others, simply reflect the historical way that art has developed in the associated period. Certainly the Objective aesthetic standards In the next 20th century, they mostly left the place to free choices in all things by the mandarins of the art
world more recently. 7. The theories of the reply art of the expression were they were popular during the period of Positivist Logic in philosophy, i.e. around the 1920s and 1930s. Science was then sharply contrasted with Poetry, for instance, the first which supposedly cared about our rational mind, the latter with our irrational emotions. Thus the
well-known English critic I. A. Richards tested answers to poems scientifically in an attempt to judge their value, and unexpectedly did not find uniformity. This kind of study gives rise to the common idea that “art is all subjective”: if you focus on whether or not people like a particular work of art, then, of course, you can’t easily feel like there’s no
reason to do so. Now we’re more used to thinking emotions are rational, partly because they now distinguish the cause of an emotion from its purpose. If you look at what emotions are caused by a work of art, not all of these need to address the work itself, but instead what is simply associated with it. Therefore, what the subjective approach neglects
centrally are matters to be done with attention, relevance and understanding. With those as control features, we get a basis for normalizing the emotions of the intended audience in connection with the artwork, and then moving away from purely personal judgements like “Well, it saddened me” to more universal appraisals like “it was sad.” And with
the more focused “it” on the opera, we also begin to see the meaning of the objective emotional characteristics it possesses metaphorically, which were what Embodiment theorists like the Hospers established themselves as central. Hospers, following Bouwsma, asserted that the sadness of a certain music, for example, does not concern what is
evoked in us, nor any feeling experienced by the composer, but simply its physiognomic resemblance to humans when sad: “It will be slow not tripping; it will be low not tinkling. People who are sad move slower, and when they speak they speak they speak softly and softly.a This was also a point of view long developed by gestalt psychologist Rudolph
Arnheim. However, discrimination does not stop. Guy Sircello, v. Hospers, stressed first that there are two ways emotions can be embodied in works of art: because of their shape (which is what Hospers primarily had in mind), and because of their content. Thus, an image can be sad not because of its mood or its color, but because its subject matter
or subject matter is pathetic or miserable. This point was only a prelude, however, to an even more radical critique of Sircello’s Embodiment theories. Words can also be applied to emotion, he said, because of the “artistic acts” performed by artists in presenting their attitude to their subjects. If we look at a work of art from perspective, we are seeing
it as a “synthmus” in the terms of Suzanne Langer; However, Langer believed that it should be seen as a “symbol” that holds some meaning that can be communicated to others. Communication theorists combine all three elements above, namely the public, theAnd the artist, but arrive in a variety of stamps. So, while Clive Bell and Roger Fry were
formalists, they were also theoretical communication. It was assumed that a work of art transmitted "aesthetic emotion" from the artist to the public because of his A ¢ 4,— A "signifier form". Leo Tolstoi was also a communication theorist but of almost the opposite type. This is what That had to be transmitted, to Tolstoi, it was expressly that was
excluded from Bell and (to a lesser extent) frying, ie the A ¢ 4,— A "MOTIONS OF LIFE.A, 4,— TOLSTOI wanted the Art of serving a moral purpose: helping to bind the communities together in their communion and in the common humanity under God. The bell and frying does not see such social aims in art, and linked to this difference were their
opposing opinions concerning the a €
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