ART AS CREATIVE PROCESS



ART AS CREATIVE PROCESS: AESTHETIC VALUE
AND ITS

EMERGENCE WITHIN A WHITEHEADIAN ONTOLOGY

By

ROBERT ALEXAYDER GOMBOS, B.A.

4

_ A Thesis _
Submitted to the School of Graduate Studies
in Partial Fulfilment of the Requirements
for the Degree

Master of Aris

McMaster University
(May) 1972



MASTER OF ARTS (1972) MCMASTER UNIVERSITY
(Philosophy) Hamilton, Ontario.,

TITLE: Art as Creative Process: Aesthetic Value and Its
Emergence Within a Whiteheadian Ontology.

AUTHOR: Robert Alexander CGombos, B.A. (McMaster University)
SUPERVISOR: Dr. H. Dulmage
NUMBER OF PAGES: x5y 97

SCOPE AND CONTENT:

The attempt is herein made to put forth a comprehensive
analysis and explication of the art process and its aim at
value based on and backed by Whitehead's metaphysics and scat- ‘
tered comments on the general notions of truth and beauty and
on art as truthful beauty. The procedure and discussion is
"hiteheadian. Value in general is seen to permeate all of
reality. This value can be shown to arise in the explicit ex-~
ample of the art processes of creation and re-creation. The
emergence of aesthetic value, as such, can be seen to be the
result of two factors: the aesthetic object and the aesthetic
experience, Thus a discussion of the object of the experience
and the subject experiencing the object is put forth.

Integral to this discussion is the notion that the work
of art and the aesthetic object are distinct. The aesthetic
object occurs only within an aesthetic experience, The work
of art is a potential aesthetic object and within the experi-
ence becomes the raw data, ‘

Purthermore works of art are shown to have an inherent
rather than an intrinsic value, Also, as a result of this -
and of the analysis of aesthetic experience it will be seen
that there exists a mutual effect between art and society such
that the one influences the other. The results of this lead
one to conclude that art should be for life's sake rather than
for its own. : :
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Introduction

Any wviable théory of aesthetics must not only be able to
account for the cause of aesthefic experience and the relationships
that exist because of this cause between the artist, the work of
aft, and the pariticipator in an adequate manner; but must also be
able to show the effect which both the work of art and the ases-~
thetic experience have on the individual and on the society. Thus
any aesthetic theory which is viable must account for both creative

urge and creative response.

Whitehead's theory of art can be developed to encompass
such interrelations between the individual creative process and
soclety. The creative process encompasses both experidntal
feelings (which are arcused by response) and the creative impulse
within individuals. Art, then, as Whitehead conceives it, is an
ever-rejuvinating source of new experience - a search for novel-
ty. In its fundamental function of shaping a person's experience
until that person has incorporated it into the whole structure or
texture of his beings Aft is not only compatible with Whitehead's
metaphysical system; but is integral in the providing of a basis -
for creative impulse -~ the "lure for feeling'" and the desire for
an ever increasing enhancement of value within the individual as

well as within society (as a group of individuals).

This creative impulse extends to society where it acts as
a civilizing force advancing, changing and developing (as well as
being developed along with it)., Whitehead says, even in his

earlier works such as Science and the Yodern World +that Art is not




only a "requisite" for social progress but the requisite, (Cf. SHW
193-208) Art here has an extended meaning and includes "any
selection by which the concrete facts are so arranged as to elicit
attention to particular values which are realisable by them"., (SMW
200) It is precisely this broader notion of art which lends sus—
tinence to the more specific term of “the artsh, In the course of
this thesis, the discussion will be focussed on art in its narrower
sense without neglecting the fact that the broadened definition is
the link up between a specific Whiteheadian aesthetic theory and a
Whiteheadian cosr’nology.§ In his later works, then, art in the
narrower sense is also an atbtempt to elicit certain values but of a

more specified nature,

Any viable theory of value must also have its concerns.
Such a theory muét be concerned both with the grounds for the de-
termination of value (i.e. "how" value arises) and with the impli-
cations, effects, and importance of the proposed theory. This
holds true in any discussion of a specific type of value such as
moral or aesthetic value.

In the following thesis an attempt will be made to expli-
cate the emergence of aesthetic value within the framework of the
~art process, If a thesis such as the one proposed here attempts to
do this by a process of assimilation and interpretation of a speci-
fic philosopher (especially a metaphysician such as Whitehead) then

the relatedness of the aesthetic theory as well as the theory of

* In fact, the very implication that the individual creative
process is connected to the broadened social process is a combining
of the specific with the general - of D,W. Sherburne'’s theory with
Jde«is Smith's.
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value must be shown, A ground must be given for certain claims
and statements. The ground upon which this thesis is based is

- precisely Whitehead's ontology.

The purpose of this thesis is not merely a gathering of
‘Whiteheadian comments on art and value but a comprehengive inter-
pretation and formulation of a theory of the emergence of aesthe-

tic¢c value in the art process within a Whiteheédian framework,

In Science and the Modern World one finds such perceptive

. general comments on art and its relation to value as follows, "Great
art is the arrangement of the environment s0 as to provide the soul™
vivid but transient values". (SMW 202) This "transient value" is
what Whitehead later terms "novelty", Art, in this case, includes
the drawing out- of '"habits of aesthetic apprehension' so as to in-
crease the depth of individuality. "The analysis of reality indica-
tes the two factors, activity emerging into individualized aesthetic
value". (SMW 199) Thus there is, in fact a link between the arts
and general aesthetics for the arts enhance the whole aesthetic com~

plex and this aesthetic order.

From the standpoint of Whitehead's ontology value is the end
result of process, All things strive for the attainment of value
through interaction. In the specific case of human advance there is
a need to discuss the emergence of the "creative act" for the crea-
tive act has lead so effectively to the advancement of civilization,
Art as an "artifact" or symbol of man's own creativity is a reminder -
to other men bofh of achievement and failure. More importantly it
is a "focus of attention" for further creative acts. Art by its

very nature, then leads to the emergence of aesthetic value. . And

* The "soul” in this context is that creative part of man.,

ix”



art by enhancing aesthetic value gives meaning to value in the

«

broader sense,

On the other haﬁd it takes more than a value theory to show
and attempt to solve the difficulties in aesthetics. It requires
a value theory based upon and backed up by a cosmological framework
in which value itself is seen to arise because of certain conditions.
Such is Whitehead's theory of the emergence of value within process,
This theory can be adequately applied to explain the emergence of
aegthetic value in aesthetic experience and congsequently can provide
a novel approach to considerations and questions of traditional art

theory.



Chapter I

Whitehead's Theory of Value

(1)

The Emergence of Value

The understanding of Whitehead's theory of value as a first
step toward an aesthetics of process can be greatly facilitated by
a8 brief examination of that process by which all entities attempt to
achieve a final or complete satisfaction. As a preliminary remark
it would be no exaggeration to say that one of the characteriétios
which distinguish Whiteheadfs whole philosophy of process is the
claim that "value is inherent in-{all] actuality" (RM97) and is dbasic
to all actual entities, "Actual entities (which are specific
occasions of experience) are analyzable into feelings both on a
physical and a conceptual level, ¥hitehead terms these physical and

conceptual prehensions, Actual entities, then, are the ultimate

~realities constituted of prehensions. These prehensions, in turn,
are related in a unity of experiences which form the actual occasion.1
Furthermore, this unity of experiences occurs within a temporal span
allowing for a complefion of unity‘in concrescence., During concres-

cence there is a "growing together of the elements of the persistent

1For Whitehead an actual entity is.(and except for minor
qualifications can be called)an actual occasion of experience.

Actual entities are the final real things of which the world is

made up. There is no going behind actual entities to find any

- thing more real. They differ among themselves. God is an actual
entity and so is the most trivial puff of existence in far off empty
space... they are drops of experience complex and interdependent.
They are what Locke termed "substances in his Essay (BK.II Ch,XXIII
sec.7) and are analyzable into prehensions (feelings).”(PR 23)

1



past into the vibrant immediacy of a novel present hnity".g

Value permeates the actual world. To be an actual entity

is to have self-interest:

This self-interest is a feeling of self-
valuation; It is an emotional tone, The
value of other things, not one's self, is
the derivative value of being elements
contributing to this uvltimate self-interest.
This self-interest is the interest of what
one's existence, asfgn that epochal
occasion, comes to,” It is the ultimate
enjoyment of being actual,

But the actuality is the enjoyment
and this enjoyment is the experiencing of
value. For an epochal occasion is a
microcosm inclusive of the whole universe,
The unification of the universe, whereby
its various elements are combined into
agpects of each other, is an atomic unit
within the real world. (RM 97-8)

Thié self-interest results from the fact that all things strive for
completion. This is their ultimate aim. It is a completion which
will give satisfaction; and in doing so will also provide potential

value for future occasions, This whole process is neatly summarized

by Mary Wymant

The whole business of process which for
Whitehead as for Bergson is the essence of
reality, is the actualizing of potentiality
as an ingredient in something real through
the guidance of the lure [Tor feeling]. The
potentiality of the past is the inflow of
the material world, or the experience of a

2D.W. Sherburne A Key to W's Process and Reality, (New York,
1966) p.206,

Athat is the anticipation of the future.



subject, into process, as well as that
gsubject's possession of inherent
gualities; new potential factors are
added into the present, involving the
conception of eternal objects or ideals,
some being contrasting elements; but
elements concerned with the physical
world and derivative ideas must grow
together in harmony following the lure
until satisfaction is attained. Through
this achievement of value the experience
then leaves its imprint as agpubllc fact
or as objective immortality.
To illustrate this, at the level of human creative thought, Wyman
uses the process involved in the invention of the flying glider
by Lilienthal. The process of that individual's creation of the
glider will be seen to be similar to what goes on in both the

process of creation and aesthetic creation.

In the beginning Lilienthal may have been merely interested
in the flight of birds; the way they glided in their flight. As
raw data the birds and their flight had been admited into Lilien-—
‘thal's experience and a specific aspect of that perception of them
was brought to a further stage of awareness. Lilienthal's percep—
tion was heightened maybe by-the fact that he had past experience
with mechanical technology or maybe just inherited ability. Various
other factors and experiences from the past were brought forward to
the present experience,combined with it, and{ through a lure for
feeling which guided these associated experiences, a novel feeling
or a novel belief was developed -~ that there was a "superiority
of a curved rather than a flat surface for the flight of machineé
heavier than air".g' Lilienthal's initial idea, then would be the
concept of the ideal or what Whitehead terms the "efernal ob]ect"

brought to the stage of a prop051t10nal lure for feeling

gﬁary Wyman, The Lure for Feeling, (New York, 1960) p.23.

4Hary Wyman, The Iure for Feeling, op. cit. p.24




(i.e. "that there could exist and fly a glider with a curved
surfgce") and then to a state of actuality when the glider is.
actually completed. Finally, this completed glider becomes
"immortalized" or conceptually "eternalized' as a prototype for the

development of aircraft.

Wyman's discussion of the emergence of value can be elabo--
rated upon by a discussion of the relationships between fact;
value in experience (particularly human experience); the notion of
event in which fact can not be separated from valuej and finally
the special case of human aesthetic values and their devélopment

from Whitehead's cosmological view of process.

(ii)

Fact, Value, and Event

The world is the subject mattef for qualitative discrimina-
tion by an experiencing subject who experiences not bare or isolated
facts but facts within events and facts related to value, Value
lends importance to facts for "mere facts are worthless except by
reference to some understanding of value".s- This means that bare
facts are not worthy of attention for "Worth" itself, indicates an

. accompanying value system, For some one thing to be "worthy of
attention" and not some other one .thing, a basic value systém -
however primitive - must be actively present in an entity's
judgement. Thus, facts, in themselves, need some sort of value -
criterion which is based, not within a given temporal eiperience
(i.e. the given temporal experience of that event in which the fact
occurs), but exterior to it. Without such a criterion on which

experience can be based facts become mere truths or falsities,

H. Lawrence, "Time Value and the Self'" in The Relevance of

¥hitehead (New York, 1961) p.149 _ :

e m ey



Why Whitehead Would give such emphasig to value rather than
to fact becomes apparent when one realizes that Whitehead is con-
cerned, not merely with the emergence of value, but with the emer-
genca of péculiarly human value and "that a fact would play any

role in our lives depends upon its value as a certfain sort of facﬁgé

It is no wonder, then, that Whitehead says that value is
"inherent in actuality" for each actuality is, not simply a grouping
of facts but, the relating and assessing of these in view of its aim

oY purpose,

Whitehead says: "value is the word I use for the intrinsic
reality of an event" (SMW 93). Human value is a restricted but
complicated form of value, Whitehead's interpretation of human
value is given significance within the framework of events as tran-
gitions and as realizations of value. Whitehead is fully aware
both of the transitions - and the place of valus in the scheme of

things:

The general aspect of nature is that of
evolutionary expansiveness, These unities,
which I call events, are the emergence into
actuality of something. How are we to
characterize the something which thus
emerges? The name fevent' given to such

a unity, draws attention to the inherent
transitoriness, combined with the actual
entity. But this abstract word cannot be
sufficient to characterize what the fact of
the reality of an event is in itself, A
moment's thought shows us that no one idea
can, in itself, be sufficient. For every
idea which finds its significance in each
event must represent something which contri-
butes to what realization is in itself.

Thus no one word can be adequate. But con-
versely, nothing must be left out, Remem~
bering the poetic rendering of our concrete

bryia., p.156



experience, we see at once that the
element of value, of being valuable, of
having value, of being an end in itself,
of being something which is for its own
sake, must not be omitted in any account
of an event as the most concrete actual
something. "Value" is the word I use
for the intrinsic reality of an event.
Value is an element which permeates
through and through the poetic view of
nature. We have only to transfer to the
very texture of realisation in itself
that value which we recognige so readily
in terms of human life, (SHW 93)

Thus, we have seen that Whitehead's cosmological scheme
breaks down the world into a series of events or occasions of
expérience. Events and actual entities participating in events
constitute the existing world,. There is no such thing as fact in
isolation. Furthermore, all facts-are ultimately experienced in

relation to & value system whether complicated or crude.

This explains why value is fundamental'in the process of
realization of every actual entity in its search for selfhood, An
actual entity, if it assimilates facts, is concerned with the worth
or value of these facts.to itself, This self-interest is the basis
of existence for "at the bhasis of our existence is the sense of
worth, Now worth fitselﬁ] essentially presupposes that which is
worthy." (MT 109) for and in its own sake or by its own justifica-
tion, "Worth" or "importance", for Whitehead, are, at times, used
interchangeably with the concept "value'’, Worth or value proceeds
not simply from the individual subject to the object in the environ-
ment Because the environment itself has intrinsic worth "which must
be allowed its weight in any consideration of final ends" (SMW 196).
Value arises out of the discrimination - ‘the rejection or accep-

tance of déta ~ from an experienced world.,



Value and fact both call for discrimination in experience,
)
In fact; experience itself is a value experience since our exper-

iencing of actual occasions is a

ese Trealization of worth good or bad,
It is a value experience. Its basic
expression is - Have a care, here is
something that matters. Yes ~ that
is the best phrase - the primary glim-
mering of consciousness reveals something
that matters. (MT 116)
Value discrimination, then, is inherent in all experience, inclu-

ding conscious experience even though primitive or vague,

Value in the sense of "worth" is involved in concrescence
even at the first stage -~ the accepié?qwor rejection of data
(see figure 1.). When an entity acéep%; raw data at the first
stage of concrescence (i.e. without further assimilation); it has
already made a value discrimination. How this would occur in
‘human experience has already been shown by the example given by
~Wyman about the glider, The raw datréwere the actual facts within
the experience or event -~ seeing the birds, seeing their wings ‘
and their motion in flight. Making the choice ;o accept this datum
and to assimilate it was based on a value discriﬁination by Lilien~
thal.

This brings us to two crucial points to note in discussing
‘the assimilation of data by an experiencing subject. One is that
Whitehead would want to distinguish between usual theories and his
own theory regarding the perception of the datum or "object™ and

the perceiver of the datum or “subject":

The word ‘object' ... means an entity which
is a potentiality for being a component in
feeling Cbrehension] and the word 'subject!
means the entity constituted by the process
of feeling, and including this process. The
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a. Appearance



feeler is the unity emergent from its \
own feelingsj and feelings are the de-

tails of the process intermediary bhetween

this unity and its wmany data. The data

are the potentials for feeling, that is

to say, they are objects. ~ The process

is the elimination of indeterminateness

from the unity of one subjective experience. (PR. 136)

This process involves the attainment of satisfaction by the
 prehending subject. In turn, this attainment depends upon the

final aim, goal or purpose (Whitehead calls this the subjective aim)

of the subject. This is the search for value feelings., The second
point - is that a full analysis of value would include references to
factors contributing to the intensity of degree of value. Among

such factors are triviality, vagueness, narrowness, and width. These

are value conditions for they are the means by which value is either

enhanced or decreased.

Triviality arises from lack of coordination

in the factors of the datum so that no

feeling arising from one factor is reinforced

by any feeling arising from another factor. (PR 131-2)
Thus no dépth of feelingé arising from contrasts is present. Tri-
viality lacks the narrowness which is the basis for Harmony (i.e.
both narrowness and width). An aesthetic sxample could suffice
here, If someone were to exclaim upon seeing an obviously beauti-
ful sunset "Oh how beautiful!"™ the result would not be an enhancing
of the experience but a detracting from it_or at least a pointless

and trivial statement about the obvious.

On the other hand 'vagueness'® is due to
. excess of identification, In the datum
the objectifications of various actual
entities are replicas with faint co-
ordinations of perspective contrast.
Under these conditions, the contrasts



between the various objectifications are
faint, and there is deficiency in supple-
mentary feeling discriminating the objects
from each other., (PR 132)

Ultimately real satisfaction (and value attalnment) results from

a harmony of relevant background detail:

There is first the relevant background
providing a massive systematic uniformity.
This background is the presupposed world
to which all ordinary propositiong refer,

 Secondly, there is the more remote chaotic
background which has merely irrelevant
triviality, so far as concerns direct ob-
jectification in the actual entity in
question, This background represents
those entities in the actual world with
such perspective remoteness that there is
even a chaos of diverse epochs. In the
background there is triviality, vagueness
and massive uniformity; in the foreground
discrimination and contrasts, but always

' negative prehensions {Feelings eliminated]
of irrelevant diversities. (PR 133).

Eventually those factors present in all levels of value bedome of
outstanding importance in the analysis of .beauty in human exper-

ience. This will be seen in the next chépter.

To complete the consideration of ?alue in this section it
should be remembered that the subject is not only a subject pre-
hending data but also a superject i.e. the subject is not only a
"subject presiding over its own immediacy of becoming' but also
"a guperject which is the atomic creature exercising its function

of objective immortality" (PR 71). This subject-superject, by

virtue of the superjective aspect, introduces anticipations of the

future into the present concrescing activity and acts accordingly.



10

The anticipation of wvalue for what is

yet to be determined is one phase of
feeling, a word used in a technieal

gense that covers many aspects of percep-
tion between subject and object. In
expressing a subject's concern for g selected
portion of the universe, the term feeling
is synonymous with positive prehension or
the appropriation of data to serve as com-
ponents of a subject's concrescence, the
growing together of its formative elements
in the process of becoming, Important too
is a negative prehension that eliminates
incompatible elements from feeling. 7

Moreover, on reaching its satisfaction by concrescence, an actual
entity becomes a datum or "object™ to be prehended by other actual

entities or by other subject-superjects.

This idea is carried over into value theory by the fact
that, for Whitehead, the very act of becoming is an attainment of
value, significance or worth. So, too, every actual entity which
achieves its concrescence attaing its final value and becomes a con-

dition for value for what follows in the process.

(iii)

Human Values

Human value involves more than a mere acceptance of signi-
ficant data. Human value resulis from a complicated discrimina-
tory process involving conscious accepténce or fejecﬁion of data.
Here the supplemental phases of concrescence play an important role
by introducing "propositional feelings" and "intellectu.,al feel-
ings" or judgements.(see diagram fig. 1)

Generalization is also one of the main constituents of

7 Mary Wyman, The Lure for Feeling;‘op. cit., p.27;
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human value-experience. The ability to make these generalizations

is a main comstituent of civilized man:

The hermit thrush and the nightingale can
produce sound of utmost beauty dbut they

are not civilized beings., They lack

ideas of adequate generality respecting
their own actions and the world about them.
Without doubt the higher animals entertain
notions, hopes, and fears. And yet they
lack civilization by reason of their mental
functionings. Their love, their devotion,
their beauty of performance rightly claim
our love and tenderness in return. Civili-
zation is more than all these; and in moral
worth it can be less than all these. Civi-
lized beings are those who survey the world
with some large generality of understanding. (MT 4~5)

In discussing the lure for feeling, previous mention has
been made of the fact that value permeates all of reality. Since
both human value and aesthetic value are values arising out of
creativityE (in the sense of creatiie appreciatipn as well) the

question now is how the lure effects value in human creativity.

In human creativity the lure obviously
awakens a sense of value for what is beyond.
When conscious, it represents both aim and
goal, the one through the various sgages of
process transformed into the other.

Consciousness is present when intellectual feelings or judgements

occurs

Consciousness comes with intensity of
feeling, with a comparison of what may be
with what is not, or with a yes or no
judgement on a proposition. The union of

SMary Wyman, op. cit., p.2T7.

aEcreativity, itself, seems to be aided by man's ability to
generalize, : ' - :
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physical and conceptual prehensions is
seen in comparative feelings where the
datum to he entertained as a lure for
feeling may be a theory or a proposition.
Feelings or prehensions of whatever type
are subject to the persuasive power of
the lure, and are causal links in the
successive phases of concregcence that
should end in satisfaction.9

Pfopositional feelings and judgements function to make the elements
of aesthetic experience explicit and to relate themAbyéyéy of con-
trast, As Wyman again puts it: Maesthetic experience isg an evo-
cation of intensities from a realization of contrast under identity"}O

This leads to a consideration of aesthetic value,
(iv)

Aesthetic Value

1

Whitehead says that "the habit of art is the habit of en-
joying vivid values" (SMW 200). It is more than mere awareness,
It arises through a value-awareness, Value-awarensss is possible
6n1y if the values themselveé are vivid. But such vividness is,

in part, due to transience,

A static value, however serious and im-
portant becemes unendurable by its appal-
ling monotony of endurance. The soul

cries aloud for release into change, (SUW 202)

Thus art to be of value must have a transience which prevents it

from becoming stagnant:

This element of transition in art is -
shown by the restlessness exhibited in

9Tbid., p.28 o :
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its history. An epoch gets saturated \
by the masterpieces of any one style;
something new must be discovered, The
human being wanders on, Yet there is a
balance in things: Mere change before
the attainment of adeguacy of achieve~
ment, either in quality or output, is des-
tructive of greatness, But the impori-
ance of a living art which moves on and
yet leaves its permenant mark can hardly
be exaggerated. (SHW 202)

A living art thrives on generality just as man thrives on
it. Generality as a basis of civilization is also important in
the promotion of aesthetic value. In aesthetic experience, for
example, our first thoughts are generalities: "This is beautifull";
"lovely's M"ugly"s; "good"; "bad"; "mediocre"; or what have you. The
use of generality, then, is involved in an aesthetic value~judge-
ment . Yet even this generality to have meaning and importance
must not be so vague as to become unmentionable or so common as to
trivialize the whole aesthetic experience (ef, MT 5). If, for ins-
tance, a group of people gaze at a majestic mountain scene and one
exclaims "How prettyl" this remark "lets down the whole vividness of

the scene" (MT 5) because of its obviousness.

In all human experience there are limitations of values
brought about by contraries, grades and opposites. Value in the
sense of importance must be thought of from the standpoint of grades
of relevance of feeling both in everyday experience and in aesthetic
experience attained when interacting with a work of art which has be-

come an aesthetic object:

‘Perspective is gradation of relevance that

is to say it is gradation of importance.
Feeling is the agent which reduces the uni-
verse to its perspective for fact. Apart
from gradations of feeling the infinitude of
detail produce an infinitude of effect in the



14

constitution of each fact and that is’ ‘\
2ll to be said when we omit feeling. (MT 10)

Aesthetic feeling, then, is just one aspect of the total "aspect

of feeling" f'whereby a perspective is imposed upon thé universe
of things felt" (MT 10).

(v)

Aesthetic Value and the Mental Processes

Whitehead's categoreal obligations, with their explication
of the mental processes are of greatl importance to both his and
"this aesthetic theory. Whitehead wants to account mainly for the
principle of value; and his analysis of this principle takes into
account the fact that most high grade value is achieved in mental
processes, There is both a physical and a mental process involved
in high grade experience which corresponds to the functioning of the

physical and mental poles in consciousness.

Apart from the "physical underpinning,n
the art-process has no significance for
a man as a person within a culture.
Apart from this process, creativity is
meaningless, And apart from this unity
value is frustrated and concrescence un-
realized.ll

The fuﬁctioning of the mental pole, at times, involves con-
gcious patterning or ordering toward value. It is by the process
of patterning that Whitehead's concept of aesthetic value becomes
pertinent; for both value and aesthetic value may arise from just

such a process of patterned contrasts.

11Bertram Horris, "The Art Process and the Aesthetic Fact in
Whitehead's Philosophy" in Philosophy of Alfred North Whitehead (Vol.
3 of The Library of Living Philosophers ed. Schillp) (Evanston,1941)

p.468.
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However, patterned contrasts alone are not wholly adequafe
in the attainment of value. Massiveness, that is to say, variety
of detail (cf. AI 253) adds streﬁgth to such value experience,
Moreover, interaction betwesn menfal and physical poleg allows for
the increasing of value by the "growth of ideas" and novelty of ex-

perience, In Modes of Thought (P. 104) and Adventures of Tdeas,

Whitehead says that it is peculiarly from a modification of pattern
that novelty arises, This intentional modification is what White-

head terms conceptual reversioni and it occursg in the second phase

of concrescence (see figure 1), Conceptual feelings arising in
the second phase of concrescence are derived from physical feelings.

In reversion:

there is a secondary origination of con-
ceptual feelings with data which are par-
tially indentical with, and partially
diverse from the eternal objects forming
the data in the first phase ... (PR 31)

Reversion gives rise to novelty which, in turn, enhances value,
(cf. UT 104).

In conclusion, one could say that aesthetic value in its
broadest sense is a patterned value feeling which, in special
cases can be exemplified in human experience and espécially the
experience aroused by the appreciation or creation of a work of
art which has become an aesthetic object in the aesthetic experience,
How this is so will entail an analysis both of Whitehead's concepts
of beaﬁty and truth -~ their function within the art work and with-
in art theory. It also requires an analysis of aesthetic experé
ience (by which the work of art - a potential aesthetic object -
becomes an aesthetic object) and the creative process itself.
This analysis should reveal how various factors in an experience
present themselves as lures for value feeling in artistic creation

and respondant re-creation (i.e. through aesthetic experience).



Thus it is both the process by which the work of art becomes an
aesthetic object and the processes gf creation and recreation

which will be the concern of the next two chapters.

16



Chapter II

The Work of Art and Artistic Concepts

Introduction

In order to clarify Whitehead's interpretation it may be
helpful to spell out his terminology and his answers-to traditio~
nal or more usuai questions, One important feature is that the
term "beauty" is used by Whitehead to refer to the aesthetic ex-
perience itself rather than to a property of the work of art or
the aesthetic object. This beauty is pfesent when the components
of experience are reclated in terms of contrasts or other features
in a unity or harmony yielding intensity of feeling. This‘is
really Whitehead's view of value in its general form as described
in chapter onejy so that aesthetic value in the narrower sense, and
especially as related to works of art, is a special and usually
intengified instance of value in the generic sense, Whitehead
does not use the word "intrinsic" with respect to value but if the
term were applied it would always refer to the value-experience of

some actual entity.

With regard to the traditional question as to whether the
value "resides" in the subject or object, Whitehead would answer
that the only intrinsic value in the full sense resides in the sub-
ject or "percipient occasion'. Yet there is a sense in which the
art object may be said to have its own value. Whitehesad prefers
the adjective "beautiful" when referring to the object and this

term means "inherent c¢apability for the promotion of Beauty when

17
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functioning as a datum in a percipient ocoasion".lz(AI 256) The

13

beautiful object then has inherent value. The value of a pain-
ting is regarded as inherent because the components and structures
constituting the value are the very ones which enter as sense data
into the aesthetic experience. They constitute the "objective
content" of the aesthetic experience yet the work of art which
they characterizge has its own independent existence and importance.
In this sense the value is "there" whether anyone is experiencing
it or not and such value is not determined by the arbitrariness of

a particular person,

In addition to the "objective content" of an aesthetic ex—
perience there is also what Whitehead calls the "subjective form"
which iz due to the response of the subject. But these two as-
pects are to be regarded as integrally related for ".,., in the ana-
lysis of an occasion, some parts of its objective content may be
termed Beautiful by reason of their conformal contribution to the
perfection of the subjective form of the complete occasion". (AI
255) Thege objective and subjective aspects of aesthetic expe—

rience will be treated regpectively in chapters two and three,
(i)

The Whiteheadian Concept of Beauty and
its Relation to Art

Beauty for Whitehead has its existence within the actual en-
tity or occasion as a form of adaptations within the complexity of

prehensions (feelings)., Whitehead's definition of Beauty as the

12Also "when Beauty is ascribed to a component in a datum it
is in this secondary sense",

13Pau1 W. Taylor employs the same meaning when he says "The in-
herent goodness of a thing is its capacity to produce intrinsic good-
ness in the experience of anyone who responds to it". Normative
Discourse (Prentice-Hall, 1961) p.27. '



"muﬁual adaptation of the several factors in an occasion of exper-
ience" (AT 252) means that Beauty is a "quality" which "finds its
exemplification in actual occasions" or in which "such occasions can
severally participate". (AI 252) In this interaction there is an
absence of interference between prehensions (feelings). As such,
there is what Whitehead terms "adaptation" and this is one type of
Beauty. . Yet, since Whitehead allows for gradations of Beauty

(AT 252), when this goal of adaptation is achieved. absolute or Per-
14

fect Beauty is not achieved. What is achieved in this interac-
tion towards adaptation is, merely, the "absence of painful clash,

the absence of vulgarity" (AI 252) a minor type of Beauty.

This seems to be an integral cdistinction which lends subs-
tantial clarity to any art theory for without gradations of Beauty
there would be only ocne fixed standard by which to judge whether a
work is beautiful or not. This, in turn, would eliminate compara-
tive studies between beauty in the experience of one object and
beauty in the experience of another. This theory of gradations can
be illustrated by figure two (9.20a). This diagram cepicts what is
involved in the major form of Beauty. In contrast to this, in the
minor form of Beauty there is simply a lack of mutual interference
or clash among the various prehensions. However, the major form is
guch that'"patterned contrasts" of prehensions (feelings) are intro-
duced in addition which heighten the intensity of the experience!l
(Cf. AI 252-3) Thig is achieved by an interweaving of these various
prehensions so that a "unity of parts contrivute to the massive fee-
lings of the whole and reciprocally "the whole contributes to the in-
tensity of the feelings of the parts". (AI 252) A valuation, which
is the "subjective form" or how of feeling, which in its decisions
(purposeful oz ctherwise) may increase or diminish intensity, is in-
volved in this case. Thus the "Subjective forms of these prehen-

- 3 -~y L} a 4
sicns are severally and Jo;nuly

14With regpect to art itself, it must be noted that absolute
perfection in art (through absolute Beauty) has nct been achieved as
yet. (Cf. 17, p.165-166)
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interwoven into patterned contrasts". (AI 252) The example of thd

orchestra can be used advantageously. In the orchestra,

=3

not only -
do the individual pieces contribute to form the unity known as the
Yorchestra™ but the orchestra as a unit helps to enhance the
pieces, The piano and the ftrumpets effectivély work together with
the violins and the other instruments to give a harmonious effect
while the orchestra as a whole enhances the sound given off by the
trumpets and the piano and the violins. This pattern of mutual

enhancement by interweaving is basic in Whitehead's theory of

value and shows the interconnections in Whitehead's whole theory.
Whitehead's own example from aesthetics depictsain yet another way,
the extent fo which a work of art and the féeling;Which the work in-
vokes are enhanced by the individual parts of the work of art and
the parts by the whole, This is because a work of art to be a
work of art must exhibit a patterned interweaving which may be ter-

med Harmony:

i

It is one property of a beautiful system
of objects that as entertained in a suc-
cession of occasions adapted for its en-
joyment, it quickly builds up a system of
apparent objects with vigorous characters.
The sculptures on the famous porch of the
Cathedral at Chartres at once assume indi-
vidual importance with definite character
while performing their office as details
in the whole. There is not a mere pattern
of qualitative beauty. There are those
statues, each with its individual beauty
and all lending themselves to the beauty
of the whole, (AT 264)15

Harmony, then, lends value to an art work and enhances our experience

of it as an aesthetic object. In a great work of arit, however,

15As Whitehead says: 'mere qualitative Harmony within an
experience comparitavely barren of objects of high significance is a
debassed type of Harmony; tame, vague, deficient in outline or inten-
tion", (AI 264) '
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Figure 2.

Whitehead's Wotion of Beauty
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- there exists also massiveness and intensity., It is the interwea-

-ving.of all thres of these that produces the greatest beauty.
Without massiveness and intensity (as well as harmony) a lack of
significance results, Without significance to aim at, vagueness,
lack of novelty, and incompleteness result. A good exanmple is in'
the sonnet form in poetry. The sonnet consists, usually, of four-
teen lines and ftwo sections. The first seétion is eight iines and
the second is six. The first eight lines set the theme and the
last six reiterate it in a novel way. Consequently, a specified
rhyme scheme is necesgsitated., If all of these ingredients occur
so will a sonnet. However, what must also occur is an aim at sig-
nificance within the poem itself, This involves creative imagina-
tion and an attempt at communication. If one, merely, describes a
worm or a clot of dirt and writes a sonnet to it this would seem
ludicrous, The aim must be towards some higher experience, Words-~

worth in his Ode to Daffodils saves his poem from triviality by con-

centrating on a subject within a subject. His aim is not merely to
write on flowers but to discuss poetry and the creation of poems.

Hig aim is to depict beauty not only in nature but in his own art.

One .must keep in mind, at this stage, the distinction in
aesthetics between "Beauty" as a quality which is, in the primsary
. sense, "realized in actual occasions which are the completely real
things in the universe' (AI 255) and "beautiful" which is a term
which refers to "the objective content from which the occasion ori-
ginates" (AI 255) i.e. a particular object experienced on an occa-
sion by a perceiver, "Beautiful" is a-qualifying term applied by
the perceiver to an object when he, himself, enjoys the experience
of Beauty. (Cf, AT 255) The inherent value of a work of art is, in
part its ability to invoke this feeling of beauty in the subjective

experience.
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The concept of Beauty, for Whitehead, is understood in re-

lation to his metaphysical world system in three ways:

(a) there is a relation between the "objective content
of a prehension and the subjective'form of that prehension" (AI
253). This means that there must be some conformation between
our feelings énd the object prehended; for "the qualitative content
of the object enters into the qualities exemplified in the subjec-
tive form of that prehension' (AT 253). The conformal feelings
. originate in the “conformal phase® of the concrescence which is the
process of the interweaving of feelings, Conformal feelings "tran—
sform the objective content into subjective feelings', (PR 191)
Whitehead says that conformal feelings are "'vectors' for they

feel what is there and transform it into what is here". (PR 105)

(b) The concept of Beauty for Whitehead also involves a
"unity of the immediate occasion in process of formation". (AI 254)
This is what Whitehead means by the mutual relation "between the
subjective forms of various prehensions in the same occasion" (AI
253) To see an object as beautiful on a particular occasion is
the result of a unity of prehensions ana experience from the past
acting and combining with the present experience,

(c) Por an object to possess Beauﬁy there must also
exist a relationship "between the subjective form of a prehension
-and the spontaneity involved in the subjective aim of the prehen-
ding occasion” (AT 253) or what Whitehead calls the "synthesis of
subjective forms derived conformally" (AT 255) by means of a v
regulative principle which, itself, is derived from a "novel unity"
imposed by the novel entity in its process of concrescence. This
involves the operation of the mental pole with its potentiality for
freedom or self-causation and imaginétion. It is also related to

the principle that the enhancement of the self is the ultimate aim
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of an aesthetic experience.

So far the discussion has centersd around Beauty in re-
lation to an harmonious patterns but Whitehead does not wish to
rule out cases in which discord or imperfection exemplify the form
of Beautj. In fact, Beauty, at times, may be more the result of
discord than of Harmony. If this is the case then there would
gggg to be a contradiction. If the "perfection of Beauty is the
perfection of Harmony" (AI_252) then how could discord or ugliness
exemplify the form of Beauty? Discord has always been associated
with ugliness but should it be? The answer which is possible is
that discord and ugliness may not be the same thing. Discord, is,
at times, more preferable because of the rare occasions when '"per-
fection would be deadening" and discord would be turned into good or
have value., In these cases discord would avoid monotony.16 For
example, if discord within a painting proved unigque to the extent
that it avoided the monotony of the type involved within the pain-
tings of the conventional school in Ancient Greece (where rTepetition
leads to boredom) or in the eighteenth century with the pastoral
convention in poetry; then discord would, indeed, prove a viable
element in the attainment of value. This means that freshness and
‘novelty are as important in respect to the promotion of the beauti-
ful within an art object as is harmony; and if discord provides this
novelty where harmony and perfection do not then discord is to be

. #
preferred in such cases.

16This is further stated by Lucien Price in the Dialogues
where he quotes a conversation he had with Whitehead about art.
Whitehead here says that "Art flourishes when there is a sense of
adventure, a sense of nothing having been done before, of complete
freedom to experiment; but when caution comes in you get repetition
and repetition is the death of art.” (Dialogues, 142-3)

a'E]):'Lso«onz'd may he the opposite of Harmony but the point is
that in some cases total Harmony is more deadening and less condu-
cive to an attainment of value, '
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Intensgities of all sense qualities,such as colours,are also
important in enhancing beauty, - . An example is the
aesthetic beauty which is either present or lacking when enjoying
8 work of art such as a painting, This aesthetic beauty,if pre-
sent, may be enhanced by such qualities as colour and texture (Gf. '

MI 81-82)., Whitehead mays once again that

the qualitative content of the object pre-
hended enters into the qualities exempli--
fied in the subjective form of that prehen-
sion, (AI 255)

In the caée of the work of art, it 6an be seen that man has
an advantage over other creatures in nature which can not experience
colour. Some highly developed creatures (eg. dogs) do not even .
experience colours and yet, as Whitehead seems to imply, aesthetic
enjoyment is to some extent depehdent on it. A colour blind man or
animal can perceiye beautz,butlneitheg can perceive beauty (other
factors being egqual) to as great an extent as someone who can per-
ceive colour, The addition of such qualities as colour would then
seem to aid in the attainment of a higher gréde of wvalue through the
provision of a more vivid picture of things, Pictorial art, for
example, is related to an effective use of colour producing a higher
~grade of beauty. |

From the above there is no implication that the quality of
Beauty is soiely dependent on the perceiver for the perceiver only
perceives the objective content provided by the beautiful object.

As Whitehead puts it,

There is a unity in the universe enjoying

value and (by immanence) sharing value,

For example take the subtle beauty of a

flower in some isolated glade of a primeval

forest. ©No animal has ever had the subtlety

of experience to enjoy its full beauty. And

yet this beauty is a grand fact of nature. (MP 164)
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This means that the beauty which the object promotes is somehow
inherent. It is inherent in that while it takes a perceiver to
interact with the object - the flower - +to produce the exper-

ience of Beauty! there is nevertheles% a quality inhering in the

b1

object, Yet it is only through the participating, as well as the'
observing subject-superject that intrinsic beauty is produced..

The flower, itself, is not aware of its "beauty" as aesthetic. It

is through ¥Man who brings along with him his capacity for aesthetic
enjoyment as well as his past experiences, values, and notions of
"things beautiful! that intrinsic beauty emerges. ~ The subject-
superject, in some sense, as an active participater, is needed not
only to be able to perceive the "beautiful" but also (through the
act of creativity) to enhance his own experience of it =~ to make
this experience of beauty greater than what is provided for by the

inherent value of the art object.

Three related considerations are of further concerﬁ in this

- discussion of beauty. The first is tﬁat, for Whitehead, "spontdnaity
and originality of decision pelongs to the essence of each actual
occasion" (AI 253); and this includes the occasion experiencing
beauty. This is soc because of the functiouning of the conceptual
pole in creative imagination which enhances the experience of beauty
and of what is beautiful. The second congideration is that the
.Eiﬁﬁgii enjoymentjrather than perfection per se,is the key aim; for
even "perfection at a low level ranks below imperfection with a
higher aim" (AT 264) O0f course, Haromony when it tends toward
higher goals, as previously noted (p. 20) is better than discord.
This is the case when Harmony seeks the ultimate aim of enjoyment by
use of novelty and freshness of prehensions, Finally, the enjoyment
of Harmony is the result of the fact that conscious experience
"derives its strength from the concurrence of significant individual
-objects and its own existence adds to the significance'of those ob-
jects", (AI 263) (This will be elaborated upon in Chapter Three.)
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The lattainment of such a goal involves the notion of spontaneity as

a way of eliminating discordant elements in our individual experien—
ces., It also involves a conscious interpretation which allows for
variety and novelty and an application of meaning or significance by
concentrating on and imaginatively enhancing specific areas of Reality

through the purposeful gelection of data and conceptual reversion,

FPor Whitehead, however, Truth as well as Beauty is important

for aesthetic values.

Beauty so far as it concerns its exemplifi-
cation in Appearance alone, does not neces-
sarily involve the attainment of truth,
Appearance is beautiful when the qualitative
objects which compose it are interwoven in
patterned contrasts so that the prehensions

of the whole of its parts produces the fullest
harmony of mutual support ... It is evident
that when appearance has obtained truth in
addition to beauty, harmony in a wider sense
has been produced. For in this sense, it
also involves the relation of appearance to
realitys Thus when the adaptation of appea-
rance to reality has obtained truthful Beauty,
there is a perfection of art. (AT 267-268)

Since the prime function of Beauty is to enrich our lives, if this
capacity for its promotion is within a work of art, then this is, at
times, possible. Yet, as noted above, beauty alone is not what
makes a work of art a work of art. Nor is beauty the only ingre-
dient by which a work of art becomes an aesthetic object within the
aesthetic situation. Truth is also important in achieving harmony

in a wider sense.
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(1i)

The Importance of Truth

"A1l great art (and for that matter every
human order stabilized by tradition) rests
on a fundamentally fixed correspondence
between the impact of external experience
on man and man's articulate answers," 17

From a non-Whiteheadian viewpoint, it might seem that the

concept of truth is of relative unimportance in art theory or

that truth is seen merely in its historic function as "historic
truth", It would seem, also, that man has a bad habit of in-
troducing '"pat™" onewphrase generalities to expound the nature of
this or to disclose the properties of that. Thus "philosophy"

is termed "the pursuit of wisdom"; science "the pursuit of know-
ledge" and art "the pursuit of beauty". A1l of these definitions
are fine up to a point but they are not wholly accurate - ~espe-
cially the last. From the standpoint of the last definition it
would seem that truth or the concept of truth plays a minimal role
in aesthetica, If one. were to ask: "is this painting true?" the
response would likely be "Do you mean true to life? If so what a
naive doctrine to holdy that a painting should be true to life,
| Imaginel!"  Still others, not wholly convinced that the notion
"true" could be applied to aesthetics at all would dismiss the

question as nonsense,

Indeed there seemg’ to be some difficult problems raised

when one tries to introduce truth ihto art theory. Santayana,

M grich Heller, The Disinherited Mind, (Cambridge, Bowes &
Bowes }1952) p. 136 '
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for example, wants to limit art to the sense of beguty. Yet,
truth is an important element in aﬁy art theorys; for contrary

to Santayana, truth contributes greatly to aesthetic experience,
It is the very discovery of the meaning contained in works of
-art that lends to their value, and artistic truth involves the
meaning of that symbol or group of symbols which is the work of
art. Artistic truth which is "all significance, expressiveness,
articulateness has degress; therefore, works of aft.may be good
or bad,; and each must be judged on our experience of its revela-

18

tions",

To conclude this preliminary discussion on the importance
of truth in art there is one final question posed by Arnold Isen-
berg whose -answer lies both within itself and in the next part of

this section:

What is so glorious about Truth?

Why should a quality which all except
the demented commonly attain in greater
number of their ideas be considered so
precious as to increase the stature of
a Milton or a Beethoven if it can be as-
cribed to him? 19

What indeed?
Truth, for Whitehead is the "conformation of appearance to

reality" (AT 241). "Reality, as one side of a two-sided coin,

refers to the prehension _ . of raw datago of actual entities

183. Langer, Philosophy in a New Key, (Mentor, New York,
1951) p.222 ~ :

19Cf. Arnold Isenberg, JAAC xiii (March, 1955) 3, 400.

QOThe distinction between "appearance and reality" is groun-
ded upon the process of self--formation of each actual occasion. The
objective content of the initial phase of reception is the real ante-
cedent world, as given for that occasion, This is the 'reality! from
which the creative advance starts. (AI 210)
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by other actual entities, This constitutes only one agpect of

the objective content for

the objective content of an occasgion

of experience sorits itself out under

two contrasted characters - Appearance
and Reality ... the division between
appearance and reality does not cover
the whole of experience. It only econ-—
cerns the objective content and omits
the subjective form of the immediate
occasion in question. (AI 209)

Appearance; then, is the other side of the coin. This
follows the prehension of raw data at the first phase of concreg-
cence and the subsequent conceptual valuation or reveréion} which
arises from the use of this raw data (because of the subjective
aim.of the prehending actual entity). It must be noted, in addi-
tion, that Appearance as Whitehead conceives iﬁ‘is "g product of
Mentality". (AI 212) ' | |

By way of illustration it is helpful to recall thgvphases
of concrescence., As depicted in diagram fig, 1, it is only at
the fourth stage of concrescence that appearance comes out; for as

Whitehead says:

The unconsgcious entertainment of
propositions is a stage in the trans-
ition from the Reality of the initial
phage of experience to the Appearance
of the final phase. (AI 313)

buring the second and third phases the physical feelings conforming
to the object (the reality) have gone through a process by which
the components of physical feelings in the first stage are conce-
ptually entertained as derivitive feelings in the second stage or

else they are reverted into novel feelings. When these conceptual
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"feelings function as the "predicative pattern" &f the original
physical feelings a proposition emerges. Propositional feelings
involving comparisons of propositions with the original elements
may occur at the third stage. Ultimately intellectual feelings
“or judgements which involve more complicated comparisons, analyses‘
and judgements may occur at the fourth stage of concrescence, It

is at this final discriminatory stage that appearance enters,

It must be noted, as an important point in passing, that

there ig a difference between intéllectual and emotional experience

in aesthetic experiences; for there are both higher and lower

types of aesthetic experience, Intellectual experienbe always in-

volves conscious critical Jjudgement at the peék of the experience.
This includes critical appreciation and the understanding of the
parts of the work of art related t6 the whole. At a still highser
level knowledge of art is needed - a knowlédge of form, sfr ucture,
styléé etc, On the other hand, some aestheticians claim that the
only way to have a true aesthetic experience is from the emotional
level and that the intellectual experience ig what depreciates the
aesthetic enjoyment. However, both are necessary. Without emo-
tional dspécts, the result would be sheer feats of intellectual ab--
straction; and without the intellectual process, aesthetic enjoy-

ment is not complete.

Previously, it was noted that, for Whitehead, Truth is the
"oconformation of Appearance to Reality" (AI 241) that is to say the

"appearance" is true if "it provides an accurate report of the data

to which it reaﬁ'e:c-s"_,?1 4 truth relation is a conformation invol=

ving modes of perception.QZ'

21A.H..Johnson, Whitehead's Philosophy of Civilization (Wew
York, 1962) p.6. Hereafter abbreviated to WPC,

22A5H. Johnson, Whitehead's Theory of Reality (Boston 1952)
pp.110ff. Hereafter abbreviated to WIR.
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For Whitehead perception, itself, has both a pure and a

‘mixed mods. The former involves two notions: presentational

immediacy and causal efficacy. Perception in the mode of

"ecaugal efficacy is the basic mode in which we inherit prehensions

(feelings) from past data. These are significantly functioning

in all actual entities but they are "vague, massive, inarticulate

23

and felt as the efficaciousness of the past, This is a cerude

type of percepiion whereas perception in the mode of presentational

immediacy is highly sophisticated for it involves a clear notion in
the consciousness of the perceiver of a relation or number of rela-
tions in the external wofld. For exanple, in the case of a flash
of light, the perception in the mode of presentational immediacy is
seeing the flash of light; while in the mode of causal efficacy the
peréon "feels that the experiences of the eye in the matter of the
flash are causal in the blink." (PR 203). Thus, the flash makes the
blink. Whitehead's view is that causal efficacy is experienced as

an actual mode of perception,

In the mode of presentational immediacy, hqwe#e:, the contem—
porary world is consciously prehended as a continuum of external re-
lations, (Cf. PR 145) Presentational Immediacy, unlike Causal Effi-

cacy which transmits data of the past into the present that are

~--vague, but poncrete in gquality; transmits clear, sharp, concise data

which are "spatially located but cut off, self-contained temporalli?24
Presentational immediacy in.its pure form is not the perceptiocn of
"Reality" of the real world. For example, no actual éntity can

prehend contemporanious actual entities gurelx but must rely on

9 7 R
“°D.W. Sherburne, A Key to Whitehead's Process and Reality
op. cit. p.209. Note: Hereafter simply abbreviated to "A Key.etec.V

246p. Cit. p.237
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historical routes) 2 perception in the mode of vpregentational im—

mediacy when it is perception of contemporary "images" is ¥an
'impure prehension'". (PR 79) Another example is the perception
“of a red flower. The immediate perception is a . perception similar
to what Russell would call "Flower there now", However, the '

flower's "nowness" that the perceiving-superject sees is the

25The whole notion of historical routes and how and why we
" do not directly perceive contemporaries is better explicated by White-
head in Process and Reality p.79. The subject-superject (which is
called this because it is not only the subject .of experiences but
also superjects experiences to other occasions) receives data, even in
presentational immediacy, from the immediate past of its contempora-
ries., If one wants to talk about nature and "real" things in nature
-~ such as a chair - VWhitehead says: . :
external nature has an indirect relevance by the
transmission through it of analogous prehensions.
In this way, there are in it various historicszl
routes of intermediate objectifications. Such
relevant historical routes lead up to various parts
of the animal body, and transmit into it prehensions
which form the physical influence of the external '
environment on the animal body. But this external
environment which is in the pagt of the concrescent
subject is also, with negligible exceptions, in the
past of the nexus which isg the objectified chair-
image. If there be a 'real chair', there will be
another historical route of objectifications from
nexus to nexus in this environment. “~The members
of each nexus will be mutually contemporaries. )
Also the historical route will lead up to the nexus
which is the chair-image. The complete nexus, com-
posed of this historical route anq&he chair-image,
will form a 'corpuscular' society. This society is
the 'real chair'.... The animal body is so constru-
cted that, with rough accuracy and in the normal
conditions, important emphasis is thus laid upon
those regiong in the contemporary.world which are
particularly relevant for the future existence of the
enduring object of which the immediate percipient is
one occasion., (PR 79)

This, too, would help explain the first three phases of concres-
cence geen in the diagram on p. 7a of this thesis; for error can
enter when mistakes in perception of the raw data are made on the
conceptual level.
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contemporary image and not its own real contemporary in the his-

torical route of the flower.

Begides these two modes of perception, there is also a

combined or mixed mode of perceptibn in which both abstractness

and'§ymbolic reference make their appearance. Moreover, it is

this mixed mode of perception which "characterizes the fully alert
human perception".26< This involves an awareness that when we see
-this red flower, there is a past associated with it and probably a
future.(Cf. note on p,ﬁﬁw For, Wé peréeive the flower as located
in a particular sgpatial region and also as an entity in itself with
a past and a futurs. The ability to perceive in this mixed mode

of perception, then, means the awareness of historic rouﬁes of ac~
tual entities which are contemporaries. It means that both pfesen—
tational immediacy and casual efficacy, working together, integrated
and intefplaying with each other, are needed in order for both con-
sciodsness and complete awareness to arise, This, too, is'why Humne
was right in exposing the limitations of perceptions in the mode of
presentational immediacy alone; since his analysis faiie@ to adequa-
tely'acéount for the causal influence. Whitehead "holds tﬁat there

27

is a causal influence that permeates ordinary perception” and
that "the mixed mode of symbolic reference perceives the stone both
as clearly located in a coniemporary region of space and yet as also

28

a persisting entity with a past and an efficacy in the future".

Qur concept of symbolic reference is linked to presentation-

al immediacy and to causal efficacy in yet another way. From the

standpoint of immediacy, the notion of truth is that of a relation

26

D.W. Sherburne, A Key etc, p.247
“T1bia.
28

Ibid,
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between what we perceive as "appearaﬁce" and what actually is the

case, However, in casual efficacy the truth>relation functions in
_comparitively determining or actually verifying that the appearance
of a thing on a particular given occasion does, in fact, conform to
previous prehensions of that thing and to other relevant past data:

(as well as to future perceptions) in the mode of casual efficacy.

In our experience of these past data, conceptual reversion as

imaginative abstraction sometimes comes into play. Conceptual re-

version, as we have already stated, is involved in the conscious al-

~ teration or adaptation of a real prehension, (Cf. p.29) In this
sense truth remains but is purposefully minimized. This can be done
only as long as one is consciously aware of the relatibn between ap-
.pearance and reality and betﬁeen presentational immediacy and causal
efficacy in perception. In abstract art, for example, one knows the
reality or truth of what a woman looks likej; but. by abstracting from
the reality of the subject, (i.e. the woman) one comes up with novelty
(eg. Picasso's Weeping Homan)? Thus there is a higher level of fee-
ling going on as a result of a higher, directed, abstracting from re-

ality.

Truth is then seen as a "qualificafion which applies to Appea-
rance alone" (AI 241) for "appearance is one product of our mentality.
. (AT 212) As such it is only "in high-grade occasions of experience
which are the bomponents in ... animal life ...." (AI 211) that appea-
rance is considered at all. Furthermore, it is in the peculiar
sodiety of actual entities which becomes consciously aware of its
own personal society of occasions that appearance is "sufficiently
co—ordinated to be effective.'" (AT 211)

Thus, it would seem that in the higher animals the discovery of
the notions of appearance and reality (and»the very conscious connec-—

tion which enables this distinction to occur) leads one to the

§'I‘his ig also true of such schools df gsculpture and art as cubism
- such as that of Henri Laurens or Ramond Duchamp-Villon,
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conclusion that Whitehead is not -gimply referring to that higher
animal called man. He iz also implying that man, because he has

conscliousness and enjoys these high-grade experiences, depends

predominantly on appearance for "in our conscious perception appea-—

rance is dominant." (AI 212)

For Whitehead however, mental functioning is not a compli=-

cated, complex, subtle activity which in some way adds

subtlety to the content of experience.

The exact opposite is the case. Menta~

lity is an agent of simplification; and

for this reason appearance is an incredibly

simplified edition of reality. (AT 213)
Questionsg about truth and falsity can thus be asked only about Appea-
rance, Thus our mental functions, too, seem to simplify our expe-
rience - to conglomerate our experience, as it were, of a group of
occasions into a single eﬁtity; forgetting that this nexus is, in

fact, a group of entities. A concrete example makes clear what

Whitehead has in mind. When someone is listening to an orchestra,
there is a "transference of the.éharacteristic from the individuals
to the group as one." (AI 213) This orchegtra is called loud "in
virtue of the perceived loudness of theAindividual members with their
musical instruments". (AT 213) A1l this is a product of mental en-
-gineering; of the feeling of the unity of the whole which comes
through conerescence, Examples can be drawn from other media such
as the dance where the aesthetic feeling derived comes through my
Judgement of the whole dance; and the parts again tend to enhance the
whole (and become whole). Thus, in the first example, one does not
when asked "what is this group of instruments called?" proceed to give
a 1list of the differéent instruments and distinguish their function;

but proceeds to define the conglomerate itself as "orchestra',
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Truth, has a "variety of degrees and modes" (AI 241) and one

can never say for certain that a thing is absolutely true, For ex-

ample, a realist painting put in plaée of a gléss in a window frame
and observed at the distance of another room, may look real and may
be miétaken for realitys but it is only an imitation of reality and
its "truthfulness then amounts to deception". (AT 241) 1In this case
error occurs in judgement in the fourth phrase of concreSCencef other
phases may help to produce error, but Jjudgement occurs only in the

fourth phase.

If the truth value on a given'occasion can be questioned;

then, in that case, truth must be placed in its proper perspective

as a relation which when concerned with propositions, for example,
are neither wholly true or false; for "few propositions are entirely
true or false".29 Furthermore;ﬁt is more important that a proposi-
tion be interesting than true" (AT 244) and even a false proposition,
can still perférm an important function or value: "the value of an
occasional vacation from the world of reality by entry into the world

30

of 'make believe'." This is what most fiction doesi for it trans— -

ports us into its own world. However, both Whitehead and Johnson

(as he is quoted above) would agree that there are degrees of interest
and “a true proposition is wmore apt to be interesting than a false
oné“.31 This can be illustrated more readily by an aesthetic example

and will be discussed shortly.

However, it should be noted, once again, that in respect to
objects of experience themselves; we do not know Truth itself but

only truth relations, and truth relations are concerned not only with

29).H. Johnson, WIR, p.101.
30p. cit., p.103

31Ibid.
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abstract patterns but also with concrete realities: '

a truth relation32 will be said to connect

the objective contents of two prehensions

when one and the same identical partial

pattern can be abstracted from both of them. (AT 242)
~In a certain sense this is similar to Plato's relation between parti-
cipating particulars since the relation is one "of composite fact to
some partial pattern it illustrates." (AT 242) However, Whitehead's
notion differs from Plato's in that it deals not only with "abstract
patterns of qualitative elements"™ (AI 242) as does Platots but with
their relation to "concrete particular realitiesg”. The question now

ariseg as bto how the notion of a truth»ﬂ&*ﬁ%ibn applies in art,

(iii)

Truth and Art

Art, for the most part, involves truth in a gymbolic sense:

The relation of Appearance to Reality when
there is a symbolic truth is that for cer-
tain sets of percipients the prehension of

the Appearance leads to the prehension of

the Reality, such that the subjective forms

of the two prehensions are conformal. (AI 248)

There is, however, no causal effect in art; i.e. "in no direct sense
is the Appearance the cause of the Reality, or the Reality the cause
of the Appearance." (AT 248) It just happened that a connection

between Appearance and Reality srose and was "prehended in the

30 A
“Our experience, for example of the red flower as "Plower-

there—now" igs true in so far as we relate this present experience to
past experiences of "Flower—there-now" and also relate owury idea of
"flower', based on these past prehensions, %o the present situation

in order to arrive at the truth of the statement or observation that
"there is a flower there now", This i=g what is meant by truth relation.
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experience of those percipients. In their own natures, the Appea-
rances throw no light upon the Realities nor do the Realifies throw-

- any light upon the Appearances except in the experience of a set of
peculiarly conditioned percipients." (AI 248) Whitehead gives us
the example of language and its meanlng. Concerning the aesthetics
of 11terature he says that "language not only conveys obgectlve
meaning but also involves a conveyance of subJectlve form" (AT 249):
that is to say, not only is the objective meaning conveyed; but also
some expresSsion of the feelings is brought in by the past and present

prehensions and experiences of the reader.

Music, as an example of one of the arts, has "symbolic"

truth or falsehood. Thig involves the concept of art as providing
meaning. In the case of music Whitehead would say that the "con- .
veyance of objective meaning is at a minimum" and the "conveyance
of suitable form is at its height." (AI 249) If music is misunder—
~ stood, then, it is because one's own conception of what that music
"is" or "is abouil" does not conform to what it really is and we have
error occuring. For example I may misinterpret the meaning behind a
piece such as one of Mozart's and think that in general the notion of
the symbolic relation of this music to human feelingé égems to imply
that the piece is a happy one whereas Mozart meant it to con?ey sere-
nity. The "symbolic relation" of music to human feelings has a fur-
ther implication with respect to music as a civilizing arte.

. Music as a civilizing art, is supposed to interpret the sen-
-timents and feelings of man and provide a means of emotional felease

in which feelings are expressed and given meaning in a concrete form:

Music elicits some confuged feelings into
‘distinct apprehension. It performs this
service (or disservice) by introducing an
emoticnal clothing which changes the dim
objective reality into a clear Appearance
matching the subjective form provided for
its prehension. (AT 249)
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-

Thus the truth relation between music and Reality is in the
“community of subjective form" (AI 249) that is to say, it
is related to Man as perceiverj as creator of music itselfy

and as emotive expressor.

Music, then, illustrates the "truth relation" between
Appearance and Reality.(cf. AT 249) For example, music may
gset forth the struggle of nations; expressing in abstract form

(the music itself ) this concrete event.

The sbove discussion also applies to the other arts such
as fine art, poetry et cetera. However, it can be noted, that
art need not have a truth relation to actual faéf. For éxample
& painting does not have to be true in the sense of "true to
life" nor does it have to express what is in fact true. This,
~ too, is what is meant by "symbolic". Fiction, for example, while
it may stress general truths (i.e. it may take place in the U.S.A.
or represent some historical charactef who- really lived) more often
than not takes for granted that we know that the main characters
in the plot or else the events themselves are not real and did not
actﬁally - in reality . = take place. Why this is so will be
discussed in greater detail later on. For the present, sufficerit
to say that Whitehead's theory would admit this. As Johnson says:
You don't go through Shakespeare or a detective story and at the

end of each sentence say 'true' or 'false'."33 As Wallace Stevens

33 4.H. Johnson, WIR p.103.
Cf. also John Hosgper's article "Implied Truth in Literature" p.201

of Philosophy looks at the Arts (Margolis ed. New York, 1962); where

he says something similar?
To be sure, the sentences in poetry are richer in
suggestlion than most of the sentences we utter, but
this does not make them "mean”™ in a different way;
it only shows that we respond to them somewhat dif-
ferently.... We are moved but not (usually) to

et bdientuar vt )
action when we read that "Poor Tom's a bit cold", we
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says "PFictive things wink as they will", Thus, in the context of
a play, the truth of the particular portion lies in relation to

the rest of the play (i.e. to the world created by the play) and
not to actual fact. This point will be illustrated in the dis-
cussion of paycliical distance in chapter three. Whitehead states

concisely the role of truth and falsehood in saying that

the complex fugion of truth relations
with their falsehoods intermixed, cons-
titultes the indirect interpretative
power of Art to express the truth about
the nature of things. (AI 249)

Whitehead says on one occasion that we all want the "blunt
truth" (AT 250) where Appearance conforms to Reality'"cleafly" and
"distinetly" in such a way that there is little difference between
the two; for "it is this that makes Art possible."™ (AI 251) Exam-
ples would be seeing blue skies "bluely" or green leaves "greenly".
It is this that "procures the glory of perceived nature" (AT 250)
Howeggr "olunt" truth does not seem to be the complete notion of
truth whlch we have in mind when we talk about art; for in art the
notion of "falsehodds" is of great importance. This means that we

can and do abstract from reality in such things as paintings,

¢ not go out te feich a blanket nor do we

gather flowers to put on Cordelia's casket. (p.201)

Sherburne, however, would refuse to admit that one could
achieve aesthetic experience in reading adventure stories or mys—
tery novels. Quoting Ducasse, he says that the enjoyment derived
from adventure fiction (i.e. the illusion of living through the ad-
ventures) is "no more aesthetic than the precisely similar pleasure
of watching a football game, a thrilling rescue or a dramatic escape"
(A Whiteheadian Aesthetic Yale, New Haven, 1961) p.149. (Hereafter
referred to as ﬂé). Yet this analogy is not only faulty but unbe-
coming of an aestheticianisince the novelist's attempt is precisely .
to create this very illusion within the reader. If he succeeds; then
sesthetic experience and response should follow.
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!
Through concepiual reversion we can purposefully alter the truth and

paint grass purple or a sky blood red to evoke some feeling in the
observer; where an ordihary sky or ordinary grass would have resulted
not in an increase of value or a novelty of experience; but a loss of
value and a step towards boredomn, We can do this as long as we re-

member that all grass is not blue or that skies are blue and not red.

. This notion can be extended to show that Whitehead would be
right at home, as it were, with impressionistic, abstractionistic and
Dalian forms of painting as well as the more conventional realist and
neoclassicist. Yet, Whitehead would probably add, that if it were
the case that what we normally saw in perception did not conform in
some way, to what things were really like; then "the values of the
percept would be at the mercy of the chance makeup of the other com-
ponents of experience." (AI 251) That is to say, if man did not
normally experience sense as indicative of the real world; no subjec-
tive pattern or form could be applied to anything. For example, in
the case of mathematics, Whitehead wants to say that numbers or mathe-
matical relations are "merely a condition regulating some pattern of
effective components" (AI 251); and, therefore, "mere triplicacy
can dictate no subjective form for its prehension, And there lies
the difference between the sensa and the abstract mathematical forms"®
(AT 251); for the "sensa themselves enter into the subjective forms
of their physical prehensions". (AI 251) There is, then, in this
case, a '"universality of truth because of the universality of inter-

34

relations between actual entities". This is how one can answer
the question: Is there any grounds for belief that sensa and their

related subjective forms are indicative of Reality?

But, before this section is concluded, it must be noted

34, . o s 2
“"A.H., Johnson, WIR p.104.
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that truths in art are "dim nmassive truths"35 whose dim elements

provide for art that final background of
tone apart from which its effects fade,
The type of Truth art seeks lies in the
eliciting of this background o haunt the
object presented for clear consciousness,
This concept of aesthetic truth has impor-
tant consequences for the theory of beauty
and lifts it from its one dimensional 36
characler provided by appearance alone.

In these last three sections it has become evident that the
concept of Beauty, for Whitehead, is a broader and ﬁore basic one
than that of truth. This is so for the following reasons: Where
truth is merely concerned with the "conformation of Appearance to
Reality" or, in other words, with the "relations'pf Appearance to

Reality" (AI 265); Beauty is

eeo Lhe interggl}7 conformation of the various
items of experience with each other, for the
production of maximum effectiveness, Beauty
thus concerns the inter-relations of the
varioug components of Reality, and also the
inter-relations of the various components of
Appearance, and also the relations of Appea—

rance to Reality. (AL 265)

~Moreover, Truth involves a truth-relation but a truth relation is
not important in itself, It is important in its relation to other
factors. On the other hand "Beauty is left as the one aim which by

its very nature is self-justifying". (AI 266)

This is not to say, however, that Truth is of negligible

value in the promotion of Beauty for as Whitehead says: "..., the

3% p.w. Sherburne, WA p.188..
36 1pia., p.189.

my underlining for emphasis.

27

i
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truth-relation remains the siﬁple, direct mode of realizing Harmonx
ceee There is a blunt force about Truth which in the subjective
form of its prehension is akin to cleanliness - namely, the remo-

"val of dirt, which is unwanted irrelevance", (AI 266)

For these various reasons there is a mutual effect between

Truth and Beauty which appears asg a lucid illustration in Art.
(iv)

Whitehead's Theory of Art

Whitehead has said in his Remarkggthat his own belief is
that "at present the most fruitful becausé the most neglecfed star-
ting point is that section of value~theory wﬁich we term aesthetics"§8
There seems to be a general trend, too, in Whitehead's ontology to-
wards a broadened notion of value as ultimately leading into aes-
thetic value, Moreover, if there is, as Whitehead wants to clainm,
an indisputable link between Truth and Beauty such that "the general
importance of Truth for the promotion of Beauty is overwhelming" (AT
266) and if Truth, as we have just seen, is "the conformation of
Appearance to Reality" (AI 241); whereas.Beauty is the "mutual adap-
tation of the several factors in an occasion of experiénce" (AT 252);
“one may very well expec% Art to be related to Truth and Beauty i.e.
there is a mutual relation between the objective confent of the pre-
hension (feeling) and the subjective form of that prehension. This
would mean that all art as Whitehead defines art is the "purposeful
adaptation of Appearance to Reality". (AI 267) Art isithereforedan

7
internal . - activity of changing and creating things (effected by
the subjective aim'gf its creator) for the purpose of achieving a
unity, integfation and enhancement of value-experience through Har-

mony.

’

38 AN, Whitehead, "Remarks" in Philosophy Review XLVI (March
1937) also in The Interpretation of Science (ed, by Johnson) (Wew York
1961) pp.204-213.
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This is where the functioning of the mental‘pole comes in.l

The mentalipole with the aid of cbnceptual,reversion and transmuta-
tion (i.e. a funnelling of past perceptions unto the conteﬁporary
occasion) abstracts from reality and the various experiences.
Abstract art isg, égain; a useful éxample. In abstract art the
artist effects, by means of conceptual reversion,a_purposeful change
in Reality to heighten some particular part. This ié done in order
to give the painting, as a whole, a greater ability to be an enhan-
cing means for the perceiver in his aim at novelty and enjoyment.

It serves also to communicate the feelings of the artist.

One would also suspect fhat'"purposeful adaptation™ implies
an end, This concept of end is brought in from Whitehead's meta-
physics into his aesthetics. Thus the subjective aim (or "final
‘causation" if one is permitted to use Aristotle's terminology) is
brought into play. Thig end which may be called the purpose of art
"is twofold — namely Truth and Beauty". (AI 267) 39 '

Art is dependant on both of these gqualities. The 1ack of
one or the other is harmful for "in the absence of Truth, Beauty is
on a lower level with a defect of messiveness. In the absence of
Beauty, Truth sinks to triviality. Truth matters because of 4
Beauty". (AT 267) Most works of art express Beauty (if they are
good works of art)&but unless some truth is also expressed the be-

/7
holder of the work of art can not have a strong reaction to it in

39 In line with thisg is the notion that all art is a stri-
ving for perfection, Whitehead says that "perfection of art has
only one end, which is Truthful Beauty." (AI 267) He also points
out that no art, even great art has achieved such a goal (MT 62);
nevertheless it is the gtriving for it that is imporiant.,
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any positive way.

. A work of art "turns the abstract into the concrete and the
concrefe into the abstract" for "if valaés are alreaay present in a
situation then art consists of arranging the facts so that attention
may be directed to the enshrined values".41 Thué,as gtated pre-
viously (and soon to be elaborated upon) a great symphony (eg. "1812
Overture") can express the concreteness of the rise and fall of
nations in abstract notations or a great work of art such as Picas-—
so's "Guernica' can express the abstract totality of war in a con-
crete form by concentrating on one aspect of it - the horror of
war. Art can focus on a trivial thing (eg; Wordsworth's "To a
Daffodil") and bring it into our awareness, and can express abstract
notions such as loyalty eg. in Shakespeare's HenryV or concfete emo-
tions such as hate (Hamlet), love (Romeo_and Juliet), or even jealousy
(Othello). |

k)

Whitehead's account does not eliminate the concept of "ugli-

ness® in the aesthetic object, Ugliness is a type of discord which

40 A.H, Johnson, Whitehead's Theory of Reality (op.cit.)p.106,

Whitehoad also says that:

' Beauty so far as it concerns its exemplification
in Appearance alone, does nol necessarily involve
the attainment of ftruth. Appearance is beauti-
ful when the qualitative objects which compose it
are interwoven in patterned contrasts so that the
prehensions of the whole of its parts produce the
fullest harmony of mutual support.... It is evi-
dent that when appearancs has obtained truth in
addition to beauty, harmony in a wider sense has
been produced. For in this sense, it also involves
the relation between appearance sag reality. Thus
when the adaptation of appearance to reality has
obtained truthful Beauty, there is a perfection
of art. (AT 267-268)

41 A H, Johnson, WI'R p.1l06,
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can induce aesthetic response. If the form of a painting is ugly
in the sense of not arousing a sense of the beautiful within the re-
spondent it may still arouse interegst and thereby increase value
because of some novel aspect., Uglinegs can also imply a non-harmo-
nius relationship of form within a painting eg. a clashing, In '
fact, this is true in the painfting just mentioned -~ Guernica -
which is neither beautiful in subject matter nor harmonious but which
1éads to an aesthetic responge because of its novelty of subject and
themé -~ the ability to vividly depict the horror of war, Our A
attention is focused preciéely upon the clash of the §arts and this is

what is of interest. Through ugliness then, one may have just as

valid an aesthetic response as through the beautiful. Both experié~ L

nces tend to show the possibilities andtend to enhance (though in di- i &,
verse ways) the aesthetic response since both are ultimately concer—

ned with truth.42

For Whitehead one purpose of art is that it has a “ourrative
function in human experience whén it reveals as in a flash intimate
absolute truth regarding the nature of things". (AT 272) Thus;the
necessity for both truth and beauty in art (along with other elements
which might achieve the ultimate‘goal of higher experience and attain-
ment of value feeling) hés become apparent. The purpose of both is

the samej for both aid in the attainment of aesthetic vélue.

42 0f course, when one says that it is just as valid an ex-
perience as that achieved when beauty is present this does not mean
that it is preferable at all times. Beauty and especially truthful
beauty,is more preferable, if possible, than discord and ugliness.
This raises another side question, but one which is pertinent in aes-
thetic theory. If a painting ddpicts ugliness in such s way that
an aesthetic response is achieved does this painting then possess
some "artistically" beautiful qualities., The answer must be a posi-
tive one for there seems to be a difference between an ugly painting
(aesthetically ugly) and the depiction of ugliness in a painting of
aesthetic merit.



Nevertheless it still remains to be shown how the artistic process,
works within the individuwal such that the qualities possessed by
an art object - truth and beauty =~ may result in the creation

of an aesthetic object within the aesthetic experience,
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Chapter IIT

Art and the Individual

The Conscious  Self and the Conscicus

Aim at Value

Bagic to any discussion of the arousal of aesthetic experience
ia an analysigs of the creative process within the individual. Foxr
this purpose I am obliged to Whitehead for his lucid introspeciions

on- consciousness, The bhackground for this chapier wag laid in th

[

first and zecond chapiers, The implications of Whitehead's theory

o]
[ed

T consciousness for aesthetics are drawn out and elaborated upon

within thig chapter,

The notion of self-consciousness is that of unity of a route

O

f occasions of experience involving the conscious awareness of a
persistent identy from past to present. Memory secems to be the link-
up between past and present. If, as Douglas Browning says, every-
thing that exists is composed of actual entities which "exist only in
the sense in which they are objectified in live ones";43 then it is
also true that memory is the awareness of the objectification of the
efficacious past in present actuality. (i.e. the awareness of the
already experienced past on the present situation.) “Memory" in
thig case, is of short term duration for our "awareness" of personal
identity is governed by the link up between immediate past and the

present:

ar

43 . _ .
Douglas Browning,"Whitehead's Theory of Human Agency" in
Dialogue March 1964, p.426.
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.o Our immediate past ig constituted by that
occasion, or by that group of fused occasiong,
which enters into experience devoid of any
perceptible medium intervening between it and
the present immediate fact. Roughly speaking,
it is that portion of our past lying between a
tenth of a second and a half a second ago. It
is gone, and yet it is here, It is our indu-—
bitable self, the foundation of our present
existence. ... The present moment is consti-
tuted by the influx of the other into that
"self-identity which is the continued life of
the immediate past with the immediacy of the
present, (AI 181)

.

The result of this is threefold. Firstly, our memory

(whick Whitehead would probably say is composed of "repeafed patterns
which are recollected") is never quite the same as the actual occa-
sion of the immediate past since our memory is "coloured" by other
events, experience and situaitions. These tend to cause the diffe-
rence vetween what actually was the case and what the unified self of
the present consciousness thinks is the case. ¥hat does occur is
the retention of sigrificance in order to advance toward the ultimate

aim of value feeling:

All consciousness rests on memory, and memory
bridges physical time, drawing together in one
present consciousness the significance of past
events, The significance of past evenis is
indeed grounded in their completeness, their
having subsided; but their significance also
depends just as firmly on what use present con-
sciousness puts them to., 44

The second result follows from the first; namely that "the

. : . 45
self is always defined in terms of values" and as such

44Na.thaniel Lawrence, "Time; Value and the Self" from The
Relevance of Whitelead edited by Ivor LeClerc, chapter H 1n.162.

A5 . .. -
“0p. Cif. .159
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if the values be trangient so is the self,

If the values be intransient so is the self.

If the values be dispersed and incoherent so

igs the self, If they are organized and in-
tegrated so is the self, In the former case,
the person is analyzable with 1little or no

loss into the swall and disorganized values
which comprise hisg life, He lends himself

to a deterministic theory of human nature, and
the psychoanalyst rightly presumes him to be
the product of his past. In the latter case,
the exact converse holds, The unified self
by definition car not be understood in terms

of his constituent parits as dissected away from
one ancther, Instead of his heing understood
exclusively asg the outcome of his environment,
the envircnment can only be understood in terms
of him., His very capacity to organize what
might otherwise be discordant valueg puts him
in a position of causal primscy.

i The third result follews from the second and involves the
idea of ains and process. This is that the self is self-determining
in terms of the valuss according to vwhich it suberdinates and inte-

grates the rest of its values, Twolobjections! to this may arise:

It is claimed by Douglas Browning that '"procegs" iunvolves
change and,; &g such, processes are not performances (Cfe p.436 of
Browning's arficle cited on p.48.) He wants to claim, further,
that "acte can not be objects of experience"47 nor objectifiabloe:
and that we perform consgcious acts as human agents, However,
Browning misinterprets Whitehead's concept of process for with White-

head man is acting in the process of self-formation and process IS

action. Therefore;Brovning's main objection that Vhitehead's

48

"human beings do not act" is unfounded.

46
a1

A4

Nathaniel Lawrence, op. cit., p.159
Douglas Browning, op., c¢it., p.436

Tbid., p.437

st i
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Browning also objects to the fact that, for Whitehead unity

is merely a "strand of actual entities with personal order"49

and

if so, then there is no unity to the self dbut only

a sort of family resemblance between momentary
selves The self that keeps a promise to-
day is not a mere sameness of pattern of the
self of yesterday. Nor is the self that con-
tinues a conversation only a new member of a
rather prolific family. I conversge with one
individual which remains throughout, not with
some family at large or with successive members
of a family.

o e

Yet this criticism, too, does not hold, for in the second result

above (pp.49-50) we saw that the self, if defined in terms of its

values, was a unity based on intransient values,

Browning is wrong:

Since values define the self, it simply will
not do to try to divide an intransient self,
shaped in terms of its intransient wvalues,
into its transient subordinate elements, for
these subordinate elements are determined by
it not vice versa. If the only way in which
I can explain the individual units of a man's
consciousness and behaviour is in terms of

the abiding purpose which dominates them, then
that purpose does not arise exclusively from
themn, They have their being, their value
gtatus in it. To ignore this fact is to com-
mit a fallacy, either the fallacy of composi-
tion or the fallacy of division. If a series
of actual occasions composing the conscioun
life of a perscn exhibits a purposive vzlue
collectively, it simply doez not follow that
this purpese can inverisbly be understood in
terms of the values which the individual men-
bers of the series exhihit,. The result is
failure, It is a fzailuze of a certain method

of anzlylic procedure to do.the
out to do, namely to expose the
thing that it investigated.51

Job that it sets
nature of the

51

N, Lawrence, op. ¢it., pp.159-160



In sunmary, in the discussion of the self and consciousness one
finds that memory acty as the integrator of the various diverse
occasionsy that an integratedself resulis in unity and value and
a specific aim towards value feelings, It must now be shown how
gelf-congciousness and memory result in an aesthetic experience
and how within this experience the work of art is transformed on
that occasion into an aesthetic object by the conscious workings

within the perceiving subject.

Conmciousnegs and the Art Process

In the human individual, value is connected (asg has been

shown in the first half of this paper) with beauty. The creative

process, itselfy, involves a gathering of experiences in order to
promote beauty; and this is one purpose of art. Consciousness
then, ig integrally related with Whitehead's concept of aesthetic

8
experience Decause of the way in which it gathers and integrates

g._v.
Ul

various occas of aesthetic experience into the present. What

Mary Wyman has to say about the role conmsciousness plays in aeg~
thetic experience is indesd pertinent; Justifying the following

lengthy quotation.

Let us imagine an artist watching the sunrise
from a rocky point on the seacoast. Before

are the dark green spruce trees silhouetted
against the crimson sky and the deep blue of

the seas; gray rocks of myriad shapes take on
from the heavens a rosy hue; and tree-fringed
iglands emerge here and there from the expanse
of waters between the point and the distant
horizon. Inte the artist’s mind comes a feeling
of unrest, a zest to achieve "what is not and
yet may be!" through the draving power of the
lure. Out of this appetition, as termed by
Whitehead, emerges a subjective aim, to be
fe1lownd hv a detevmined subjective form, or how
of feeling, in the painting of a picture, in the
the transforming in the mind of the artist what
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igs before him., As the subjective aim

gains intensity, it vecomes absorbed aware-~
ness involving consciousness, In this

process God as the principle of limitation

may be functioning. A satisfying trans--
formation of what the artist sees will coms
through the weighing and balancing of eternal
objects derived from the scene before him, in
their transcendent potentiality. Not only
colors and shapes, but conceptual or emotional
qualities must enter into the picture. Is it
tranguility of sensation, charm or majesty

that he should emphasize? The process of
compogition is a part of the artist himself,
and when completed perishes, enduring only if
1t has value by reaching perfection as a pain-
ting, The elements to be represented on can—
vas co—-alesce in harmony. Colors and shapes
may contrast or blend, but the unifying eternal
objects, the emotional impact of the scene, its
possible glory and majesty, bring together as
one sky and sesz, trees and rocks and tiny islands
against the far horizon, the rim of the world,
Thus the painting, if it catches this ideal
toavty, pchieven ohjective immwortality and from
subject in the making becomes object to serve
in further enriching of experience,b?

I can perhaps illustrate what Miss Wyman says here by giving an ex—
ample of a poem of mine which depicts & poet who has seen just such
a painting which, in turn, has created within him the need %o exXpress
his feeling. However; unlike the painter he fails (or so he thinks)

to achieve the exacl feeling he wanted to express:

On a Painting by Barlo

The sun never sets in that village
T%s8 hidden red eye claims a diffuse
Yellow tinge to the mountains.

Stones and trees, mountains and sky
A1l are one

Immersed in a flow of Aztec bHlood.
There lies somewhere within that scene
Of adobe huts and faceless women

A drunken poet

Laughingly toying .

With the ineptitude of his colleague.

b2 Mary Wyman, The Lure for Feeling (New York, 1960) pp.39-40




Thig whole co~hesgive framework in which the art object is
created and the way in which this creation is dependent upon the
conscious creator is very similar to what Sherburne terms "horizon-
tal trangsmutation” and what Whitehead himself would c¢laim is the

result of “vertical® transmutation and conceptual reversion.,

—
[y
fode
e

~

Propositions, the Art Process and the Transformation

of the Work of Art into an Aesthetic Object

Up to this point, the discussion has centered on various
aspects of consciocusness and the self as important in the emergence
of wvalue, Consciocusness and the self are also important in enrich-
ing and enhancing the value which occurs in the art process. The
question of how this is so leads now intoe a guestion of whether or
not we. can descride the creative act move fully than Miss Wyman does
in the ahova quetation? The creative act seems so inseparably lin-
ked to all the conscious functioning within the artist's mind that

perhaps no analysis is fully adequate.

The whole idea of "creative act'™ if based, as it is here, on
a Whitcheadian framework can be shown to be essentially what White-
head himself believes goes on in conscliousness, If one recalla the
gtages of concrescence? it will be seen that at the initial phase
there iz an influx of raw data which is received or rejected more or
less on a non—conscious level, At a more advanced stage this data
enterz into the conscious awareness of the creator. Here a number

of things occur$ The data is assimilated or collected and, then,

through conceptual reversion and transmutation is purposefully alter-

ed and patterned to suit the artist's desired aim. What occurs if
the result is the creation of a novel work of art is the end of

appetition and the goal of satlsfaction vk

® p.7a of this thesis.
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Once created a work of art has the properties of a real
"enduring object" capable of entering an occasion of experience to
constitute the aesthetic object; but just this potentiality for
becoming an aesthetic object or not becoming one (i.e. becoming so
actualized or not) also means that the work of art possesses the
characteristics of an eternal objecg since its exemplification is
not limited to one occasion only;but to numerous occagions, This
means that a work of art can become an aesthetic object on different
occagions of experience by different people even though it still re-

mains a work of art and real.

This whole concept of the digtinction between the work of
art and the aesthetic object can ve seen to derive from Whitehead's
philosophy. The work of art never achieves its full potentiality
until 1% is an sesthetic object within the occasion of the aesthetic
experience. Once-this experience is over the enduring object whiech
waé the work of art and was transformed into the aesthetic object is
simply a work of art again (it perishes as an aesthetic objesct) and
becomes potential raw data (eg. a painting) for the next aesthetic

experience.

As to the processes of artistic creation and recreation these

involve a process combining conceptual reversion and transmutation.

As a result of conceptual reversion (which occurs at the second

phase of concrescence and continuves to the fourth phase) conceptual
feelings of the novel cccasgions of experience arise. Conceptual re~
version is "secondary origination of conceptual feelings with data
which are partially identiczl with, and partially diverss from, the
eternal objects forming the data in the primary phase of the mental
pole" 23 (subphase of phase two of concrescence)., The role concep-
tual reversion plays along with transmutation in the artisiic crea-

tion (and the re-creaition by the receptive perceiver) will be

53 3w

.W. Sherburne, A Xey etc. op. c¢it., p.211,
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disdussed in greater detail shortly, but, now, one problem is apparent.

Bertram Morris has criticized Whitehead for a failure to:
"consider the aesthetic process as the potential becoming the actual
that is the indeterminate becoming determinate":54 but to offer a
gsolution to this criticism requires an elaboration and re;discussion
of propositions as well as a discussion of the aesthetic object in-
volved in a proposition. Then, perhaps, the role of transmutation

and that of reversion will become clearer,

Morris is fight, ihdeed, when he says that "pure potentiality

55

never created anything". As such, an eternal object can never, of
itself, account for an actual occasion of experience, However, for
Whitehead there is something which is an "impure potential" or propo-
sition, This includes physical feelings derived from a real object
(eg. the work of art) and eternal objects or conceptual feelings con-
gstituting the "predicative pattern". How propositions function in

the aesthetic experience will be discussed in section (iv) while the

lace of transmutation will be presented in section (v).
(iv)

The Aesthetic Object as a Whiteheadian

Proposition

A proposition is a hybrid between an actual entity and an
eternal object. As such it possesses soms of the qualities of both.
As related to a group of actual entities called a nexus— it possesses

the ability to become objectified in a given occasion of

>4 B. Morris, op. cit. p.480.

25 Ibid.

* The "logical subjects" of a proposition are a nexus or
grouping of occasions.
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experience and to act as an "abstract possibility of some specific
nexus (grouping of occasions) of actualities realizing some eternal
object which may either be simple, or may be a complex pattern of
simpler objects". (AL 243) As it is similar to an eternal object
it can become enduring and act as a potential (although an impure
one) for actualization i.e. it acts as a potential lure for feelings
and its truth value is less important than its ability to act as a
lure (cf. AL 244).

Sherburnse's contention that the aesthetic object has the on-
tological status of a Whiteheadian proposition rests on two of the
above factors, One is that the aesthetic object is a lure for fee-
ling and the other is that the work of art or aesthetic object, like
the proposition, has a potentiality for actualization or objectifi-
cation. This actualization consists in the performance of or the
. involvement with a work of art by one or more people. This means
that the aesthetic object or work of art has the ability to be recre-
ated in the receptive perceiver, "Recreation'" here implies that the
person or persons to whom the work of art is directed re-create the
emotive feelings which were objectified in the artistic work in the
first instance, This is where the work of art has its "eternalness",
Sherburne's claim is that all art forms (from singing to painting)
are just an expression of emotive feeling.56 Art springs from pro-
positional feelings and is,; itself, a lure for further feelings. The
work of art is not wholly actual, then, for

1

An actual occasion is what it isj it does unot
persist, change or reappear. Propositions can
and do reappear in different performances be-
cause they are not actualities,”

But if an aesthetic object is a proposition, it becomes objectified

6 L] 3 A 3 a5 £ . 3

5 This notion, if ungualified, ig migtaken: for Art exnresses
~ 3 > radn 3 - ~) 3
meaning throush emotivs fecling,

D.W. Sherburne, WA cp cit., p,11l2,
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by actualities nonetheless, For example, in a play, Shérburne
wants to claim that the performers or actors are the exemplifiers of
the proposition which is the work of art. They are the intermedia-
ries between the art object and the percipient subject and between

the artist and the individuals who make up society.

Feeling, then, arises with the experiencing person and, in-
deed, in some cases, that experiencing person - yoa - are the subject
of the work of art. All this lends some substance to the theory
put forth in this thesis of the relation between the individual and
art (although Sherburne can be criticised extensively); for the in-
dividual subject in this case, is the subject of the proposition.
However, it is not the case that the subject of all propositions
(and in Sherburne's specific examplés ~ ¢f. pp.112ff - all music) is
"you".- Sherbturre is wreng if he claims this for it is only true if
applied to non-referential musiec, The subject of the proposition
which we shall lable "martial music", for example, is not "ycu" in
the primery sense but rather the strife of nations, (eg. War of
l§l§) Another illustration is that of the sunset and the sky and
the feelings most apt to dominate, The sky, in this case, is the
logical subject and the artistic proposition is what characterizes

emotional tone,. Of course, in a play such as Julius Caesar the

events expressed in it are the logical subjects of the proposition
(given expression in the play)s and the "how™ it happened and the
feelings would be the predicate of the proposition, The interme-
diary, is thus seen as fulfilling the role of the agent of actuali-
zation for a proposition whose logicel subject may or m=y not be the
Yyvou' of the respondent; but this does not negate the fact that the

respondent is the ultimate referent of the artistic work of art,

The respondent, as the ultimate referent, provides another
reason why the work of art, in one important sense, is not an instance

of reality. & play, for instance, is nct a real or actual series
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!
of events because there exists an aloofness on the part of the per-

ceiver of the play. This is what Bulloch terms "psychical distance',

In the play Julius Caesar, to use an already familiar example, there

is an aloofness with respect to the play as a play.

There is a difference between a street-knifing
in Chicago and what happens in Shakespeare's
Julius Caesar. One does not run onto the stage
of a theater and rescue the heroine from the
villain. Of course there is something actual
about a performance of a play; the proposition
which is the play is objectified by a concrete
performal medium, which is actual. But the
crucial point made by the doctrine of Psychical
Distance is that it is catastrophic for aesthetic
experience to identify the performal medium with
the aesthetic object,

If you recall, this is why Whitehead stressed the "Carmen' incident

in Modes of Thought, It was not that Whitehead did not believe in

morality and its fundamental role in art - i.e. in both deciding the
final outcome and in influencing others (both artist and respondent)
- but that we should always keep in mind that a work of art no

matter how realistic (how much the appearance conforms to the reality)

is still a work of art, an artificial creation.

There is, nevertheless, a sense in which the proposition ex-
pressed in a work of art significantly reveals reality. The proposi-

- tion, as in the play Julius Caesar, becomes objectified by performance

of that play by those actualities called "actors'. The "actors"
exemplify the propositional feeling which is expressed in the work

of art:

But the actualities of the performal medium are
not all that we prehend. What mekes Julius
Caesar a play and not a meaningless conglomera-
tion of actualities is the proposition objectified

58 D.W. Sherburne, WA op. cit., p.109. Sherburne also notes
that it is because the work of art has the characteristics of a pro-

position that it has "distance" (in Bulloch's sense of the word).
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in the personal medium. The point here
is that we know what it is to experience
Julius Caesar..... 29

0f course,we do know that this is a fictive murder which we are per-
ceiving;but to attain an aesthetic experience in the fullest magnitude
the question of fact or fiction is secondary (though not unimportant)
to the involvement by the respondent in the illusion created by the

propoesition. Why)als are we struck with horror and shock when

o,
Caesar or the king in MacBeth is murdered? We have become involved
to some extent in the action. It is true, however, that what Bulloch
and Sherburne say is right for we do not jump on stage and shout
"Stop, marder!i" If we did this we would be ridiculed for taking
the illusion (ice, the appearance which is the exemplified aesthetic
proposition) as reality; and (as with the illiterate crowds of the
sarly west who booed the villain gua villain and fhoughﬁ the actor a
real Villain) it would be said of us that we "got carried away by the
play”. '

Yet there is a sense, too, in which the proposition as an aes-
thetic objeet would function as the appearance which discloses the
reality ($r nature of real life). This was seen when the notion of
proposition was discusssd, There it was said that the proposition
was an exemplification of what Whitehead neant by Appearance, For
example, in fine art there is the school of realists and surrealists
wvhose aim it is to depict on canvas the reality of the things around
then. That is, they wish to capture things the way they appear to
the perceiver. Thege artists then are working at the perfection of
of the conformetion of the appearance (what they draw or paint) to
what they really sece. They take for granted then that reality is the
Wéy we perceive it and by this art they intend to discloese it to the
fullest degree. The closer the proposition's resemblance to redity,smesgas

the greater amount of truth the work of art has. Reality in this

29 D.%. Shervurne, WA op. cit., p.lll
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cage is used with an extended meaning as that which is related to
"real life".  The "actualness" of a play, such as the above mentioned
one,occurs. only in so far as it depicts a scene or number of scenss
(an incident or number of incidents) which either is happening, has
(or could have) happened, or potentially could happen in the "real

world®, It is the actualizable potency in the proposition at work.6o

The main criticism that can be>1eve11ed at Sherburne is that
he fails in his discussion of aesthetic object as proposition to dis-
tinguigh between the work of art and the aesthetic object. It seems
that what he says about the aesthetic object as a proposition (in the
sense of a propositional lure for feeling) is true enough, The aeg-
thetic object acts as a potential lure Ffor aesthetic feeling within
experience. A work of art, on the cther hand may or may not become
an assthetic ohject. It may or it may not proveke an aesthetic res-
ponge, Yet, as-a work of art!it possesses the characteristics for
becoming an aesthetic object within an aesthebic experience, As ob~
jectified either in a performsl media or a non performal media (i.e.
either through the performing arts such as music or the dance or
non=performing arts such as sculpture or agt) the proposition which
ig the aesthetic object acts as a focus for an aesthetic experience,
If such an experience occurs a work of art is transformed by an inten-
8ity of feelings into an aesthetic object which provides a propositio-
nal lure. This does not exclude things which aren't works of art
from becoming aesthetic objects but it simply means that a work of
art is a potential object capable of arousing a proposition which
focuses or can focug our attention on the artist's feelings, ov

furthers our own feelings. In the former case re-creation of the

60
That is8 to say, it is the possibility of thisg fictive

thing coming close to events which could oceur at some time or in
some place in our everyday world off the stage which lends to the
credulity of (and aesthetic responze to) this work of art (which, its-
elf; is "not a physical entity it is an ideal entity" Sherburne, VA
p.112). : -
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artist's imagined proposition occurs. In the latter case a nbvel
creation c¢f feelings occurs within us. The difference between the
work of art and the aesthetic‘objéct is crucial indeed. The aes-
thetic object is the impure potential which doesn't exist outside of
the aesthetic experience. The work of art can and does. The work
of art may or may not be exemplified in any given occasion, just like
a proposgition in the ordinary sense. However, it should be stressed
that the aesthetic object only exists within an aesthetic situation

= an aesthetic experience, As such’it too acts ag a lure for
value feeling. But unlike the work of arthhich ig merely a3 condiji-
tion for a lgzgdas yet unrealized and perhaps never realized; the azes—
thetic object{to be an aesthetic objecﬁ)presupposes both the aesthetic
experience and the arousal of aesthetic value. It is a lure which
does arouse aesthetic feeling. However, I do agree with Sherburne,

in part, that the aesthetic object may arise in the performance of a

worit of arit, Performances may le called"objectified propositions'
(p.107)

However, Sherburne seems to make another fundamental error in

categorizing the arts into two sections (a) performing arts -

literature, music, the dance, and architecture and (b) non-perfor-
ning arts - sculpture and painting., He does this because he feels
that the former are peculiar in that they "permit an ariist to seil
down in permanent form a set of rules" (p.107) for objectif;cationé
Thus musgic, he argues; is not the notes on the page;for theze are
merely rules (notations) which the interpretors or players use to
objectify the proposition, (Likewise with the dance}: Yet why he
chooses to put literature in this pigeon hole is beyond my comprehen-
sion. He says that what differentiates the performing from the non-
performing arts is that the non-performing arts can't be objectified
more than once (p,12825that ig they can't be performed or become an
objectified proposition more than once. 0f course, if this were

really the only thing which could diffeventiate them then it would
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seem Sherburne is right; for a play can be performed more than once.
One judges the performers who are not the play but who interpret the
play. The play is objectively reproducable in that it has this
ability to be played and replayed like a record. Yet, like this
record, where the record is not the music but the instrument by
which the music is conQeyed; the play becomes, in fact, an objecti-
fied proposition. So, too, in the performer arts; in general the
performance is not the art object but an instance of objectification.
eg. a row of "row houses" is merely the érchitect's design put to
life, (ﬂé p.128) Now, he would argue that painting and sculpiure
can be objectified only once. This seems true, as I said, until

one raises the guestion of copies or replicas, 0f course, one may
object that these are not the real work of art - the original painted
by the original painter - but at worst "cheap imitations™ and at

best what everyone would call "forgeries", Yet, is this true about
artists who make prints without any original except the plate?

Would one want to argue that the plate is the original? If so, then
if the artist destroyed the plate: there would no longer be an objec-
tification (according to Sherburne), But, in this case, would not
the plate be the same thing as theiscore on which Beethovan wrote

his 5th? If the score was destroyed then there would be no more

5th on that analogy (even if other copies of the score existed).

My contention is that a copy is, in fact, another objectifi~

cation, with a second, third or fourth artist acting out the role of

performer or mediator between the artist and the perceiver.61 The

61

Of course, Sherburne might argue that the crucial distinc-
tion is between the using of a rule (eg. musical notation) to guide
a performance (the orchestra playing) where the rule and the perfor-
mance are quite different things; and using a painting to guide a
reproduction (another painting) where these are the same type of
thing. But is not a reproduction a performance in that it is re-
ereating the original painting by using it as a sort of guide or rule?
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rule or guidline used in this case is not the score but the first
objectification. This would in some regpects solve the problems

which Sherburne's theory runsg into.

. Becondly, in the performer arts, as already shown, one needs
a performer. Yet,it can be said that a poem or a work of literaturs
does not need a mediarg}c I read a poem and I interpret it. if
Sherburne wants to say that a critic is necessary in such things as

drama or poabry (cf. WA p.l??l;one could eagily argue the same for
sculpture and painting which (according 4o him) are labelled "non-
performing arts'. Yet, however one may criticize Sherburne on nici-
tiés, it etill remains that his aesthetic theory is important for it
does show, as we have seen, that art objecis may have the status of
objectified propositions in their ﬁerformanoes; and his results do
come Trom a development of Whitehead's theory of art. He ig 1o be
eriticized only in his generalizing of distinctions applying to per-
forming and non-performing paris. The criticism is supporied by

Suzanne Langer who says:

It is a constant temptation to say things about

"Art" in this general sense that are only ftrue

in one special domain or to agsume that what holds
for one art must hold for another, for instance,
the fact that music is made for performance, for
presentation to the ear and is simply not the same
when it is given only to the tonal imagination of

a reader silently perusing the score has made some
agsthelticians pass straight to the conclusion that
literature; too, mugt be physically fully experienced
because words are originally spoken and not writteny
an obviouw parallel but a careless and I think an in-
valid one, It is dangerous to set up principles by
analogy and generalize from a single consideration,

This is Sherburne's major error when he discusses the aesthetic object;

and it pervades and detracts from his sound purpose which is to

62 Suzanne Langer, Problem of Art (New York, 1957) p.13
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continue where Whitehead left off in aesthetic theory.

In this present chapter the significant role of the indivi-
dual or subject is mainly stressed, Both in the case of the creative
artist and the respondent)the propositional feeling is part of the
subjective process of concrescence. The proposition, strictly spea~-
king, has no full actuality apart from a prehendiug subjecta63 The
proposition as it is thus entertained concerns the possibility of
eternal objects - the '"predicative pattern"), The creative artist
entertaing such a proposition and attemplis to embody or objectify it
in the work of axt, The work of art has the potentiality to provide
data and to arouse a corresponding proposition in the aesthetic ex-
perience of the respondent. Thisg invelves the functioning of the
work of art as an aesthetic object in thq&xperieﬁce of the respondsnt
previding those forms of feeling which become the predicative pattern

-

of the propositional lure.

For this reason, the work of art is not itself, a proposition.

Sherburne cannot justifiably call it so except in some derived or seco-
ndary sense. The work of art does possess a form calculated
to express and awaken the proposition and in this sense possesses the

"$nherent! valus mentioned earlier in this thesis., ¥%hen a work of

63 ; .
PR. 216, 218, 301, 3023 also Al 245 "Propositions, like
everything else except experience in its oyn immediacy, only exist as
entertained in experiencel” This would be the experience of the pre~

hending subject.

6 . . .

4"A proposition in abstraction from any particular actuzl en-
tity which may bte realizing it in feeling is a manner of germaneness
of a certain set of eternal objects to a certain set of entities.” (PR

218) The work of art intended to express such an abstraction might
derivatively,though not equivglently&be identified with it. Whitehead

digtinguishes clearly between a nexus (or logical susnject of a proposi-
tion such as the work of art) and the propogition as a theory about the
nexus:  “The nexus includes the eternal object in the mode of realiza-
tion,%hereas 4in the truve proposition the tomethernsss of the nexus

and the eternal object belongs to the mode of abstract possibility. The
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art is perceived; providing the data in experience which form the
aosthetic object, then the proposition normally emerges as the lure
for actuallizing the aesthetic value. The aegthetic object becomes
an active ingredient basic to the further distinctions introduced by
the propesition.

But the propositional or "simple" comparitive feeling is not
the necessary finale of the concrescent process. Further comparative
feelings may enter in the form of detailed analyses, appreciations
of noveliies introduced by reversions, valuations and enjoyments.
Thus Whitehead gives full play and significance to "subjectivity" in
the respondent as well as in the creative imagination ¢f the artist,
Moreover, the importance of subjectivity is further revealed in what

Sherburne calls "horizontal transmutation' to which we now bturn.
s
(v)

The Creative Process and Transmutation as

a Factor Within This Process

In any discussion of artistic creation one must naturally re-
verd back to the process of the emergence of a novel idea through
its shages to completion(its aim at value). In the last section,
it was showvm how the art object is related to a proposition (in the
Whiteheadian sense). In this section the discussion will center
around the process by which the propositional feeling is given exp-

ression in the art object.

eternal object is then united to the nexus as mere "predicate', Thus

2 nexus and a proposition belong to different catagories of being:mmm
(Italics mine) Their identification is mere nonsense.’? (AT 2/44-
255) See also p.244 "A proposition is a notion about actualities,
a- suggestion, a theory, a supposition about things.... It 1ie an

extreme case of appearance." (AL 244)
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A1l art is novel expression of an accumulation of sense data
or other experience (together with accompanying subjective forms of
feeling). This means that art depicts, in a unique mode, not only
what is seenj but also what is felt, and imagined. W¥hitehead has
already shown that the novelty inherent in the process creative of a
work of art emerges through conceptual reversion (which occurs, as
we noted, during the second phase of concrescenoe). Conceptual re-

version, is then, the process as a result of which

the proximate novelties are conceptually
felt, This is the process by which the
subsequent enrichment of subjective forms
both in gualitative pattern and in inten-—
sity thkrough contrast is made possible by
the positive conceptual prehension of rele~
vant alternatives.... Conceptual Rever-
sion) is the category by which novelty
enters the world; so that even amid stabi-
1lity there is never undifferentiated en-
durance. (PR 291)

While "conceptual feelings” are those concerned with eternal
objects; conceptual reversion does not merely reiterate eternal ob-

jects but makes them relevant by introducing new relevant alternatives,

It is this relevance in novelty (determined by aim) which makes for

the enhancement of aesthetic value,

In artistic creation (as in all instancées of conceptual rever—
sion) God is the storehouse of novelty. Thus, "in the last analysis
a conceptual reversion depends upon the hybrid physical feeling of
God that is part of phase 1 of every concrescencej§5 God is aesthe-
tically involved in every creative process and in the introduction of
novelty by the fact that he acts as the ultimate lure for feelingjand

as an entity who retains items of importance for future reference.

But, what about the artist's own expression of these feelings;

how does this work? Does consciousness play a role here?

65 D.W. Sherburne, WA op. cit., p.181
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Conscilousness enters with the mors complex intellectual feelings
(fourth phase). One aspect would be the more complex, detailed
and discriminatory intellectual feelingsg which focus upon and ela-
borate the elements arising in conceptual veversion (phase two).

Consciousness here, introduces vividness and intensity.

Another aspect of creativity and expression is related to
the process of transmutation. Whitehead introduces this notion

in his theory of perception and defines it asg

ae

the operation whereby macrocosmic perceptions

arise out of microscopic prshensicns eg. where—
by percepliion of a table .supercedes the prehen—
gion of the weliler of individual aciual entities
constitutive of the whole, 60

{
1

¥hat Sherburne wants to do is to take this notion of veritical

transmutationhnd expsnd on it to give two types of transmutation,
The second type is what he calls horigzontal fransmutation, Ve
need now to explain why, for Sherburne, a supplenental transmutation

ig required.

Vertical transmutation integrates "microscopic entities" into

"macroscopic perceptions'i but horizontal itransmutation "is a categoxy

to concentrate macroscopic¢ perceptions into one focal point of expe-
o2
rience, ! It brings things into significanc%;for

It is viae vertical transmutation that the
welter of actual occcasions congtitutive of a
man are prehendad as a unitys; but it is in
virtue of horizaontal transmutation. that’ ; %§nifia
cance is attached to the concept "man®, 6c

Moreover vertical transmutation is not enough for

66’D9We Sherburne, A Key etc., op. cit., p.247
67 " ~ &) . s - s e I

D.¥. Sherburne, 4, op. cit,, p,1062
68

D.%W. Sherburne, WA, op. cit.,, p.162
3 WA, s [
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even when vertical transmutation has occured
at the second phase of concrescence, the con-
crescing subject does not yet encounter exper—
ience as fully significant.... 9

That is to say, it is only through conscious awareness that a full
and a rich experienceatakes place, How does this clarify aestheti~
cally the theory of expression? It does so in the following way:
Horizontal transmutation is concerned with intellectual feelings not
physical feelings (as in vertical transmutation).  Expression is the
result of a conscious process which involves these intellec%ual
feelings., These intellectual feelings, in turn, involve horizontal
ransmutation as the process by which they fully arise, If a poet,
for example, sees the pine trees outside, the snow on the ground, and
the sound of bells from a church; artistic creation would result from
an ezxpregsion of tbexhigh intensity of vague feelings which are arous-
ed hy what Sherburne bws aptly called "horizontal transm atlon”.70
The experience of the senses on the poet = the church bells on his
esarsy the sight of snow oultgides; the scent of fresh pine cones all
strike with such a high intensity as to capture that moment, reinforce
t and give significence to it. Then, by discovering a theme which

would wrecapture this feeling, and which would reveal it %to others, the

poet gives expression to this entertained proposition in a poen,
(vi)

Sherburne's Notion of Aesthetic

Experienceo

For Sherburne, aesthetic experience in the respondent depends
1 RS

N e ———— o
7 Ibid., p.163

10 The vagueness concerns the added dimension and background
of emotional tones associated with previous related exveriences dimly
felt, but pertinent and impdrtant for the present significances. The
”hxpreSSLOn is the discovery of a proposition which articulates the
rich, yet irritatingly vague feelings arising from horizontal tranemu-
tation", Ibid.,p.169 '
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on the ability to re-~create the experience expressed in the art

object, In aesthetic experience

the normal goal and aims of everyday
. living are suspended; in grasping the
gubjective aim of one who experiences
it aesthetically, the art object insists
that it be experienced as an end in itself, (p.l44)

This seems to smack of an "art foxr art's saxe" view which Sherburne

is hard presgsed to reconcile with Whitehead's art for 1ife's sake

A

View, When Sherburne discussed the objectifying of the art work
and the prehension of this'”objeotified proposition” this was all
deone supposedly to show the objectified proposition was the "datum
for the subjective aim of that sxperience" (p.144-145%) - the lure
for further feelingeso tha@,ultimétely/the subjecitive aim in the
aegsthetic experience is to "recreate in that process of self-
creation in thalt concrescing experience fhe prOpOSLLLOH which is 7
objectified in the prehended performance', (pel44) This is what
differentiates aesthetic from non-aesthetic experience, The "art
dealer" for example, sees a painting as a commodilty - & thing to
buy and sell for a profit and not as an aesthetic object; the bour-
geoig collector as an investment; the art historian as an aotuality‘

i

to be studied-ns a piece of history et cetera. (Cf. D,IAY)

An interesting differentiation between the aesthetic and non-
aegthetic experience is that of Sherburne's example of a dirty old
man prehending (as it were) the ballerinal's figure to the exclusion

of the ballet.

It is true that he may have been enthralled,
spellbound but this intransitive attention
ig not aesthetic. He has prehended an
actuality with the subjective forums, say, of
dellé%L and degire but he has missed comple-
tely the proposition objectified in the per-

formance and his attention is non aesthetic. (p.147)

One could argue, however, that in so far as this lecherous old man

W

saw beauty in the luscious "actuality" his experience wan of aesthetic



71

beauty. "Noi" Sherxburne would reply. Beauty is not limited to
aggthetic beauty. In this case he may have seen a beautiful thing

but not an aesthetic one. But are there other types of beauty be-

sides aesthetic beauty? Isn't all beauly basically aesthetic?

Wow in disgcussing the old lecher-ballerina incident Sherdburne
wanta to show that beauty is a broader notion and aesthetic beauty
is part of it. The o0ld lecher may have experienced beauty in the
ballerina but couldn't have experienced it aesthetically since he
failed to see her as anything other than an object of desire, -  He
failed, then, to gain an aesthetic experience by perceiving her as a
performer of an ary - the ballet. He also failed to enhance hisg
feeling by using the performer as an interpretor of the art form rep-
regsnted. In a sense this is all true enough, but how much simpler
it would have been to may that the lecher saw her merely as an object

of desire:so that his sxperience of besuty was liamited to this narrow-

er Tocus. This covld sfiTﬁhes\genujnely aesthetic eyperiehcs and it
could centain one element of truth insofar as the ballerina is appre-
ciated asg illustrating womankind. What the lecher lacked was the
ability to perbeive the proposition expressed in the tetal bailet with

its full measure of beauty and truth,
(vii)

Art and the Self or Subject

T will conclude this discussion of the theory of the indivi-
dual and the art process by considering the importance of art for the
individual subject or self, Both Whitehead and Sherburne rightly

&

hold that the view that®art is for art's sake”is inadequate, It

seems obvious by now what the main concern of art is. It ig with

i1ife. This involves an active participation of the subject in the
art process, Sherburne 7rightly claims that the listener in relation

to a piece of music, for example; or the observer of a piece of fine
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art or dramafas well as the reader of a piece of literature or
poetry)all "must provide the feeling”,71 in order for there to be
an aesthetic experience, Sherburne wants to say that in music,

much more than in any other art,"the very nature of the art object

is a function of the contemplator since he provides the subject of

2 It has already been

the proposition which is the art object!,
noted that this is an error for there are times when "you" are not
ubject of the proposition (eg. in martial music. Cf. p.57-58).
However, the "art for life's sake" view stems from Whitehead's own
metaphysic which envisions the perceiver as bringing along with hin
all his built up or past experiences in viewing a thing. (fn this

cage a work of art.),

Thusjif one were to ask the question whose view is pest that
a work of art is, in fact, a work of art (or is a good work of art)s
st ig to say if one were to ask who would be able to make the best
critical value judgement (for Value is essential in any discussion of
artl;ﬁhitehead would answer that it would tend to be the person who
has the highest intensity of feesling or response because of that
person's past experiences with art, Thig person would also see art
in the light of the whole and not only the ﬁarts. -~ Furthermere, ‘
Whitehead would recognize the importance of what Pepper has called
#funding" of experiences. This means that the basis of our enjoy-
ment of the experience of the art object ig the fact that we have
come back to 1t over and over again together with the fact that we
have picked up new detail every time. (Cf., AT 262-263) Then we
have a built-up effect occuring in our experience.

Butlthe work of art not only gains its merit or value from
how it affects me;but how it also affects many people. There is a

rutual corroboration in discussions of value in art and how the work

& D.W. Sherburne, Wi, op. cit. p.1ll4

" 1o,
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of art affected each participant which, itself, enhances value,

This is what 1 term the "mutual effectiveness" of a work of art.
Mutual effectiveness is ability of an art object to effect not only
one individual but a vast number of individuals and even society as
a whole, The art object becomes a "public domain" and calls for a
public response. The mutual effect of art relates this public dom-
ain back to the individual participating on his own with the art
ebject, Simply put, art not only affects the individual but may
also affect the society. Conversely the society may have an effect
on both the artist andlshat he produces, This interaction between
the. work of art and society also links up the artist with the parti~
cipator, For examplggthe artist is able to create his work of ari
in such a way that its meaning gives it social relevance and social
value because of the mutual influence it generates among people. If
s is the cas%)the work of art is deemed good or bad with respect,

73

i
not o artistic Valu%,but to sgovcial wvalve,

Thus
ﬁhu%

vtmost importance in appreciation zs well as in artistic creation,

the sensitivity and responsiveness of the subject is of

In the pvrocesses of concepltual reversion and transmubtation and in the
play of intellectual feelings which yeidd significance, vividness, and

intensity, the agency of a person is paramount.

Pernaps the best footnote to this discussion of human agency
in producing and appreciating the work of art is given by the American

poet, Wallace Stevens in his peem The Tdesg orf Order at Key VWest., In

this poem he gives an example of a recurring theme which could be used

as a summary of this thesis' position regarding the creative act:

She sang beyond the genius of the sea

The water never fTormed to mind or volce
Like a body, wholly body fluttering

Its emnty sleeves; and yet its mimic motion
Made constant cry, caused constantly a cry,
That was not oursalthough we understood

13

This notion will be discussed further in Ch. IV



Inhuman, of the veritable ocean.

The sea was not a mask. No mors.was she.
The song and water were not medleyed sound
Even if whal she sang was what she heaxrd
Since what she sang was uttered word by woxrd.
It may be that in all her phrases stirred
The grinding water and the gasping wind;

But it was she and not the sea we heard.74

For she was the maker of the song she sang

The ever~hooded, tragic sea

Wasg merely a place by which she walked to sing.
Whose spirit is this? we said, because we knew
It was the spirit that we sought and knew

That we should ask this often as she sang.

If it was only the dark voice of the sea
That rose, or even colored by many waves;

If it was only the outer voice of sgky

And cloud, of the sunken coral water-walled,
However clear; it would have been deep air,
The heaving speech of air, a summer sgound
Repsated in- a summer without end

And gound alous, But it ves more bthan that,
More even than her voice, and ours. among
The meaningless plungings of water and the wind,
Theatrical distances, bronze shadows heaped
On high horizons, mountainous atmosgpheres

0f sky and sea,

It was her voice that made

The sky acutest at its vanishing.

She was the single artificer of the world

In which she sarg. And as she sang, the aea,
Whatever self it had became the self

That was her song, for she was the maker. Then
As we behold her striding there alone,

Knew that there never was a world for her

Except the one she sang and; singing; made.

Raymond Fernandez, tell me, if you know,

Why, when the singing ended and we turned
Toward the town, tell whey the glassy lights
The lights in the fishing boats at anchor there,
As the night descended, tilting in the air,
Hastered the night and portioned out the sea,
Mixing emblazoned gones and fiery poles,
Arranging, deepening, enchanting night,

57 . .
f4 Italice mine,

we




Oh! Blessed rage for order, pale Ramon,

The maker's rage to order words of the sea

Words of the fragrant portals, dimly-starred

And of ourselves and of our origins, 75

In ghostlier demarcations, keener sounds, -
In Whiteheadian terminology, there exists besides creation within
the poet through conceptual reversion and the two types of trans-
mutation, a further enhancement of value, Then theﬁeeling and
meaning are apprehended by the recepbive listeners. Stevensg!
poetry thus embodies a proposition which in turn presents and elicits
emotion and insight. Steveus, like Whitehead, considers the impor-

tance of redlity in art and in life.

Reality is the beginning not the end
Naked Alpha, not the hierophant Omega,
Qf dense investiture, with luminous vassals,
(from "An Ordinary Evening in New Haven")
or again "We seek/the poem or pure reality/ untouched by the trope
of deviation', Another similarity betwsen Stevens and Whitehead is

the wriew of art as waking the concrete abstract and the abstract con-

cretey for as Stevens says:

(Reality) ... is the philosopher's search

For an inlerior made exterior :

And the poet's search for the same exterior made
Interior.

To conclude this discussion it must be restated that the gelf
ig highly important in the emergence of value and the enhancement of
such value as is achieved in the art-process, The gelf, however, in

8 genuine gense, is/as MSorris saysj"unknown except as the process of

[ Wallace Stevens, Poems by Wallace Stevens selected and with
an introduction by Samuel French lorse (New York, 1947,1954,1957,&222)
PP.54~56.

6 . s
7 W, Stevens; Poems by Vallace Sievens (op. cit.)p.146,11.,19-21

T 1vid., p.149

Both quotes are from the poem "An Ordinary Bvening in New Haven"
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satisfTaction comes to an adequate conclusion'.

(viii)

Smith's View of Art

According to J.L. Smith, there is, indeed, an importance

in Sherbwurne’s assertiongfthat the aesthetic object is a Whitehead—
ian proposition in the gense that it ig a potential lure for feeling
where propositional feeling does not necesgsarily involve conscious
Judgement. Smith does not completely rule out consciousness as a
consideration and as 3 necessary element in the assessing of a pro-
pegition for to do so would be to neglect the later phases of con-
crascence, As g potentiality, the proposition relates eternal
objects to a framework of definite actuality in an occasion of ex-
perience -~ for example in the experience of a work of ars,. Yet
it, {the proposition), itself IS indeterminate for it may or may nol

be realiszed:

ag with eternal objects or pure vossibilities
so with each proposition in itself, there is

a complete indeterminateness regarding its re-
alization and its truth, 79

A work of art is similar in the sense that it may or may not become
an aesthetic object. Another similarity is that of consideration.
As with a work of art which exemplifies Whitehead's idea of a propo-

sition, the proposition has to be considered before it can be Judged

good or bad. So too, non-artistic propositions "have to be conside-
red before they can be considered true or false, The interest or

. . . 80 o
lure would be operative prior to actual expressionl" Weither

xs
18 B. Horris, "The Art Process and Aesthetic Fact in White-
head's Philosophy" {(op. cit.) D.477.
7 9 I.L dmitl IR . .
L. omith,Aesthics_and Arb within a_¥Whit ian Cosmol--
0&Y . (TU.l a% e, 1 9!8 9 596 9 ! (S Arh_wit! 1.n_ﬁ_,y_,4.1_1',@,_3@@..1@_2_ .B_Qt-;ﬂ,glum
: ™ Ipid., p.110
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with works of art as_exemplif@eigpropositions, or wilth propositions

themselves, the% can we place truth or falsehood bvefore aim or lure,

For Smith, as for Sherburne and Whitehead "the aesthetic con-
tent is both basic to and operative in all consciousness”.81 As was
noted earlier in this paper, all art is symbolic. If this isg the

ase o] ious oes major To in a aestheti X
case. then consc ness doe lay a le in all aesthetic e

perience for consciousness "is the feeling of the contrast prevailing
. . 82 . .
in symbolic reference", This "feeling of contrast" when applied
to art becomes an awareness of patterns within the object itself,
Yet, art; as such, is not the fine arts alone. Art for Smith is a

3 3 $
general term applied to a "selection whereby facts are arranged so as

83

to give attention to vivid wvalues which they realize'.

In emphasizing this capturing of attention, Smith is in accord
with both Whitehead and Sherburne when they say that the work of art
functionﬂ'aq 2 Iure to give rise to further‘experience for others., As
such, it is not an end in itoelf bubt a weans to an end for the "fine
art work is insgtrumental but not anend in itsslf ,.. its function is

84

instrumental”, The fine art work exists as a material object of
some kind but its status is that of an instrument - an instrument
for the re-—creagtion of the artist's own feélings and experiences in
the appreciator.85 7

o 81 A B
J.L. Smith, op. cit., p.141

Ivid., ».140

Ibid., p.160

°4 1vid., p.265

However, both Smith and W¥hitehead try to say that art is
for Life's sake becausge art is not merely a social function, Only in
the disclosing of its own value does 'art function as an end in itself.
Thus art for art's sake view is assimilated also and broadened:
This disclosure involves not only beauty, but also the self,
the recollescted, the sublime, the tragic, the comic and the ugly.
It is the disclosure of the value aspects whereby fine art can
be gaid to function as an end in itself: the disclosure of the
i

value aspects are ends in themselves.(Smith,op. cit. p.267)
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.

Smith's view of aesthetics, however, is much broader than
Sherburne's. In fact, Smith criticized Sherburne's narrowness in
limiting aesthetics to fine arts, One must begin with life, and a
cosmology and fit art into it; for to begin with a philodephy of axt
is "to begin in the middle",86 ~Art in the general sense of the
term is any selection of concrete facts which arouse selective aliten~
tion from the participators in order to achieve and to enhance their
own particular values, 1t is, moreoﬁér, the enjoyment of "vivid
value" which, in itself, is ths ultimate aim of this selective pro-
cess of consclousness, Yet, is this not too general? Would this
refer to the creatisn of a work of art or the viewing of it or both?

Tt seews thaet it would vefer %o both for

Congclousness allows art in the emergent sense
of humsn art as the selection, atiending to,
and enjoying of vivid values, 87

4 -

and this refers to both processes of creation ané percepiion., Yei
ip fact, it is art, itself, which "evoke(s) into consciousness ihe

finite perfections which lie ready for human achievement”. (AT 271)

The emergence of value, as we have ssen, allows for the tran-

~

gfer of ideas, feelings and emotive values from the ariist to the

vt

participant. It is just this transfer which Smith has lead us up to

and which ig important in any sesthetic theory and in any view of art
. &8 . . . L. - .
and society. Thig transfer has influenced both artist and audience

in peculiar ways.

86 J.L. Smith, op. ¢il., p.15>

87 1v1a., p.164
88

As ¥Whitehead says "consciousness is the weapon which streng-

thens the artificiality of an occasion of experience, (AI 270) ifore-

]

over as Vhitehead says in Symbolism: "The whole question of the sym-
bolic transfer of emotion lies at the basis of any theory of aesthetic

of r_:'.."_‘i'he (p085)



Chapter IV

Art and Society

Comme chez Santayana (cf. Sense of
Beauty 24) valeurs morales et
valeurs egthetiques sont toutes
proches. 9

Introduction

In the last two chapters some attempt has been made at aﬁ
explication of the emergence of value within‘the aesthetic situation.
This involved a discursive analysis of the concepts of beauty and
truth pertaining to the work of art and our perception of it, This
also involved both a disclosure of the process by which a peculiarly
"aesthetic" experience occurs within the individual and the process
by which a work of art emerges as an aesthetic object within concre-~
scence. Up to this point much use has been made of Whiteheadian
principles and Whiteheadian interpretation to show the relationship
between the "objective content" or aesthetic object and the percipi-
ent occasion or subjective form of experience within the individual.
Ultimately, however, one must expand this relationship to include
socisty. The purpose of this chapter, then, is to show the mutual
influence between art and society, as developed from Whiteheadian
aegthetic theory. Furthermore, the function of art as a means of
increasing the novelty and value within a society and as a civili-

zing force on society will be elaborated upon,

89 -,
1950), p.85.

11

. Cesselin, La Philosophie Orgunique de Whitehead (Paris,
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Art as a Civilizing Influence on

: Society

Much great art- seems to be the result of a rebellion against
the staleness of conventioﬁ and of a striving for a novelty and per-
fection, Convention, although it may inspire some great art -
eg. the Bnglish pastoral conventicn of the eighteenth century -
ultimately leads to monotony-and the death of art, Convention
gtripped of all innovation is the womb of triviality. It is an art
of decay., This theory will be illustrated by specific reference 1o

poetry and the fallacy of art for art's sake as opposed to art for

life's sske., - This will also encompass the connection between art

and mor

o

e
1ity and poetry and morality in the next two sections as il-
lustzrative of the inability to divorce art from life.

A.C. Bra?ley is one of the greatest exponents of the intrinsic

worth of poetry. In his essay Poetry for Poetry's Sske he fights for

the autonomy of art and, like Clive Bell, he does not wani to allow
for any function other than the aesthetic. He wants us to look at a
poem without any preconceived references or judgements, This does
not exclude looking at poetry in respect o its metrical form et
cetera. It alsoc means that we must look at a poem as a succession of
experiences,; sounds, images, thoughts, and so on and with the view
that the readers and successive readings of poems differ. - This is

fine up to a point but it doesn't go far enough. The last notion is

e

moortant; for we do learn something new from a poem each time we re-

.d

s
fas)
oty

e t and many readers differ as to what a particular poem is.
Bradley wants to gay, along with this, that poetry must be

taken to be an end in itself. Its poetic value is this intrinsic

worth alone. Sesondary or ulterior valuegs are not excluded by him

but are considered asg a means to culture or religion because they
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convey instruction or "softening of pas isions" or poetic fame, the

quest for money et cetera.,  However, the poetic worth is not these
things, It is, for Bradley, to be judged from withwn, If a poet

I -

or reader itries 1o consider these ulterior or secondary ends in the
act of experiencing this would tend to lower poetic value since it
goes sgainst the nature of poetry (eg. Bradley's notion of poetry)
which is a world unto itself and not an imitalion of life, Poetry,
for him, should not moralize for poetry is one kind of human good

i

and Yone magt not determine the intrinsic value of this kind of good

by rerersree Lo anobther,! However, if what Bradley gays is true it
is only a part of the truth, Bradley's view, it could be argued

cuts poetry off frowm life (and if we extend his views to other arts
£

it would cat 2l art off from 1ife). Bradley would probably reply,
thet the counection iz still there but "hidden', Yet to be hidaen
implies a gecondary or unobbrusive connection exists, It is my

contention, on the other hand, that fo be a work of art in the true

gense of the word and tofuncition fully is te funciion V"ior life's

@

ake" and to e symbolic with reference to man. This involves man as
the ultimate referent and the creation of value within man as its wl-

imate aim.

<t

1

It is my contention that postry ig more than simply an epnd in
itgelf for its main purpose is, indeed; to express znd commnicate

(through maaning) feelings which are related to and rooved in ocur

c: 1

orld. Poetry is an expression of ﬂeanlnﬁ andéd ideas thyrough feeli

0f course, the inhersnt value of work of art,such as a poem,is that

-~

ork's ability to invoke an intensity of feelings (or an aesthetic
rco)onSe) wizhin the individual. A person who is iacensiftive would
not be able to respond to a poenm at all, Contrary to Bradley it

ghould be noted that the aesthetic experience is not abseoluiely zuar-

enteed by an art object alone. This has already been segen in the
last chanter. As a further exzwple one can note the worker in an

art gallery whose Jjob it is to heng up paintings and who nay see the

o

worx of art as a work of art or?merely;as a "painting'" with colour“
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and so forthjbut whose lack of attentivensss fails to arouse within
him an aesthelic response. The Fskimo and +be Central American
loocking at a winter scene depict, yet cifferent responses to the art
object, The Eskimo who has lived al) his life with snow may not be
as fiscinated with it as the Central Amsrican. Thus art affects man

.

in diverse ways. ITts service to man "lias in its artificiality and
its finiteness" (AL 270) and this "artificislity", as previously
noted, is strengthened by consciousness, Art's artificiality
exhibits the ability and achlevewent of mankind for it is mankind's

effort to express his feeling andio geel & means of perfection. This,
s is an obvious result of the effects of ari upon individual (de-

00
veloped in the ihird chapter) and itz spplicability to society in

411 art {i.e. all good art), seeks perfection in that it ex-

presses an idealization of human emctlony and buman values {as well

ul‘

110 congciousnss:
L (AT 271)
uzn Lthey

pnay never be achieved, in actuality, are expressed as potentialities

within works of art. It must be notved; however, 1)
fection, in the finite sense of the term (if, indsed, ‘here ig a Tinite

sense of the term) is not

£

per?

with the maxim that man satizfied and perfection attained ig man

action is there.

»d and man borad, (cf. note on convention and repetition in chapter
two ). Whitehead would have preferred the striving for perfection than

the perfecticn itself - +the action and noveliy which are inherent in

=g

is notion of process rather than completion and stagnation,

Whiteread does say that perfection in the arts even in the

greatest works of ari can not really be achieved; for art gives man

sonething to strive Tor and towards, This is exemplified in science
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£

fiction as a literary art form. In this art form there is a con--
stant flux and constant seeking of novelty in both aims and ideals
which man wmay never achieve but which he can imagine (ego sSpace-
flight to the sgtarss or meeting beings on other worlds and learning
from theé). At the same time, science fiction expresses a direction

and a harmony of form.

Art should also function in order to enhance civilization by
stressing "the principle of harmony of individuals.89 As Whitehead
says "art is the education of nature, Thus in its broadest sense
art is civilization. For civiligation is nothing other than the
unremitting aim of the major perfections of harmony." (AT 271)
Although the individual characteristics are important in arty for an

.

understanding of the whole it is interesiting lto state once again that

we are overwhelmed by the beauty of the building...

the whole precedes the details. We then pass to

discrimination,
for there is in aesthetics "a totality disclosing its component parte.
(MP 85-86) However, insofar as it involves consciousness, art is such
that it expresses eternal truths which "haunt +the objectvpresented
for clea: consciousness', (AI 270) This implies that first there is
the emotion and then the discrimination, Similarly, with regard to
the sccial function of art, the initial intuition is of the perfection

of harmony.

The art process also aids the merging of past exveriences and

.

future possibilities; for "art takes care of the immediate fruition

herzand now," (AT 269) As Betram iorris adds

The '"here and now" consgititutes the real world

in which anticipation and purposefulness in
immediate enjoyment overcome the fallacicus 9
abstraction of completely passive contemplation.

: 89
AgHe JOhDSOI’l, .:.".I:.g,. pc9a

90

B. Morris, op. cit., p.446
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i
'

ihen one asks '"why should art provide enjoyment and purpos
at all¥{ and"what is the secret of art such that it has enthralled,
exocited and moved so many people snd advanced éo many civiligations?"
cne would perhaps express mild surprise if the answer was stated that
"the secret of art lies in its freedom". (AT 272) However, this
should not come as any surprise at all;for it is the ultimate con-
clusion - in fact the only conclusion - which we could have arriv-
ed at in this thesis, This "freedom" includes the freedom of ex~
pression (and gelf—expression which is a process of imagination
grounded in the data of our world leading to true understanding) and
freedom from the bounds of reality as we have seen, This is so be-
cause art has not only a physical origin but also an imaginative one,
Thig has a back reference to Whitehead's metaphysical view of the

i
int

(D
O

tion of the mental and physical poles which are s part of con-
sciousness - the mental pole envisioning the possibvilities and the
paysical pole having refﬁrenoe to the azctualities or actualizations

a
of these various possibilities.

This freedom is also coxpressed by a work of art as a freedom
fyom morality. "Preedom from morality! here means that although a
work of art nay in one sensg/be concerned with morals;yet morality
vanishes in the presgence of ari. A work of art, for ¥hitehead at

B

least, is not primarily concerned with moral good or evil as its aim,

]

"For Goodness 18 a qualification belonging to the constitution of

=5

eality... Good and Evil lie in depths and distances below and beyond
appearance." (AL 268) In yet another sense, the effects of art works

on morality {and their own creation being influenced by moralluy} is

so important as to question the divorce of art and moraliiy which White-
head advocates. - This will be illustrated by a discussion of the mu-
tual influence of morality and poetry as a specifically individual ex~
ample and then some general comments and conclusions will be brought

Torward as a result.



(i1)

Poetry and Morality

Bradley's view, which we have already seen, expresses onse
half of a complete view of art. It is the part which is concerned
with the autonomous nature of ért. Théreforeiit isn't surprising
that he would say something similar to Whitehead about morality and
poetry and morality and art. Bradley's view doesn't rule out the
pogsibility that morality and poetry are associated or that one can
have morality in poetrys but he does say that it is a secondary con-
sideration, Hewever, there is the social side of art to consider.
This is the exlrinsic view of art which is also incorporated into
our theory. 1In fact, I consider it to be the more fundamental of the
twos for the extrinsic value of art is inveolved in the whole notion

n
that art is civilizing force within society. Because art is an

@

artifact, and since morality, politics,; religion and social value are

r

‘all expressions of man's aims and are the civilizing aspects related
to him; they may be a more impertant element in art than the mere in-

trinsic value. The first thing to note is that Dewey says:

When artistic objects are separated from both
conditions of origin and operation in experience
a wall is built around them that renders almost
opaque their general significance with which
aegthetin theory deals. Art is remitted to a
separate realm, where it is cut off from that
very assocliation with the materials and aims of 91
every other human effort,; undergoing and achievement,
Thus

the moral office and function of art can be in-

telligently discussed only in the context of

culture, A particular work of art may have a

definite effect upon a particular person or upon

a number of persons, 92

91 John Dewey, Art as BExperience (Wew York, 1958) p.3

]
9% 0p. cit. p.344
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The social effect and the social value of art, then, isg far
from negligible. Examples are numerous from Dryden or Pope or even
in the art of Picasso. Hilton's "Paradise Lost", for example, tells
the individual how he should act and Chaucer's "Canterbury Tales"
amusingly does the same by showing how people shouldn't act. Dewey
goes on to say that there is even greater social change or "adjustment
of experience" as he calls it 'created f;om the collected art of a
time"s andé that art can not do without this moral backing. As Cesge-
1in has said (and this could apply equally to a comparison between
Dewey and Whitehead) “"Comme chez Santayana (cf, Sense of Beauty 24)

¢93 Thus,

valeurs morels et valeurs estheticues sont toutes proches"

if poetry is influential, it does, indeed, shape attitudes as well as

attitudes bave shaped the content of much poetry. "Absalom and Achi-
tophel! for sexample, is a reaction against the society of the period
gnd advecates a new set of standards by which people of the time should

return to the ways of the pericd before the Hanoverian era.

This leads us to the point of view which I shall be advocating
in this and the next section. In this gection I shall show that

oetry is influenced by morality and ethical considerations such that -
7 R 3 :

)

z great deal of poetry is either a reaction against existing systems

them and a reaction against diszenters, This view

iy

or in favour o

is
s one which considers cultural and enochal attitudes. Turthermore,

[N

thi

w

view of poetry agrees with and supplements the other arts and is

=t
=y

vhat Whitehead truly terms Yart for life's sake, It does not rule
ocut the aesthetic value on a work of art but says that this isn't
the only consideration. Chaucer wrote his "Canterbupy Tales", for

example, ag a reaction against the declining and corrupt priesthood

and moral life of the day. Milton was influenced by the Civil War in
93 N : g
P, Cesselin, op. cit. p.o>
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England: and the Restoration was the influence for Domme; Dryden and

Herbert,

Donne's poetry exhibits the new upheaval and freedom as well
as doubt of the day and the new inward approach to religious belief
which wzs to bzcome (through the influence of his poetry) a predomi—
nant type of Puritanism, Herbert also reflects this but shows in

his poetry a deeper inner communication with God,

Bven in the Eighteenth Century it is the same. The political
satires of Pope had a great influence on the satires of Swift and the
whole society of the time. Shelley did not exaggerate when he szaid
that moral science only "arranges the elements that poetry has created”.
if we extend poetry %o include all products of imaginative experience.
But even Shelley stoppaed toco soong for he failed to note that exigting

systems in turn influence poetry and the other arts. One mugt remen-

not mark them off from other values as though the nature of man were

built on oulkheads.

Whitehead in Science and the Modern World affirms what I have
4 /

said: (and shows the influence of,non-influence of science on poetry)

Milton, though he is writing after the Restoration,
voices his theological aspect of the earlier por—
tion of his century; untouched by the influence of
scientific materialism, Pogn's poem (Essay on

Man®) represents the effect on popular thought of

the intervening gixty yvears which includeg the Tirst
period of assured triumph for the scientific movement.
Wordsworth in his whole being expresses a conscious
reaction against the mentality of the eighteenth
century. This mentality means nothing elsse than the
acceptance of the scientific ideas at their full face

value, Wordsworth was not bothered by any intellec-
tual antagonisn, what moved him was a moral repulsion.
&

He felt that something had been left out, and that whai
had been left out comprised everything that was most
important. Tennygson is the mouthpiece of the attempts
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of the waning romantic movement in the second
quarter of the nineteenth century to come to
terms with science. (SuW 77)

(iii)

Art and Morality

:

It is now with a degree of caution that I wish to draw some
conclusions about the connechtion between art and morality from what
has been sald about the mutual inflvence of poetry and morality.

This is justified if we are to remain within a Whiteheadian schenme,

On the owme hand, ag we have previously noted, Whitehead would
deny that aesthetics and ethics belong within the same "realm" and
that one is a form of the other (cf. Dialogues p,.235). Of ccurse
Whitehead would never deny the fact that mbrality and moral congidera-
ions do play & part in the aesthetic process; but his Carmen episode

in Modes of Phought and the fact that he criticizes Price in the

Dialogues for trying to conjoin morality and art shows us that there

is something individual and intrinsic about a work of art which lets

it be isclated from such moral considerations.

-On the other hand, art and morality, as we have seen, are
very close. In fact, moral considerations often result from and
play & part in works of art and aesthetic experiences., This does not

mean to say that there is no distinction between morally good and the

morally bad on the one hand, and the aesthetically good and the aeg-

thetically bad on the other, The former has to do with meritorius

behaviour whereas the latter has to do with intensity of feeling. We
have seen in the preceeding few sections, however the connection be-
tween art and morality and the influence of one on the other, This
ig so simply because both stem from and are parts of civilized man,

You «an not divorce one from the other.
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Sherburne hag an interesting view which also stems from thisg

and from a Whiteheadian view of 'art for 1ifeis sake!,

It just is not true that to appreciate a

work of art we need bring with us nothing
from life, no knowledge of its idsas and

affairs, no familiarity with its emoticns
as Clive Bell seems to think. 94

This means that autonomous theories of art are inadequate, Art in-
teracts with the rest of culture and this inleraction is given its
place and explanation in the metaphysical grounds which Whitehead has
provided and which I have elaborated upon and extended, 0f course,
it may be claimed as Sherburne doesithat when a man experiences a work
of art he "enters an autonomous realm of art but that encounter with
the object of art remainsg with him ag a2 part of the inheritance that
conditions his aims", 95 This means that in the discussion of poeitry
and norality, in the last{ section, the morality msy never be finally
divorced from the poetry just as art is never finally divorced from
1ife or sgoclety. It is only after entering this "autonomous realm"
of poetry and relating the experience to other experiences that moral
implications may come into play, and moral value may arise, This,

too, follows Whitshead's general framework and is an outcome of it,

Since an art object exeris a dynamic impact on
consciousness (which emerges with great intensity
in aesthetic experience as an element in the gub-
jective form of a prehension which involves a
proposition) it follows that the aesthetic experience
can be of great significance in the formulation

of overall aims eg. a college senior might read
Death of a Salesmen and Point _of ¥o Return in an
English seminar and shorily thereafier abandon

his intention of going to a business school in
favour of a teaching career, and this largely ag a
result of aesgthetic experiences which at their

9%

.il. Sherburne, ¥Wi op., cit., p.116

90 .%W. Sherburne, YA op. cit., p.202
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occurance had cut off his everyday aims and
transported him into the autonomous realm of
art.

Sherburne is of course right (in his quote) in the sense
that the aesthetic experience is brought forward to influence future
experience both aesthetic and non-aesthetic. But the whole claim
of the autonomy of art seems to me to rest on shaky foundations. If
autonomy means non-dependence in the sense of not being dependent on
conaitions, experiences and the like exterior to the given aesthetic
expérience then this whole thesis and the whole philosophy of process
through interaction is in violent disagreement. If, however, auto-
nomy within the aesthetic experience means a '"concentration of at-
tention" on some one thing rather than another perhaps there is a
valid arguement for it: i.e. when viewing a painting I concentrate
upon the painting and not the surroundings (the chairs, the gallery,
the people passing) my experience and the resulting value comes from
such a concentrated focus of attention and results from an interaction
between the painting and myself, However, it must be noted again,
that when I see the painting my prior experiences and social condi-

tioning influence my reaction to it.

If "autonomous" means, not simply, an "isolation from society
and past experiences'"j; but the fact that, if used with regard to a
work of art, it means the "potential ability of a work to promote an
aesthetic response and value no matter who the participator"; then

this would be in accord too with the art for life's sake view. There are

98 I3ID.

As Whitehead says "Art has a curative function in human
experience when it reveals as in a flash intimate, absolute Truth re-
garding'the Nature of things." (AI 272) It is "for life's sake" since
it.recreates the passion, feelings, and emotions of the whole history
of man: "Art can be described as a psychological reaction of a race
to the stresses of its existence" (AI 272) Art is therefore a symbol

in the true sense of the word.
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as we have noted in chapter one inherent capabilities in the work

of zrt for the promotion of beauty on a given cccasgion of experience.

There is, then no real conflict between art for art's sake

and art for life's gakes; the former is a part of the latter. The

"zt objects that grasp one asesthetically and wnplug one's experiences"

exert a powerful influence "upon the reformation of practical aims',



Conclusion

SRR

In this thesis an attempt was made to discuss the processes
involved in artistic dreation as a "ecreative process" aiming at value.
Ag a coreatlve process, similarities were to be seen bvetween the pro-

cegs of artistic creation and respondant re~creation. Both involved
consciocusness and conscious alteration brouvght about by the two types
of transmutation and conceptual reversion. Moreover, individual

effecte {i,e, how art effects response in individuale) seemed to be

ziwilar Lo the effect that art had on that grovp of individuals called
a socieby, It was discovered that the persen who attazined +fhe great-
epl sesthetic responge through arousal of feeling was best able to

e merits  of works of art. Thia, of course; does not mean

Teeling but overall feéling inspired by the

various factors such as awareness of truth and beauly, experience etc.

In chapter onejthe foundation was laid on which we could
approach the theory. The sharp distinction that was presumed to
exist between general value and aesthetic value was showmn, in fact,
to bs nonmex1stentv Aegthetic value is a restricted but complicated

ul

case of human value which in turn can be analyzed into the attainment

[.—J

of value on a cosmological scale,

In chapter two,the significance of truth was brought forth.
We found out how truth was related to what in arﬁiand that art is at its
greatest a combination of truthful beauty. Truth in the symbolic
sense was defined as the conveyance of objective meaning at a maximum
and the conveyance of subjective form at a minimum, Here, too, the

notion was first put forward that art interprets the sentiments

92
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and feelings of man and aids in the provision of an emotional outlet
for feelings to be expressed in'a concrete form, This is one rea-
son for the syﬁbolic significance of art, "True to life™ is not a
prerequisite in the arts nor is '"factuality" always significant; for
falsehood is also important at times asg a relief from boredom. It
is this striving for novelty which is a main purpose of art.

We saw too fhat beauty is an adaptation invelving patterned
contrasts and the avoidance of painful clash, Moreover, the grada-
tiong with which beauty is involved lead to the individual differences
in aesthatic aexperience. Thus the foundation was laid for under-
gtanding the nature and value of the work .of art,

In the third chapteq we depicted the notion of consciousnegs

and the conscious self with its aim at value as integral to =zesthetic

experience.  The unity of the self if defined in terms of its values,
is a uniiy involving a funding of values. Memory integrates the di~

" verse past occasions which issue in such a unified self - unified
in value and aim towards value feeling. Finally}in this chapﬁé?_wé
saw that consciousness is integrally related to the aesthetic proces
in fhat conscicusness shapes and enhances creativity through the two

Tactors of conceptual reversion and transmutaition.

In the fourth ohaptegythe centre of attention was not the in-
dividualized experience of the third chapter but the view of aesthetics
as involving a relationship between art and society. Here it was
gshown that a reciproczl relationship obtained in that art is a civil-
iging force within society and society significantly influences the
arts., Horeover this view of art leads us to take up Whitehesd's
own view that art is art for life's sake not for art's sake,

On the whole we found that a work of art can have some sort

of truth within itself in that when the art object. as expressing a
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propesition, refers to "fictive things”,we do not even have to ask
y

whether this or that really occured -~ whether Alice really went

through the looking glass, Truth playg, in these cases, a minimal
function, - However, the fact is that the author of a piece of fict-

ion -~ Lewis Carol oxr, Shakespeare - intends to say, by our very
common sgense definition of “fiotion")that "This is not in the real
world. It is not happening and never did happen in our world;

but it may happen or something like this could conceivably happen.

This ig what I'm trying to tell you. Furthermore, within its own

world (i.e. within itself as a self-contained piece of fiction)

this is, indeed, true and things did happen and may have happened
this way."  Then the pdint is raised that the fiction as an instance
of mere appearance may in some way convey insights of life, morality
and value., . .

In the process of civilizaticn, thon, oyt is wn elventurce
aiming at greater novelty and intensity of beauty and at a more PeNG=
trating truth. Its purpose is indeed the blending of beauty and
truth. But these aims cannot be separated from society,-and art is
also an atbempt to inspire man to greater heights and greater achie-

vements by stressing the harmony of individuals as well as the ideals.,

Living in a vast universe, surrounded by ovsr-
whelming natural beauties, men need to be re-
minded of the impressive creative power of their
own species, The beauty of a sunset overpowers
by its magnificence., The sight or sound, of a
human work of arit inspires men to further advances
along the roud to civilization. 97

Thig is the power of art.

90 4, Johnson, WPC op. cit., p.9.
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