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1) B. Croce, Acsthetic as scicnce of expression(1902), B Bosanquet, Three lectures on Aesthetics
(1915), R.G. Collingwood, The principles of art (1938).
2) S. Alexander, Beauty and other forms of value (1933), Alam, Systeme des Beaux-arts(1920).
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#A487] P8 dold. A% ol Ashe mdg AP 2o SelA #lAa g 2 AF®
b eleha #eh, 2y einl o2t kel A glo] AAlAlE juA Aol Fa7?

\l

o

IT

AL Uiggto] wpsbAdl vlshe & ema] ool WAl el ddEH e AL
ojelgk Eol Alolek, zzlo] WfA vtz A AL
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ek, G4 Ae BAE 29 44 A AT PIE BAEeld 9 vne
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o) $3 gl FARAW ngA BAE FAY F FAl AY FAAe 476}
G FAGAE G2 Q. BE TG0 HYY BT Az FUA dskw gE G
(phantasie)e] A)F $40 2 59 AzEzz dold 449 & AAAAA dx
AAE dgel F9m, EE - Ze2 sl F op 22 Alzal 8 FIE QelAl %

3)E Kam,— An existentialist aesthetic the theories of J P Saitre and M. Merleau-Ponty(1962),
chap 1
4) E. Husserl, Idcas general introduction to pure phenomenclogy (1913), W R. Boyce Gibson,
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At wdle ZAe] fAE A APANAE AEE] ol 4d AL o 27
VAY 2y strete o shgk g el F-g AdsaEnl Ay wehy Aol
zelAlA FAE g G 9 Yot

oz FAde] AL 43¥A e e Fe] A A&eEe Ans 94 3
olglet. A9 A w89 Fist 2ol MBAon wev FelE, ®mlx s, 2
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gu & §9 2 stz Eele Bl 191)E & eduddE 54 & U 3
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oh, W @he] Ao ek 2E AAL dAYH = oA FuEE HE AR 4
olo] M IEHBh(noesis)F Hik ¥l (ncema)o z A7 49 Fxd A-FA7H @ A

AR, TS R WRS TA,D selAL Ky TR $AY 3 FEg w9l
Be Aolsh oled ¥ AR B aqsn IR i B F3¢ 2w A4 @
A% Aqeleks gel AVl MGAA Kiy BEG 1 WRwe g AT A

olgs & 47k Shrh.

oy 2% A =t o] AR A Ao AE HE Fue 46 Tz gl
v st Ao EAl olete A4 8 olvel SiFste glE ¥, Fetmy v
o el T2 E4E "%M] shel vl "Aze] AZE dvA & 4 dd
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o Aol FolAE A Mdes AL FE fotx g5, 2 ER % gl
A oAb 9 Wolel FAjdA el FA Al Aol AR gy £ad A
g A gAY Hdold FoAA bz ddleh. B34 ole FES 2 2
A AAEe vtz 2 &5 AL A e Aoleh o]t gl A omg
A9 A= olva AL AAE obd, £ AT A4+ A4 £ A5 24
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o] A7 w] o] wlgh Y RS AL 2 2am Wiz %o, 0 2ysl feo)
trans (Collier Books, 1962), pp 286-287.
5) Waldemar Conrad, Det aesthetische Gegenstand—eine phanomenologische Studie(1908-1909)
6) Moritz, Geiger, Beittage zum Phanomenologie des aesthetischen GenuBes(1913).
7) Roman Ingarden, The literary woik of art(1931)
8) Nicolar Hartmann, Das problem des geistigen Seins(1932).




Bigugs) B4l 47

A A AE g v Adolgleh, mE 2] o] Ee AY of Folo] WA dgeln
Aol AgA THE FHY NAES FEHF & AQA A7 W] AHn dve
Aol A, 29 w3 T Fol 4 A AVA g3 gvkE vlale] waA 4w
Aolth, zelv 2d FAE €58 AR ez &4 Fzo OF 29
R L 3« Y B TS ol & B d¥%e TR ddy Mol AAEA gon ghE
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olAl 7A -2l AL dAA MM B F(ranscendental Ego)ell w}dl F43} 2
&Aool el A AgA oz ZAHE o] 2= Ao 2 Ag 2o 27 ol
29 g vgae] A S Aws] Gl BaA vk zEl Y stelwl A Al
afa W SR FE FE 5 o] TAYY dAgA e FAE wpel 2
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+ BREEHEDN 448902 ¥4 28y 788 AL oHg ARE Fulda
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E Aolvh, FAdlel oyl 29E4 A4FY AA o] ABAA A 24%
71 EHolok dh Aolglch el doj@l AL rhA-el (Dasein) .24 9] ¢l 7ko]

A AL 3 A Qe AA Fo EAle, 2yrE BE EAE dd A
AE Br4% dhvhm 2o gs oA g wd EAEAY FE—KE
AatA Hvh 7 A el AL FES JstH e FEAZAL] dAdY MK
BIEEHS S04 419 FAE w7ste wEde A 9 Aok o2 AL o]
193016 Fubell &9 ‘Poldate FH 9 A7 E weldtrlo] o]&mm o] A9 A s
b skl e (BT frdel AZEDP A Zlel v

sloldl A9 d& A2 wtE o] A A Fuwtelich dvkalnl Qze #A Ydule g
of AuA &Aw zely 283 FA Qute ATL & o) F ke Qzhe E34] 9
w4 dlel glE Yol Molvh el EA WL HEm Rl g8l A7 oY
o prol B A ezA meidva stz ] deolvh. aEER BtelEs]d] glelA
T BIEE W8y A A0 He Aotk AF5F s A% A v 29 %
U Az sdd Adel A sk kel g A gk

e slolul AL & EAEY A A 2E deldl 474 g2 AAR dE F
71 glew, 2zng AR en EAFva 3w AAE v 4L Wi TAYE
bz S En A zE 2] BABY FEde] o 9. AZEES] 2w ERkA it
Re Az ol & 4 A& 45 929 AAd vt z8iA= o+ 2§ AAH &

9) M. Heidegger, The origin of the work of art(1936).
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BAony Fih ISHS Bk HEd Fuse Aok @, oqrAAE ZAdE F439
2 Ao zeY Azeze F EAF AE(en-sod) 9} ¥ (pour-sol) 2 T3t vl
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10) J P Sartre, Imagination a psychological critique(1936).
11) TP Sartre, A phenomenological psychology of the imagmation(1940)
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A3 JE A Algste 4 o9 JE oW sjdess FeAqd odRad AF
A AAA Y olRA S A7) d ol @ Aol WA 7] @ Lol

nE o]gomAe NEZERS A4E] 2y o) £ AT g4 ol M 1
e IAEA FE Fedl Add Aelgeh. 2y A4 Fhel AT AP S
Agsted QA A4 Asd A4 Jlsd 24 AA FElsks €9 4% #
S wRord, 29 A gL £ARA T ARl vt M ER . FE T AT AR
EzS 4R b s A4 g TAEReEE e $Hel oMAE A=
© Aolm, oo wld vigx « FE & Fapet bl do] A9 Al Al At
4 ol Atx erz, AXEFH 2 AFA s T4 e o]g of
dz=lg Aotz & 7 8o o] Aol AER . FHE EAEH 2347
ozl A=Al #FlA sk AR odolztn Hzm ge A9 d4IH. T2
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ARl Aol A A TR - FH FA (A7 BAPEL a2 Ao L %
Az Qb o Ae Wi HsY 35 BAE Pol4aH BAE dA Aol 29
N AEA GG Y 25e o u] aliHe] 9glm Aeld,

WEE - FEE AYFAASY A4 o2& Wol=A e e gAY $4 75
(behaviour)e] w}3§l Adseld AuldAEs 7148 vAsr] 9t 2= Jedipy KEe
249 giel Hilkd FAew gk ol glelAl WAelek M A3y (preaational) ¢l
e Af o B wol A4t AMAy(atonal) Fold), AL WAE A FH q
el Aol AT A5 A GAEZ ¥ 445 & Aot BE QU ol o)y
A 2 B AWE 2ad BAEY £UA UG AAE BT AR A4 S o
Az glosl, 2dd JFLL FE LG IFol o 2o A AP Ee] ¥ Hl
o W% Sol FARA He vie) o Bl WM, LMY, 2w AWM AA) WEHe
B9 Qe T3 9B 9L FA8 5w gk

A oNA W B S AL ANoleE Ae HEME delF Bl A8 ox
w @A WA ES A AL Bk RS AFdA wela 9ok wEA 2 AL 8

Aol AgAAAY BAE 2 Aol AgAD W) FAg doeE v A g o
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mw?onty, Phenomenology of perception(1945).
13) M. Merleau-Ponty, The structure of behaviour(1942).
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Aol A FEE Fog etdm fek zEv A7 JFe] FYAL FAY] A2 3
shAlql A FL F0E FHEA e AEHA AdE 29% 2 idEe Aol
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o HAE G, 954 AAon d902 RY fEa AL WA Aol
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A A fReld BE AN szolch zeBR AA I gl EE F3 5
3] Ao FA mvh Agelx] e HE Aolgtn Het ofrleA] o sxEs $4
G BRERS A4 Add §8&3e2H AH(essence)old on] F¥H PF o]
ol F59 FFHQ WA o9 ofF Ak oty 2 AL Ax v 2Fz o)A
H oA feldez AYE Az Y4 285 —RMY EKBl(primary expression)o] eha M2
2 ek oA mulas oy Att AYE Aztel Y8 “hw EIoez FAE gm
£ A FAE FE Q8 el o F4 Aq

BHRS PR o]el @ o] Ad Xy WA dolth 25 Y% e FaHe A
o2 ol Al AFoz APAt, 2@ WF Ak AxHel 5 E3k= ol

kel AAG BEE T4AE dAA AnEe wHEle 25 dAze YFeHe
1 719 25_72,5% 2 AR £ o) AA EFolYw g FRgkE BB FAE o FolFz g
o2+ 20 #ifffe o#d GAA A AdEY s FelA Alag Euk
(sxgniﬁcation>% E%‘ AA Fx o] Hx glvh dAAqd Tyl o
S e TEL 92 AgAE JeAE Al v gl 44
ek o714 R EmEA HEe TEY 22AE J19F 1 dx, EiH HRe 4
prel BiRE T wEases 4% e Y Aol 2y 29 444 3He 3
A= AA e Il 94 2248 AR E da2H, o5 A4 A gdse=
—Z Az 449 FolHde—wzaF AR
& TAd P Gl A 2ol A A 2uEe a8d Ao v Fojd,
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14) A Malraux, The voices of silence{1951)
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Aol = 2 (regression)o] A7 AWstnz et
o F g AFelA ¥l BE  FEE 242 o] EF TR o|Bg 2o TEALR 29
Aztel AT A FLAA, dAAL BHe2AY olE e —f FHERY ook T4
AANRA st vt webA o] wdAlel el KB AAT A4
A BfiFe) #igtel Ak, 2 A A9 o] o @Al o4 MY . A} olF oA
Acl Ealolw, AE e vl NAe] ofd] ma AEsA fodd Fdd AR ¥ o
#A8 el Ald A LAY |A FelA o]z Aol dA oAl glefAl=
wf(ericismyol el s gloh, viAeloz 2 2FAq AY2 fiare #ﬂ:‘fﬂ
1714 AYE v oo wlte] dAE A4 dazt A
whodlvkebel AEA wgold oo o] &4 dAA AY AdAe 2AFA FHALL=A
2 AAE TR o e A A el W Eelnh
2 EE whok BE dg Mg FFel dalA maAel ubE Av] uEA o) s]=
sobd Aol AL vy Do Ao obd Fx Yo wiE o] o] f vl 2T
%ok ASH PHAZTE Qv W e o G dojo A Az Gle ERE WL
6] e dntom A FA HAd Aol
AANA AR FEE £ T2 EA FRAA Aok AAR vHd AdE ohw
A shed QelAl vlwe] vt whFel v A3 H QdsbE ne FA gon] FEdE
A dAA BEel A A4 E Adel 2zel A4 F& AdE s & E5 3
v e Aotk EAlR dAAe vA Zdle] ASE dA A7wE QoA debdel
AR s A & ok 2l glel I Gmstitution) o] Aol =4l
A sheml &= ahE o 2@ Al wlel e, wEA sy fE Adel &
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15) M. Merleau-Ponty, Indirect language and the voices of silence(1952)
16) Cf W. Elton, ed Aesthetics and language(1954)
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& Zojgtzm ddnl, d4Ad A& FFo] E%H Ahe 2AL ANAA T o

o Agg AAduare] opel Bad ddAE ZE
ey 28 g Ans dgd 2o Ade] A9 WS TN dv 4L A A
FE52 3y L goe A A A Aold. Mozl B A
ol 7k A A A sk 9)\%:: ool g HHE e AFY nHAHe BEHLR ¥
AL g 8te] 2wz wHA Az aid AUA gw Aoyt olHF W
olefl Al A T-EA R i%(hve creatute)ol] o) 3t Ao e 9 wE o] Zo] Zubx a
22 2o Yol E 29 v|ge] AERAL] Qlzkel dlF PR
3¢ %*‘a}ﬂi’— Aee FEY wE AL AT Yvige delHz AU 2P o

g g A Azy] F59 F7b gla ofel wEE - FE T w3 A
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olg} L EA W o] & el A WAL S AL T4
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A%, AA5es B 2o Aot dES 9 mr]Fens wiH

B dse RAS TEAeR 2E A 24 $979 A%l A Fold ot
o e Qolsl WEeld. & dgolw 2% aaFel H@Ad g i ANzAY

Ao 3z st dojr. 23l o% )14 (art process)o] R}t PF2) {#E(commun-
ication)o] 4AE A7l Fol vlAstz e TFole, 2Hukd HEA A A o
g8 o] glrta Azsle doleh o374 dEe AFY Ak@ 7B (social behaviour)e] F
o, 28§ P5& FAsE oW Axel slFHe] v Aol FAE w7 dv o

o

2ol elde] MRkelY AR KO BEomal AL wAd, A @
= L ARG ol FALD WEED Dk A3 F44
S0l okt A%l Grhe A MERT Qe Aels 2d% AnEe Yl
S FRAE BEE AR Yol e AAY dEA%el A AEUE FAR WA
durel ] eyl e, ® G2 Fudd a9 YABA FHIAE TaH ol
g o1 AR G Aolwh mely A% As7e] ol ge 2ol 9ol ohie
L

FAL AH5Y g w50 FaA G Acl 2a A A9 Gl A FR - FEA B2

porh
m
tlo
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ol
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A A FAo|v].® o] g8yl BE AEE wAL FIEHE Ans A5 79 A &
ol A kel &l & AW Fugke] fERd AAH, Aol weled, 2L A7 E de

T R&A @2 A JlEE e FHogA, Aol 29 A% SPAA Fn Qv BB

y #2R" ol =

17) ]. Dewey, Art as experience(1934).
18) M. Merleau Ponty, In prase of philosophy(1953)
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9 A% AAY il FIA 449 d5Y AL AAN FA A% F2A=
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R otk WER -« FE YA FHA FFold Ageld A FFw TA¢
Aoz qgo] 28 Eeldoln AETA B9 AL FTHAA FANE F
ot ey ol 41z7ke] #FEE ofH AdAA Aol ZHz vk 2zrz A
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Aol Allo] A E M AAW SEHE WL G4 Eoldh. F 1F AREol
$29 3ol 39 U4 AL AN 9F 29 5L Al dd. $elE
Aol O 2E AEEY G 9 94%n QX FAAAE A F Aol A

Q] AAA F EolA] 5L Aa 9ol 5,

ol el g *J%H b % 1 A 2 AAES] 9FE Pae) shEe) B 49E Aol A
Foll glojAl % ﬁ%{ N34 Y7 JAFE T A=ES £82 57 gk HEA
uﬂ%i-%ﬁm Sam AAon AA FEE gon, A4LE AHAE BAY
5o ol 90 F7 gloka vk AEE oleldl o ARER TAE flen de 9
A oA ARE F9 vl Aos sjAE 5 A & Ao AR« Frrt 291F AR
Al el
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{Abstract)

Phenomenology and Art

Byung-nam Oh

The first pait of this pape: is to sketch the main line of what has been called the
phenomenologists’ aesthetic doctiines The purpose of such a sketch 1s not smmply to
intioduce them in chronological oider, but to examine then basc assumptions and
appropriate phenomenological methods, 1 e, the disinteiested aesthetic appreciation (M.
Geiger), the natuie of the aesthetic object as puirely intentional object (R. Ingarden), and
the imaginative artistic creation (J.P Sartre). These examinations are intended to show
that, however phenomenology has been applied to art, each of them appears to be made
as 1f art could be explained in terms, iespectively, of appreciation, work, and cteation,
and, thus, to be structurally limited.

The second part of this paper is, therefore, to suggest the corrective to such misleading
and naitowly defined approaches to art [ think 1t may be suggested not by bieaking ait
into its constituent elements of appreciation, work, and creation, but by considerng it as
a whole process. If then, art piocess becomes a communication of some sort and naturally
implicates a social hebaviour. That s, ait has to be explained in terms of an institutional
means of some sort Here arises a dilficulty for the undetstanding of the conception of art
as an mstitution. This 1s mainly due to various old assumptioms that art is primarily an
individual, imaginative expression, that artist must seperate himself from social contiols
in order to achteve the aiistic autonomy But these assumptions involve the f{undamental
mistake to supposc that there 1s no continuity between the oi1ganized tesponses of
individuals and the formal customs of the geneial society.

In oider to examine the concept of the continuity I tuined to the phenomenology of M.
Merleau-Ponty who wrote “phenomenolgy of peiception” alieady prepared in his first
work, “the stiucture of behaviour”, dedicated to the metaphysical pioblem of mind-body
mnteraction. 1le gives such a wide mnteipietation to the notion of behaviour as to mclude
the sheet physical 1eaction, and tiaces the evolution of human cultwal activily through
a dialectic of orders—physical, vital, and human—in which varous kinds of {1tom—syncretic,
mutable, andsymhbolic—ate organized in the hehaviow ofa living organism. The supetiotity
of human behaviour 1s, however, that the subject may transcend 1its purely physical and

vital nature in the construction of a symbolic situation. And applying his revised
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gestaltism to the facts of perception, Merleau-Ponty concludes that an essence is but a
conventional or arbitrary name tacked on to an already experienced from of behaviour.
The first and pre-rational experienced from he calls a primary expiession, which he
claims may be analyzed and resynthesized in any fashion whatsoever by a human subject
in secondary expressions. Therefore, the totality of primary expressions constilutes real
human history and forms the subject matter of written history which 1s also likewise a
secondary expression as science and philosophy., Here he links primary expressions with
the individual ‘parole’, that is, individual assimilation of the living ‘langue’, by appealing
to Saussure’s general theory of linguistics. Thus, for him primary and seccndary express-
ions which may remind us of Croce’s distinction of intuitions - and concepts interact in
such a way to enrich or impoverish the established language. If then, there is no
individual activity aside from the insignificant release of tensions within individual organism,
just as there are no completely determined examples of sacially controlled i1esponse. That
15, all human activity 15 more or less individual and at the same time more or less social.

The final part of this paper 1s to indicate that for Merleau-Ponty ait assumes its role
as a primaiy expression in this system, and that it 1s of institutional nature. What follows
1s then to take imnto account some problems which issue from this argument.

First, we have to analyze the mstitutional nature of art in such a way as to isolate
the special function played by that institution. In a general way this purpose may be stated
as the development of novel meanings for Merleau-Ponty and then art must be expounded
1n the general theory of knowledge for him. This suggests that there is another kind of
knowledge, though pre-rational, and that art is likewise a from of cognitive activity as
science though diffrent from each other in theiwr nature. I think it is really a philosophical
point in question whether such an argument can be supported. But it is significant that,
if 1t will be accepted as having a valid ground, a bright prospect would be promised for
the foundation of philosophy of ari. In comparision with it, it is worth noting that even
the minimum ground has been difficult to be arranged for philosophy of art in Anglo-
American philosophy, and that this philosophy has advanced philosophy of art criticism
instead, though there is an aesthetician like Vrgil C, Aldiich who has tiied to woik
out a philosophical ground for the foundation of philosophy of att with dilliculty. Thus,
we can now say as follows ait 1s a walershed, and 1s offered as a baltle field, hetween
two camps of philosophy.

Secondly, what I have found intetesting is thai the nolion of ait as an institution 1s
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also analyzed by G, Dickie, an analytical philosopher who put the definition of ait in

terms of the art world suggested by A. Danto. Indeed., there are incompatible differences

in many respects between Merleau-poniy’s and G. Dickie’s notion of it, but I think

we can easily discern a difterence 1n that, whereas the former tries to expound how art with
its institutional nature comes into being, the latter tries to aigue for the existence of the
a1t world by desciibing a considerable amount of information about 1t. Heie we can [ind
a certain relation belween both of them, For, if Dickie's conception of the institutional
nature of a1t is based on the existence of the empirical att world and thus a possible
ground of it has lo be affirmed in any way whatsoever, Merleau-Ponty’s explication of art
as an mstitution would be a philosophical ground for, and a pomnt of contact with, that
existence of the art world.

Thirdly, since the argument that art is an institutton 1mplies in itself that it 1s a
communication as a kind of social activity, att may not o1 can not be isolated from the
other institutions of scciety,i. e., religious, political, and economic. Thus we have to take
into account the effects of art upon the society. That is, these effects 15 not exteinal to
the nature of art, but is already implicii in the notion of art as a social institution of the
communication of the novel meanings. So, the philosophy of art can be consummated only
when it is extended to relate itsell to the social psychology of ait. I thik that this new

approach 1s to be pursued for the solution of the dilemma of contemporary aesthetics.



