A £pree Bhd B devge 944 44

1° % g
(s} 224)

I. M &

$E deREY vy HAE 29 o) Fo] AEoEA HYE vFH BB 9P}
= od gsd gt St dEZEE AAe EFo] gle T84 (disinterested) BT
2 Ug w 2R A 2AE 93, old 2R A= SnE god £ Udoke A
o] W& Blxge duoltt, oy d&xE JXe 2RE FATeEA A He A
d, & 4 29 71 @EQ Aoz A9Ed. ol2F oudA d&AEY HAE 3
A3 27 stolA vd AELE dodA Ho2zH ZE £33 71X (instrumental value)
ojtt, =TH ZHX& EAY thde] zte ZRZE AVl AN wjEe e JRACE olyh
Z 2 A9 7R e 2 AA] A ¥z 2] R EA Jqde A s, &
I W drel 2719 A A (extrinsic) X HE F-& F= vk old viate ©wlF B
9] 7tAle g EAHdo Fdoly] wie] o2t I AARZ JiAUvn AWET. 2
9] 7Fx= 2R ¢l 71, o] ZFX= WAAE (intrinsic) 7 #z & 4 U},

v Ao WAF 7HxE o3 HEEdMe FRAFHE i 7Idske
AEd. dAd 2 AAE getadvs 53 olfd oW g EHx glo] i
t AL HxEs 28 d @z ZFAEA oplHe HY TEFE dFA F
glojol stuz alA ZE rixe Fd3] WAHge Aol
Jev ASAER viF AES VX E AEEEA aRol st JIE £ vHE
FEGE ARIDE Az B u)d FdE A2 UAF X E vl dE o
< BA &€ F v F, vF FEe 230 tHLE AU BE gEel XU e
Aol old7p? v 27t FAAH HEE FHold vA AEE @ dEz 2 AF &
A ol Ay SRS =7 A] REddE e 28 BES HAAGn & AJE

Wl 27t fle dAEsel dErt dvn AAgud, fele vy dide xR
otz v|A Ao JIXE =FAoR HHde Aol BlE 1zlo] 2l o] % v A

pa

A

ol

g

Yol mEE 19949 AgdEgn Bl d¥dtsd T A odF Ay,
1) Stolnitz, Aesthetics and Philosophy of Art Criticism (Boston: Houghton Mifflin, 1960), p.43.
(FA: 2Bz, o8z vsgds, (e¥d o, o879 A3, 1991). p.49.]
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S wrate Zole e, 83 FEE welte AME AEA €9 dxe v F
BEY NMHE miFR R A d 24 nlo]Zz] (Monroe C. Beardsley) 9| H|H o]
25 Ads AuEn, 9d vF didely Ay Ado| ze JHA7F =AY Folgd
a7t F4ste @43 d)4) (phenomenal object) . 249 mlA thAdoled gL AR
HeE WHE Jlojrh, =3 A4F ez v digeld Jide]l 7328 o, A%
A v Hg R e uFd g =23 AFA S dEH2R dFstE Felrld dA
2449 Aeln, a13% BHo 7P T8 TAE J44 248 wiAlste FRAAH#
Aol ZAY HELS F4E Aot

I. Hoigalel =75 0¥ JIxXE

1. g|o{E2|2) H|H" o|&

ojzele 19 B ol HA dad BF A BT A4 Bk A9A
A2d ool 8] AW & JoE AL P AT B8 AN BEe Aol
2AG Aol ohirlel @A FRAY WolAY, FE9 277} He uA B 9w

487t & F Qe T 2 WwIE £ ot HoEe HEIIEC] 2= dR
A 7HA Bkl 9 (“good’) 7 A8 TR JeEx = FEY AP E T
3 =28 + & ZEclgn FEIY. a8n a2 W 7B $oiEE AT siNud

mlo

o AsEE v AFE BT BB F dvhd, vFeA 74X wdel AR
g5d + & Aol

e 2AL 2] N 19 Woh olee F A 4R Broz AH 9
9. 2 AAE ded NP eld B A
EAE vd 7x 9 EZo #3 A9 =FFgH njAd 71X E(the instrumentalist
theory of aesthetic value)ojt}, o] =FA Ul 7|F & FajM = 7R &l AHH o=
BASHE FeAAT HFeiA A5 Aol

oA tfde] 7k dig #e ¥ A Ak (critical judgment) 0|tk -] 7} o] 27 H
BA #wee] ZA dF ES 9, HFEIIEC] AAstE olfe Ay Az dE B
o, HlojzdE VA B olf8 WA, A (affective), AUH ol§2 PRI
%, % 2o Oz w4E, PPE ol§EL vHA nud AW B Aoz WA
.2 ARA oGt AF A SHolt 2% AAste BAE ANsn, 927

7] && (the general criterion theory)e] 1

2) Beardsley, Aesthetics: Problems in the Philosophy of Criticism (New York: Harcourt, Brace &
World, Inc., 1958). pp.456-61.
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ABA o] FZEE YL AESTE 7143 (descriptive) v 314 A (interpretive) & E
2 woled u ¥HY AAYS AHE + UH.

ABA ol A wFe Slojd FF3] g F o, HojEelE B 3l
Aol RE uA Ao HE&xE d9r8 79 (General Canons) 2.8 $YA (unity), 3
d (complexity), 7>B4] (intensity) & Ex 3lth. ¥ ofd] wtaf shute] ol& F2oM Ut
Hq 7|Ee 2 A&t 542 MEA 713 (Specific Canon)olet & + 3lvh. AE €9,
Aol AN A7) (action) e} Alzro] oW FAEFE 1 AFL oL TdHE A
Atk A 2L AT dolate A A Ve AR et o3 71&Fo
‘e At B A FYAE AP 2RE "5 YA (disunity) 2 43 vlH o)
de] Agoltt ok 2 AR AF L B d¥rstE o, a3 @ F2d F3EHE Aol
ollm BE o& %okl H8d $ UL RAelth.

Fol WolzTE YA FHES UA gge) Bk 3o AR TN Ae
dn WAHeR FUcH O YAH 7] % (primary criteria)ol & w14 e THE HAE
298 998 2A @1, 1 54 AAe A od oA el A 2ghe
Foltt. ol wlaf o]xtA 7]F(secondary criteria)o] @ mA o] HHomA, 71E
Sd e B4ET wANA Fese A0 aAd kg 2bb AW A1EE 2
s 1 ol4e 3718 #2 + 2k B4EIG dE o 930 Yol quxee
& oln) EAde B olAH 43E WEd 239 F7b7h AF DA AT(clE B
gt BUPE ¥Y 4= 9ot 1zl HAAA @ A% AR W AFe
A7 (FER) € dol=d FE Yt}

Hloj2es} AR FYH, 2R, 2E4el RE WA o
czx APt BAe o =B FAst omz, du
AR Uk, dusE Sele BAe oaig el g W o¥A wHH =
(critical arguments)o] THE AMY BRo] Qloide) ABAQ =FHY THY ¢ Aes
s wolzoel AW AEste o dod, mad e S4B B LAH AE
ole stjas S weldi Fgol gl YEolT,

27k HEA =L $E87] fla) AHalol st AWM HAAE LA AN TR
29E 744wl £28 4 et sk BAld. 3} wdzae 4uA AE
WolEa], o2 T #3 ¥HY =55 FAIUE bS5 #E Aotk HA: o]

o 2
F2 Fo 28U o] =5 AAe &2 FHL

Age Bdsel gtk AR 12 o &

3) Ibid., pp. 462-63.
4) Beardsley, “On the Generality of Critical Reasons,” Journal of Philosophy 59 (1962). p.485.
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£ gloy, dusld oze A Bud dARyY sbA B9l AEe =39
Mol 2t HWA w=3e] AWAE a7 AAAE o 3L YA Aoz
sk} BTt #AF Feo) =32 AN ¥ RolT, ol A¥Y REE B3E
w52 e 2ol @ Aot

[ol2ixeld F = BdEE Ad 2ZE ¥4 Oi¥EL $1]
ol A AL AT e FLEE AU 3.
=, o uH L Fr

a2y o] =52 AAEA B AW, hukstd AAA AA7E Fol ofhyr] mRol
o FdAel BlA JHAC #dte AL EHJAY, F BAQ ddo] dE SHEA
t Tdsive 44 Axd mE 2R AL SAEAR, LA AN vA o
29 F5d dexPoly FExAC] HAE F¥H.0 f3he FIAHE THAA FLAEY
Ve rE FL vH dAoF £ e tEE 2R I AT =9 EFEH
28R Wi £ viF g $% S, = Jog AP Fxe FUHE ze o
dolgtx: o BRI ZEAFY vvg fEd F F 9= 4
& & o mEA voEEle WEE =5E d9HeE A7t AL st
ste HEA fHELS e A 2ota 2ES Ud

aHY v Ed st oA EAle ¥/t EAY =5 AGHE AFNE
o sjFdErct.?

[o1H A2 Fxre T A S F2 3oz D=e AF] sict]
ol M g2 olHAAT = BLEE F U
atA, o] v gFe Fot

A9 wxelA AAA AL APHe BB Vgolm, Avo] BASRH LA
o2 E29E ol ohith wetd welZee Fd4ol v tael shae) sldeht,
aR¢ Aoz ARAE Aol okl 9 ARE oHP AGA ATHo 4%
g 5 oa Azete £9T. aeu, BAe 4oz A9 =3e AW =z
ohth, ot 99 £FE& the Lol TARY FHsAT)

el 23 Fxe T2 A S F2 Aoq e A o]

5) Aesthetics, p. 472.
6) Ibid., p.465.
7) Ibid.,p. 472,
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ol TlA gL olHAUT A= TIFL F U
whebr, o] mA e F& o] B APl U

A9 =5 P33 d94 =Foltt. a2y A9 =59 ZEL FHAY =359 1
A3} ttzr) g, HoZYde ¥Hy =3& AGAl= 44 %I, 22 g7
E L9 =zg 7% ¢ (astrong principle) & HAAZ 3= =Zolm, HY =ZFe o
% 92 (a weak principle) & HAZ 2t =Folgtn PEIT. oA} Fxo Fd

€ Ad 2E 93 dAELS F e AAZEH o] nFy ggL Fd' e A0
U & Jov ‘F' e FAde ‘F o] 8 Ao Ut e ox IR 7}
2] (some value) & zt=ch Boh "R g 4olojth, aelm oy Ze dele AYEA
gt U7ld 9std violEele A vEH =5 BN BER a3 A93HA A4
AE /M dgol BHE, G4 vlojEert FHAY =37 e FES 19 vH
o] BollA W3ty W&ol HHA =35 AGHA Aol APk Aot ¥ Hlo] g
7t 2% A9 G deE EFPTE AME 19 v o] Eo) XPHY HYe] B £
got, 1 BAE o =R FAl7} ohmg a8d AHE AT st e F
AR woZe e vy iAo Wi el AL AuEz},

2. 0|H 7ixje| =FFolH Y

D) oA el =74 7%
oAl $elel BAE W ol| uH Y] Frhw SARCE, TAE oW o] f2 FL
e Auee Aol BE o =24 @ vd g £2 F94 (E: 24
A24) qE Aol BRIl fele) BLL obiby RMA AAo] P Boolet
g 5 UL Aotk = o FUHE F RS FL A0 BuE Age] e
olo] mg woizelel Ugre vy Uiy BAYL I APl oM TUHL
fuael | digdel %o B450 1 AYE 5 A, & )y Ao wEw, 1o
2 ud Age Aoz 1 A4 AAYokm @A) gRolg HolT, HojZeE
AE BEE wolsolN @ldl, nd AYES A YES Fad 498 & gl 292
o PlH BEEAe AEUme A% vH HEE Fod F-BE

fe

RH

lo

2
P

i Qlry, wh
of AcAE olele BAQAT— wA Aol “oF Bl HRA D U3

2 AP FA 92N FU9E + AAT. WA voiZee uH Ado|d S=
) FR7b 2dx, 3] AT AL 2ol & BAE 23 g Aol

l‘n‘
offt
2
o 2
9

8) Dickie, Evaluating Art (Philadelphia: Temple University Press, 1988), pp.61-64.
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HlojEg o] wad v|Ad AP 54L& td Zoh AA, v AP AP A
HAHY el olF Ao ) (heterogeneous) FEZATFHY FAHRAEC $lo Fost 243
238 Btk EA, vH BAEL o= A% B3I 7Y (an experience of some
intensity)o|t}. oluje] ZFHEEE FAAY £ g AFU A9 FHdo] olyx ¥
3H A AAC A otk AA, vAE APL Aoz AT A2 A (hangs
together) =& F 4<% Zolth. A, v ZFPE 1 AA dgHez A" FFo)
B0 o] BEAE Zu e Aol vy AYPolatH, % AVNE HE IS ol
EAY SHES =E8A B3N ¢ gz, 283 Aol 2 Ade nE Fde] €
2y Hlojgdd waw ety g JFH Faolvt £3tE EAlY dde] vH A
A FA Hdd 42 AU (consummatory) FEES JHd Fx 9oy aRE AMNE
WA Fgol 8 4 9ok, kst nx A8 L 332bA A A (sensuous presentation) v}
2% A4A W dRAoRE ABAA F3 BHI) AAHY Qojof s7] wEo|r},
e vzt AELdE FARD 4%, & VA dde A gdelEes F49
EAEE FAA ded A4F Ao tid HEANAM A oA 2 Rolt},

ol21d mA ZPEL AT FUA, FEA, BIHY Fxd o 7EE F 9
oomA AP £ FIEE AASE ol A A S FHEE o2 =)
(magnitude)Zt= &1 & AY3H, L2le vld Ady 27l ¢ A X9 dagdn
T 4 Aok o vA AE 2 AA9 BN 594, ZEY, BNl AREY
A, ole %3 v diide] Za dx 44, AEA, B4 pEdgE Aoz ¥
A7 AAE FEdve AAER BA G4 vF gL JINE 2A =He Aog. o
AE vogge o FHAES Ze Aezd vx AYPod AR FHI slen,
olAl mA tiFe ezt 2R diF “HAA E7 (practical purpose) & ZA "1l
g a2 AAH RXNE vE RS st Aolrld AUk A9 A 5 U

olAl WA e JtA e aAe] vAH AR FIEFoEH ZA He =7EH s e

9) Stolnitz, p.42. (94, p.48.) 2&8ze "4 YL 4H3r] H8 29 Yo ge RS
st AT, ole "H FPe 4AL 43 welHe A wi oA, Fod A7

A7) WEe ohd Rolt,

10) Beardsley, Aesthetics, pp.527-28.

11) Ibid., p.530. AAA EAL 2x Feote TL w2 “FTYH" o) Aol onlste vt
HAFR REY F QAL Ll WA WATAL RTYH A8 LehEolA e °l
fE 2ee BEE Hohe o4 Adst 25 Re2A OE 94 Jus PEdce
& 2387 9B R 2o}, 941\4:6}‘5 FAE 3AE A4 g% volsdnE, 2} T@
Sax st MBH Beel 4HA o] §8 SAsts Ans} H7] Yo o}FE o BAl
s d7sor & B xgz}eu}.
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Aol ¥aAt, 714 =FF9A 71X (instrumentalist value)ol] thdt Bloj&e]e] H
< WA s AW 212 aA)

v ZF) 7t M3t FS ("good”) S "olRE F& Xolt g ERANAMAE £4H
(adjunctive) §H o2 2ol A9 Fgoltt. 2Ex ol Afd F59 2A= X
9 Fi ldEHE old 8L £ & e X9 FF(capacity)ol] 711t} ol g
gl et dF 229 el 2REY WA 5/ & (internal characteristics) &<l
X T/RZ EFEHD, = X T/ &3t dide] 9 T/ &3 e & &+ 9
A Ee @ ¢ ddgz AxRRg E5aA F¥ste 2 98 P =2A o}
AN Tttt dz 2 FAE wojd & JUE, 2 42 tE A= & F UAN,
AAALR T PFHOZ Bol Zol 0 (L F£P3te HAY (FE Ffde /Y
g w2 ) EFY Relg. o]d A 23 FHE 715 -d F(function-class) o 2}
sta, 2 FAYE Ve devn FYdn. 714 AdH g JsE M 5 ol
oBg 7% AFAAL odxde FHI Aoln, I 1R niKI o] e I
(2 7t 71%-3 9 EFAY Boladte A& & + Yot

olAl "] AL FL& Xoltt' & “o|RL Xojx, ool HAFAHLR FYP3e X9 75|
ATt 2 #AE ¢ vk & “o]RAL FL2 #x](wrench)o|t} & “o]FL WH|ol:, Y
E(nuts) E Ede (F2) 58E FY5pld ERA ook (H3tk, HAdh})" & v
o Aq7IA 28 AL =Vt £do] Hie AL L FoEe Ho) AAHZ e
AHdelth. & Hoj&Ee] “Fe X'o tF FodMe ‘FLolge o] FAgdE U
Bt 7 W&, FFo ti@ Ao AxEA @ . F dide] £P3h= VT
I AAE ZkA 7L ke Zle] AAEZ gl ole & WA AE AHosid e A=}
FHHAY A2 =122 WA S0 ugeA EF AAE A RE A
A Al Ao,

olAl “FL WA g o W =FFAA Ao O g Xe
e Ke £ 0d AE(S, AT 279 0H A 22 4 3
(capable of)" & 9w gt} X YHU YL (better) v]d thdolrt' & “X& Yo 3 4
e ZEEY & 279 A ARG 7MHNE WA AEE) 428 5 de 9
Fol A E ofuitt. 71N ‘gF olgle Yol 32 %ol (dispositional term) o] 7]
o, X7 2 wA didelgte AMdel & ¥ aRS AAE 9 L vy BIE )
AA B Aol FE BASA ¥ow, oy e A dxde= Zdvh £3 o
Bele vA dde S4del A AP AL wddle], FEQ F29 A=) nE A

3]

12) Ibid., pp. 505-23.



100 A X @ ¥ (E338)

B £ AE A= AL GoA] A dukE FH (General Canons)E F-3)
Ag 4 gtk HlojZeE AAY wHEEgEe] A durd Fd uet £PEdn A7
37)e), 19 EFFF Fely AA L wiHg g & gdol "dojAty F33)

2) 0|d AYel E7A 7K

ezt vlA e g miieHos A¥igw, njd Ahe e oqu
2o A wH AR ANE 2 A AGT oln LAY 2 ol A
& Mgt AAE MWL @ o WolSole AEY B AH FRHY AL opg
g7kl YA B el B 1o B, 1S ANE AW
AYe) FANE YolNE WA AEH BAL JbE Peot 9k 28y $E v
27b "eA vletola Rt QAN HBEY gL dAWsteE BgAA 2
drtex 94 4 Ao ole AR UF oz A% ek M dRL ol
3 2g Rolth: vld AYe 1 AN AHQE, GueE ARse] 2RE 1 A
2707 gEoltt, U $EE 2 AA2 Z/E A9S 97 6 + gL S
ik, aEln ad@ B9 Fole o=, whekel Egoluh P 4@ Ton g
P9l S VAL 2 APE 7 AME SAGE AL FHFE =HA Hge
£ 2e A7 g, odF 9B Az wA A ARNE 2 AAR 249 9
Meoz sd 4 goh, 4% o\ P97t oW AWS FFI, 2 YUY 3
ste azie] AnE A% FuA FA S5l foh oA ErFeH HHEL uF
del HHE 1) Anel gaty BAScloF dhn 2R old] el <i71H BA
oulE ogd 24 A4 T 48, v Be A 2% £ o AN 249y
| Hze ARE AAeA g DA} e F YN Fuvke wEo] Ue + Ao
ey 2ele] 949 2 oud AE oA g BT 9ok qusd S} ad
g AAPcte A AL ol 2 A Btel gE BdE TG Aolw, S
AA e Sl St 0 AL e G e ARE AL Aoyl G
o A2 $ele Y F 1AM AAYE AP US F fon, ok e A
F 2 o= AT 2 AAE 2R N7 A¥E 4 frke Telh,

=797 ANEL BE E74 e FFHes WA A2 ARFAY, 2R
of elEdrhe 1He BABG. of olgd weam, ¥ v B A% 979
A4z @Ad & HFA(fnaolw WARY AXE Qo olg@ ol &l St
&8 Aol golAlel WHo] Lo HE 2AcIM waky Aol WAA ANE HE
$98 Roln OB BE AL 1AL AN AP svozAe NS Adthn 2F
o

=
oy YEE 5T AAE] olFAY ddte RE AL WEsle ofF RE

B

d
2 &
)

o X @ g 9
o do mo my

i3
i

i

on oft

i
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A 2oA g T EE o] ad olZ2e FUQ oW AL HHY + vt 23
B PR Ed F Qe AU HAE + e 5l gle, AL g1 e &9
g (pervasive) 393 A (regional quality)e]t}. olmix 8§ ate 7lx]o 3
AAG EAe doluA @&, $A4 i =AGED) Y, JmA ded A7 gle &
d Aolth., webx Eo] Qe EFale T ded] FAH B B ojuF TN F
H&= 7Hd + gle Aol

FeElE 7Hd 83 AeE5S Mdo]l ZasHE Ao FAY HEd g Ao
pFaof gtk dgol@ Iy Wl e 7] HE 2L F4HQA A Alole Heo] of
Yt 34 2 @99 AAEA Jehde R5EQd AHES 2 5 PYE Alol9
Adeloltt. ol2g dge, azle] geAolatd, nHFY E2 5 (ends-in—view)o] #A
&t 7}e 3 +¢E (available means)d] ol g o2 RE L}—% Aotk EE A7IM 1
T EFo] vi=A] A Axge ‘%—4% e Aol ohxm, dAvlER ddig B4
IR = oy, 83e fEt REEHES W ¥4 + glenz HA
B o® FAL azle] wFd e o o3 BEAE HAA g3 AT Aoz o
7Y, a2 B $89] & AFAM vk £ gitkes Aldelth, BEE gREe A
ol e FdEe FAo7ld AdHer nFHI, YA Roly /HXE—I8,
AV, 7, NS W (privacy), Al919] Al o FFe AH 5—o] UAT 1 o

AZ 71 A AdAA A opr},

a¥gd vd B3P oW BAE @A) AT Faolr)d AxgE d' ALY

HlojZeyt =& vA B9 avgE oL QC}. 13 1. 98 Ade 1FE &34

T AAHA FEE FALT. 2. vA FPL Fe LEEL Ao} oM HAsn, =

mlo
:L.

d

% (integration) WX 238 o]|f& AL F&tl. 3. vz AYye 7z Auy
(discrimination) & MAHA ). 4. vz B3P F4H L FAAA el P =l
< FE F e $HE ATIY. 5. vF FFe, dHez DIty FaAA Az
=&l HE Aolu, okvix AzErlRuie 99 dZo] Zaith 6. vld AL A
A9 §427 oldde FAVTh 7. vl AL ANl U@ o4 ANFT. o4
MlojZe st AAE A RYel EFE & AAXNE YR X7} o}, e v
2@ AR ale] dedle AR ZddA AWE £ e FS Aok d).

. ol X2 0™ =7Fe

1. 0|8 E3F2le 8%

oAl =FFAH wlA siA e d vBnES FAEFoZH 139 HIAHS A¥m
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A WA HolZzEst A AFE, EFFY 9 F oH#e ogid 29w 3K, =
TFY e A7|-REA (self-contradictory) ol v}k, m8 FQ1 23 o] glo] o] U + 3l
i AU Xe Y )7l dEd =74 /HxE /MY Y JRRgYn 2iks
AL A7|-EeHolge Aotk v dhvte] didte] =7F X E Zede RE o
Aol =79 thie] 7IxE Ztethe AE 5 ®olvt, @ o] =74 JINE Ze
e 25 od dido] WAd 7IXE getes A4S 2E9A Fer. o wde

B3 AA =73 7HRE M F At AME 2% dA U K3t EXN, =
T390 o]&2 9u7t gitt(meaningless). HutdtH old A= WAH AXE AR &
=dd WAA R g £ o] AAY HE&HA ¥on webA ofnis} gtk ¥
od "RE JRE EFFY gy AexE Aurt §iA Ede Aolth. ey o] i
© o9 vyt 239 AAA S Fhddte HAE Lolsd W AP, e
AAA Re B £oEL Au|gA AHE3tn 3Ur).

oAl wlA Ztx Wi, M2 dEHE =& AHES vF A& E(aesthetic
autonomism) 3} v A L FF9] (aesthetic instrumentalism) gt= A2 st A HES BA},
o# Aggel A e dAFodE dFcldd, ud =7Foe 3ol =FF]
e 43Y Aotk $ele aRAE] FLZ dYPHert ® UPATE g4 ddde
7V AEs ASE A, ol vH =Foe FIE AT FoT AYS v F
7] W &olth,
1A v ALY =T di v #AL & Zrh: mFFdE e E4
&R gle(redundant) Ao2 BE $& itk 7+ o &2ES JHX7 2R £33
18 X)dl FdatA de Feolagtd, 28 715S Boh WA FPste Fdo] AT
dezEF e A € Aod. <o ¥AE Jlste v AEEAE =FFIUL
deo 442 F 7kA 594 (contingency)d] 9|Ed = AR WEGE Aotk o A
= fE7t XE AR 3z, 8= e dom, EXRE deFIdEc] JL= XE
AEste, T €2 & e A FHolojof dvte Aot} AW vlF ol

FzAANAY FHAA . weA dgo EE $AFA W=e =EFo:s
259 A S8

olg{ g A-EEAY H ] Wi, =FFAE F kA d&HS 7H 4 Sl A
€, d=9 EHE azlo] Fdol& Btd Ao HFHse o] JTH, de2 &
E H71E Aolgke AME 717 0] BolEole Aotk vt ol dHEE HAde A

g

2]

13) Ibid., pp. 574-76.
14) Ibid., pp. 542-43.
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o] 19l EFFed old Hed AR MH R &S otk dustE, =TFAtd
A a2 Az AXNE 7D ol 89 &3¢ FASA A% EAste (53]
2 A9l glv] WEolth, A< e FxRAFolge AEEAY AAe =T
ARz E PolEd 4 g AAY ®eltt. FHA RS, deFEe] &% fe
o2 B o83 MeAAE AFFAANT, JAS A& AAH R = (actually) AT
olgtz FFdhe Rojth. el A HoEE vH AEY 4 VA EFHE E

OH

-

=

RO U Y

d&atFol el oA = zﬂolah: Aol a3l $ANE §HeE Aol oide
wole Aotk dz, &ddSole) Aote] = Az 4 A9 w2y LEW
3 ogled, dgd] Yerd v #2% a4 ZAush 254 Reht B3 (peace) &
A agn o $FL Aol EAlE @ F4 F7HE oy, Aol 87
oA REAY Roz A: $AAN g} dLe WAL HHALE =7H A
AUy, aRe EdE $9H P ¥ 4 gith

T

2. 2/H TRF2

olA] A& /INE o= FEAXN =7HoR 49T £ devteke BAE YIl(T.J.
Diffey) ¢} &7 (Robert Stecker)9] =298 FA oz AHuEz. duE 19 =& 7
A 5o g v ZAE&Fe vigo] AR AR R, weiA 1 FERE 49
shA ¥via FART 1D dule =7FAEe] v =3FE fEst AdA 2%
WA fAHA 35 £ dvke A AR F, Y A9 AeF JhX R R
22 F e AHolgt 43

v dge dAFR e g 3 v 2 u)d =3Foxtge] dg9
A E 2Ad o8 AR uFH AFLEAS H|Wo WA uF gRFEgA4E n|F
A&E E3 1 Y229 94 27 (contingencies)d] o]&3cty wrAdcH oA 7
Hoz 348 & Jouid, FHE Aol Fag o, of &g od xx

il
Zoltt. mA WAdE s #HAM Eves A §A XY 2Holm. 7
] i

o ozt
A e A Bad FAE Azold AL 23 WuY. AL WY A
of AuA G A opdAl olel@ WA e nlA AeEAE FHE GEE AAD

15) T. J. Diffey, “Aesthetic Instrumentalism,” British Journal of Aesthetics, vol. 22 (1982). p
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Ak, aRe vA =FFE o™ FHE 7] AT A SV AE VFAAk &
2237 o P99 A3 = HFH JAs EFHD ivke Aotk AgEAE vF B
z7t AF3Aer F9E7] A 23& A, vH AEE B8 Aol st of
w3 Ay HFH e EAS A dushd uA @z o AH BAAAHA
(self-rewarding) #0]7] WEo|tt. =FFAREL d&Fe] Bzt SEFE 2HE
Zstrlel 2 A3 W& vy Az F/)7b FE¥sHE Aeg et o

agdd dee =7F 7R WAA e AEF e FAdold, a2REL o
BAE 7z Q7lel due o 29 FHo] YA goa FRserb dde d%
ZHES AeH M BES &2l 3lo] A (persons)o] A& ZhA| o wlfste] A
ek 10 e oaE, AHEEI}E g Aldolsa e o4A EAE 2 AAL
EXol7ld #dog AHEHAAME & HY, wakx felo 9o EAHozA 139
EA7F 22 st 7HAE e @A FRAA EFo] ot Alge a9 EAL
I AA BFolrld, a7t @A FHo R 2ol OE oy Exozw UAE 4 fle
AAAQ EHolt}. o] & daeHF s HEIHE, deFL 2R EA A}
3 A#A EFote Aolg.

d¥e zAgeAe o2d F4L LotEd dexF siAE UAHeld, a3l
dezFol e 7t AXE e HdA =7FIE FEIY. F =FFY 9
2 ‘37 (external nature) & A FTHA, o&g d& e FHAM Hrbste A E=2H
&1 g5 ojoF drte Aolnt

ETFY A 44 Ee dH AFE 9 v} 2L FELS T HE
T . e A #F(activity) o2 dg Awke] e A —dEd 23
(apologies)—<} WEH dgatFol zte 7HA—a EFS Frl—8 FEIY. =759
€ ded 2z 7H‘£Z}%-°4 g7} Atele] #AE *Zﬁﬂ A, ¥3 #59 WA=
geptt. & dze Yled ¥ FYE FFS FFY AFoW, BY 1 (F)
5T AFoH 2AL ded e £89 FITG. aHY o]HT YL deq
BF. e deFF %‘ﬂ‘sh: 71e] dl& Autrel ZpR st F@eA dydoe A
258 tdg. S dedEd 24 vdoes griste AL de Ante] XYY
2 AGHE o) (F, dedd §3)E At ded. F ALEAE FEHI A4 F
o tal AmME P Hrle &9 STERH AAHEe 24 A AR FE=
Oe AHE A48 F ge Aoin. ofd sl =FFdde §39 BHtE 2L VE
A edte Aol Fdo] ARHJ =V B £ gtk O BS ol =3e AL A=

1
1=

16) Ibid., pp.340-41.
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AEBAE] LIl TEF'E e Aol okidn, T e oW = A=
ot 2E] EFoltn FIE olfrE ©A 2EY AdrF 24 ol Fd HHE =9
Ag/dold ofdel 2ARLS Bolnl, HA vH3 =7Foe duo] dAHA de o
= @A 79 HFEF] AEEAY M J12E T3 st A7] fEY Bolo

ud =7 Aol oA M2 dYuHe A e X 2Y 9. 2 HE
T e 4FS A A7 E F AT AAE AT A&, e AT =+ F
9, a8Eln ARt FFEoltt. FHEAT deFdEY JIAE A, F 9F sA 9
ETA VN2 FAddn FA8T. Oy Al gRelrie & FdES 43 A
dye A& B3 AEE dF7E A& 3 Utk SEle dE] A AA e
S MR 7 AELZ JHAgTa ARlHer Rl RAE AR, 23y a9
& Aol Aol BES St o|RFE AEE F e A, oY BHL ZEA 0@
WA B4, F 29 ZAge2RE UL #HY & g7l dReltt. wapx FAE9 st
Ax WAL B A B =F2FE dWsojAer g dusd dHQ &
(A&8)& FHste AL AHgEo] Al A 5 glvke A g P Aoy k3
ZEA e, AR A (=7Fe) e e A AE B A A7 As F
it ke Aoy siariAle)r] wEelth dsle A =7Fest uig old g 9
A BHE ded A&E Ao, st HAY =FFA AFE FF F fle %
= AAYR B27FA7 ded e A #FPoBREH &9 JtA ERE %Y F
AE 4 X A2l A 7] dEeolgn A

3. UN £7Fe

AW Gule ded AN dH A&FH 4P 2FFIAA Aol BF s
dn w AR FRE + Je Aoz B3 Utk a2y 2dAE Oue od Aol
Edckn watd, dee Iz Ft vA AY W AAAGE Ro| &S 1 A
Az Brhste Aoge dune FHe §4 Rad dF S0, @ HAztel o A
Fog AFohe Ae VEA AWe] 2AL Azelx Yolokw 4P + Y= o] of
Y guetd o7t BxgolRe ErFoAetd dedEd mdE ZAT &4 A
gslerte ool mek 1 AES FHE Aol oldd WS dd e $4 o
Hgol 2 Yt ojel YA5 7B Aokt AT wep ALeASE vld o
A% vld ggel AEe TEITE, azle] AMTFE vH AY WEd FEo] A3
ScHe Aol 2E AA7 A A 2L AY F ok ASREAAAE A

17) Ibid., p. 346.
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Foll Fo& AFE o 283 FoA7t EAL o] oigd 3L JHASlE Aol opd
Rolth, ExEo|FozA Qo] a7t FAE 71&d o AU A= =7A] ReAY
e $3Ho2 Hrid RS wgE, 283 Foe HXUE ol oflrth. gAY
A BT AFY e 2 FE 7L Fo wet ofw Ao dojvtiife] wat FH
AEw, = 23 Fol g slgole B zelrt gle Aolztd, A&ERY] WHoR
ZAFAd FE 71gole AT FE AAE A3t Aolde FHE dEd] =759
A7 BAstE AA, & ded 2L vA AEE Fe AR FAME Adste Aol
ofgte HAldl A AAEA 879 LFE ¥ FYY Wojr},

287 ALEAV FEE FAALAS dF G siHEz, ded A e A9
TrAoR A¥E $ytd gty FAIN. 18 vA FHo|@ dEzF] EutE o
2 FE VLol BAARANA d&FFo] 2Y3te Adelct. ‘§& WATolT BE A
BHoz AW BAS ZlA gv FRAUA "2 dEEHAA go. ay 2dE @
z9] 7HXE ALERAE %A AHE & U&7 olviz 19 dEE vF Axe aA
o] /KATFE BAy FAGle]l 2 AA FL& AolgErt B vF #RE aR0 74
gFe 4% B 4 qEd /X dvke digd Aotk z2iv 27 o® didES sy
B, 27t =FFAA HEUE v, & dee & ZAeE dAE 5 Jve §
Ao 1 Aol AHE AL P ¢ A Eo. oA deRFEY Fxe 2R BAY
o #AGel ZHXQUttm sHFE B ol iR L oivtx FWGeE HEFEE IEF
& e SUAA B e EXE 2, 2 7L A7 #2Hn 9

e e ol oigt Txe A AAd dvie AL AHI AARG. =
ud #zE oW giidd diME /e Aoz Addr. a3dd v fxe ¥ 4
XEd #3848 "art g Aol maEA deo] FE&AEC] € 7teAHe ASERS
AT 3] HYIT, e FH deo vF Fxe 239 BA g i d A
tGn 7Hgs Ba olgid Afde #xE W fdA o & BEe HAT Fe o
| EHHAY HE04d Jtsde g4 JA doh. B3 1)

FEH F= 71T 7] Wi, dAZ B AgES deivs UE AL o
sta Yok, ) EANA—FE el TES nIUE A S0l BN T— dEe

ddAocz 27 gle Ao HUAY. wEhA dgd 7tAle vFoldete Aol =
g FF3e o] ol &, v ZEAE AWt u =759 o]¢fo tite]
B, fEE dedd v /A E PN E =TT E FEaort g

e
>

2o

).

[e]
L
i
AY
o
i)
v
iyl
ofy
u
lo
iy
N,

L = de
ﬂN = }ov o

2
T

18) Robert Stecker, “Aesthetic Instrumentalism and Aesthetic Autonomy,” British Journal of
Aesthetics, vol, 24 (1984), pp.161-62.
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2 A9 o]g g FFo] FAG olf& A v AEo] e 19 EFETE §
e AcE Byte AMHEREHE o= FE £59 F Uk U dsd JHAd o
3 YPEAGT dPod, 27t TateE dge =7 s ge AL ded 93Y B
H—ugA Mo Fa4A BEg FEH AdFEHT AR, AL, dFTHA
559 #HE—CA E /X P& o, A a2 A8AH BHA A o d=ER
FrEE A F e HRolth. 2 a3 FEAE 1A A, A& 2HA
e 23 YA #HezRHT d9E $ dvn F3E Aotk wakx 12 2E
P, a7t oz WA ZF, & ud =75 Ui g vase dAEs
23] 23 TAdA PatAAn, b =T ALY FEL 2¥A £¥E
Aol oligte AL HoAdes FIEe £5AM7E @ ol

Oae de9 39 MEFQA «deFY H7ME FEIFoY, =FFARe] YAl
e 2 F 79 7180] tE e e Aotk A&EAL de A 1 AR L
Adctn 2 o, 2 2 (v]F #FxRo) REse(rewarding) v1F ZPS A F379
ZH 7Y ke EY AolH, oy d&9 SZ(HMH)EA A& =+H JIXE Fode
Rolth, aglz a7t Y deRAEFE Hrlste 7IE £ 22 A ofdrl? F de 4wt
o] 59 ME dEFES] Hrtel 7lFe] tEte dd FFL AEEE BwEY =
AP A 2A €Y. B2 ASEAE 2 AFY AFAES AFTezA 1 FE] A
Hog Hygtte e Bd Fojt. ey o WA =FFgAr 22 AFES
HNE AR dol= GA H3R = ot d2 E2EFo Z=FFAA A ME
dezEe 7Ixle 23] vy EF FAAME dEdtibed we 2FE Foin, 19
HA BEE AAE] JEl mrFoa £ AEY 5 AAEES AFE Ao, it
A EFFAY AL EA G de dute] s i dERES JHRE FESUE, 2
TEE Adste WA Exm T3 28 Aol & 7|Fo] AEHE A A= &
o @A Zolol JTH, AEEAE deHAES) 53 HAEE AFEeEHN 1 ds
ZEe] JHA7t deo AeAdold HAAC A AFHoz AdHUG: BHd] Arle
BE TP Fogzte a3 S50 o d&3Fd HAE RAderte dWaol dhe
ol sltke AWeltt. a2y ol#d ¥Ee ©X vF =pFeort &g gHojgte
AHE W &Eo FAEE Aolx], aZlo] ofd o] 84 AjA e AL oy,

AF7A e ded 7HAE WA B A9 E de vd 2§20 2dEa 9
A BN AEE de vA =rFort Agdve dae £ A =3FoxE
AEAZ £ gide AL AHEgT. £3 EFFodE d&d g A BFE 3
= fZclgte dZ E dgol g A3Ed d7e =38 WUl Aot die de
of tEt ArEEHAE A7rt fElvt vA =rF s FHAAE & dode RS Roed

o
AN
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I FART 2EY ded d@ AEtE A7 RRE AL wA Aol A 4
ge 7H Fe shidl, d&e] AlEel ZAE AWRAL JPU Wolrh wap ez
04 AFEARZA 288 AL A& PRE AKgn 4AetE, $PE IrheX
gs4e vja £75elE ¥ + gk el

a2y et WA BrFele 94g AT, mE 2rrde ded AXd 9@
2440 AY oA Ago] otk mA =R de) Addd BhtE 29
9 ANE EFHOE HYE + drke YFOlnE, EFFRE Bl A BHE
A8 Bast gk AR 19 AAEE dge) BAF AR e Holy] wWeln
E@ ole@ dFlAT E7FelE o 8AY Fa4E A 4 U oA WA =7F
A7t & Aol Ul AEEAS} e Fe AAY Ao gk AYLe] " AY
oJetn FarE ARdTE Helth a7t WA BYold olg As@TH, 17}
gulehi v Avel 2Re] &4 AR FBglel, A& B AR 27
£ 2Eoe] Felo] AnzA BASE ALY Wolth,

23gE A 4394 B4 FEE@ AHT YFAN FAS WA AEHE
@A oA Aol U@ DR AFATY WA AEEL VA 2778 2PAE ¢
Aol ofth 2 E Aleldl: W@ BAZ doy. IRe WA ALEL EFF
Bazolete FAIT G d&el ©H o|d (appreciation) = A& TE 8
@ 71%5E olelste Wazdols] WEolth d&d AAR WAYE del AN B
Aoln wer oleh, d&d AUT FBH LA e A B YPANE
E7FE WA Folth, 120E ONAY nA £3FE 0F A§ER OE @
Ad sAE Adste BARESL EE 2aHE WA Ate Seo AHA Aze
Al A7k A Rolth EF wF AgEe =7 Bexrdd PP, w7
=R tg feiel vme] Z2E AN 4BATE A vz =2Feg u
A Aggel AA7 224 2P grhe R0l &3 = "t

V. clisdl™el 2IAx 84

&9 vF 7 WA & o|dl (aesthetic appreciation)’t d&9 & 233 7%
< olFldts W Baxdojgts F4L dzd JoAX9 AXH s dE AR =
£ 7h 19 HA oo glojA AAAH HAo] sV T Ege AE A

B, #3o] 7hAlE AE £33 &E3o] A 29 5 @& (indefinitely many) W

=
=
3

19) Ibid., p. 164.
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Fe A

i

So) tig B39 QHol7] WEolt 7t ol FHE Aol %
BE. Bdglol Bete A4A AAe A Am Luel Yold Be e E
e 944 shAzke Bl olsisodAcke Aok by FHolete Re
T 2RO 20E BgezA ot WA FAS 1 AARW ohiz U4 BA
Aol e AFAAE B A8 sl Aotk 2T AR A5A FIe e
ot Zolrts Eeld 714 dgan ® Adsl dehdch 39} BAE Q4
4 7AN% olHa] AAHE 2R ANE ANES B4 AL Wit ay
oeld AHES F4ATE o] M $s} Bo v BRem P2 R ok
ga St 2ot Aow BasA FETE, 1 FEY A4E Jg gue
A oldehe Re s,

WA gEeAd 2E8UzE Jddd 736 #hE Aot 1% B A44 ¥
JAE & glon}, 24 S o) A7 Heide ¢ B a9 W) %=
gotel A wve YAsE A @i, TEE AN e A £0h0 a oAy
28Ae7ld 19 Ade oA S PRAA HEE AYS 9T A5 Rold, 2
3 $elst 28 242 A% FAL WE FFL AU et + ol v £
goin Fgach add $elv FR4A 9= vAte gsld 98 Fokod o] 24l
a8 AeeA Ree BAL £ AW UrY A dE A7} SoHAES &4
£ #7) 98] Ex Agol s EHsH B Aot 191 FAA 4% B
e BAVE %ol HAAE. 27k D U AR AT e ASolth A
A dE BHAFol dA} ARHF S sl B: Avte]l ARABe AW FAR =
AE3 ABPE AH2ZE AL AT WBeR 2ok Aol omz@ 5E 3%
23 W4 At HuAY BAL AT FES dae A9RA FEY AP
e AT 5+ g AP 49EH, £9 oled F3el Wde wA el ohd
Ao A9t} En_vaion 2w wF e el wd dielnz, uEz HEs
gde vl gas 2e AL + g Rold

g7 olg@ nl7 aqziq Aol tate] them Zol whatm gtk AWM o)
M A v BES AP 2aAsh GE 4 W dEN olElE F Alge ol

oX
o
0%
ek
¥

)
=

S
>

ry
K

or fd

I e AR £= AANE 2 3don, 2 e gE e dojd ¢ gl ¢
2= £ Algo] e g9 Em gou, ¥ AP ErE gdudn 2d £ gy
AFRE B2 B8 2709 tde] od 484 4] dE2A | F58n, 8 FEie

20) Stolnitz, p. 46. (A, p. 52.)
21) Dickie, Aesthetics: An Introduction (N. Y.: Pegasus, 1971). pp.52-53 [€A]: ©]7], Toj&sd
o (2B - 8873 9, AFAE 1980), pp.76-77.1
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Ae EUUS Aotk ey Ul ol AUERY 189 F2e| ol et
% 289 % 1 $F9 Yol A ez FHAt) e deE e o
g 3439 B} A9E A7 Be 2 add vudez F2an 2l Aol oy
% @ae 29 %%—6}51 e Aol otk WA tzle AL B - uug F3
o 7L e 4 glon, oy Pl IRHUAGW 2 FEe 2AA FHA4ol

@ 879 wolehe Rolth
@ Tylel Aol BHIR Ro| ol E UE BAL AUz dgd BE A
golth. 2% W29 (Bullough)e) P2 Mol 2@ (legitimate) A47 FHYH
(illegitimate) 93¢ FHATH Ik ofe} 7Hx o8 B 1 2R E AY
Bgel BeHabout) Aol AU ASE Theel A 2AL BEAY Hen FRE
9 HAE B A F5e G AY BHEA @ W, dde 9vs 54
A4 o, 221 ol dd PR 04 wge] 5A% FAS APAL .2
2y a9 oldd PEE Selt $RAUS EE Ul HEES AW AT £ de T
¥ol oz}, edle AYE ol2id AL VEAAW an ele e TRARo|
£ 2340 PRl o]t TY]d TR NANSEASS BYE 739 45 A
o FRUH T2 49st Yo PHAA FF 1 AAY T AAE A3
A 2am o, feol Wnd F2os AN 45 AL A F2o| ow,
A wud FR(EE BE)e] FEE A28 Aol Art
e AUES GFo) FHA AMA AE FEa BA. AV delN AFY WEo
Solrb, ARZE A9S A AET AEE AU AFS oF At 474
AW 2AZN A4S ASE BB FEHE Aol okd Aol £t AEFY B
WS FEHVN(F WEE ZobhEA) H7kY ARARo] AF S|4 A
Bgsue] FRadd, $dd 222 A4E yEAce wASE 299U AT a9
T S
zER AL ANuFoA dald detEeT BFaI} Qe w2z
(Vivas)9] $4€ Azs] 222 RFL ARugosA 9
9 54 F ou @ 540 BT FRIDIL Belokd, AES HMHoE detgrin B
e gtk £ Be A4S ARMBY 228 TP ALAE 17
BAH 848 wWokd AR E vA el Bokn AZsok & o7t ool &7
@ axg WAL 558 Az ol dvke FRYYY Ade ovdE $2 &

P

NELHU

ir
e
LN
rlo
-}
o
2,
P
rir
2

22) Stolnitz, p.58. (JA, p.63.)
23) Dickie, pp.54-55. (¥4}, pp.78-79.)
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g A 2o $Y7F AL S ZAn 528 £ddEE € 5 da, Al g9
AHEE 9E F Jn, F o] ¥ BF FHEIEA & s S 9, o FHA A
T AF S nAH gdE dete Ao ohgte LA oinlx Bk 18 5F H4EE ¢
glo] F5L& g FFo] 3u e F B SAHE Fol i ALXNAY ARE s}
At gtk Aol g
g7)9 Fa4ded et ol g vste] U, dee 4l HsA e S5
A zb e g Felth. ez a2y N wale] glo¥, dezEe Hibd tig of
M2E g8 $27F gl AHEJYE 2eAL] 4B B3] A2 e FF
= AR o Ao EA9 {0 FHAgle] & FFo] A e FHE FET
k. 2 ol FRAE 8 7kA] HuAd Ao 2A uF grExEe] WAde &
a5l Adsojol ok ¥ o FFL Snt2A BAE F de o, 2T AS
At 29 ZFo] ze= v 71A] olefo] thE FaT JITEER °ldE + Ut
FEE o] =E9 £ A s49E AHEIZ & dE Hrhe 94F W
& B3t Ao N & =dd. $ele FoA BoiZest md e N4E g
o2A, AFY AN AF A AFH A7 ol U 24A%E MAHAME
v F4€ dFsdd. a8y st fHEde] e 2Y;8 Az ¢yl 8
MeE 2 GAY AEA A8 —F nF9 32 koAl —3 ZAEF Lo AFE AHEH 3
2 dojoket ok aopdt 1 FAES A S vy ZAEES =2 5 8l
Ao, wepa ZFde EYL =93, AXF AL WAt Aol oy 23]y
o Pt Yzle velEed tid ol w#e FFE wAH X, F
o A% AAZE Fe EAFY JHE FHEE o] ople}, A 8 AYH
A @S AL vE a8 EALES HE F dde 23S Axsye Aot 249
gl Slol A4H FUE FARTE A U F E dold, ojHE AMdE uF
338 e Anlwolof(detached) &9 nld wide AdAle iz @A glojeor Fvie
(relationless) Hloj &2 F7 o] ZRE AYE ¥t
oy 27t & A 43 FddE dF Y sidas, gE de F2o FF
< Bt A= AA4A FHol HEHRIVY o] EA #alMde WA ZH (Nelson
Goodman)®] F437 1o e HBES AHEA A L3 dE AL d&g 4F
(symbol) o] & FHEA dhetdtm ok, 4L 23] AAlge Ad o8 g 74d
T de Rolgd, RE ded FUE AAG ot (refer) Ty, 21%A oW o

A 34l ofd Aolw 7o) ok @ &Y FE f7] WEol. 2 $el

fl
flo

rr

24) Dickie, Evaluating Art, pp.78-80.
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AzzFold 7[Z7F AAEe RE Gotobd & 3lolx, oAE ot Hdle Y +
9] Q1Ae] AMYT Rolt}, wetr, Xl et RE dezEY A AA4H &9
Egsta glom, FEY ded /MXe 239 AA4FH Z844 &I

ZHe] ol g dwo] EFe ASde FAUE glou, olFAR AASHA] ¥ %3
Z1et o} w1 F3le] ASele EAZE @t ol EAE Ay ) W
o) A] (exemplification) 2t 7H'3d& FE3Ich. A g gfE7lel ARolFd dda] & 5 U
%ol tide] Za Y FHE T EF¥E 2 dide]l AXEE #ACITH. 2D weEtN AF
Bre] oA E A AR G FAFFolEE 2 zle] JHAlm e AEE AAITE, A
AIBHA] e dedFold A dot. 28y XAle 3 (rules)o] S Wt HYe
RAolgtd, AL A FFo] oJFA AL d23 JeAE Aol & FFE A
A Eth. XH ol&9] ol2jF EAAH W& vwoEee deulHe] Zfd dAZ v
7bee] FEIE AL 7t #ite A AAECA, Rulo] oty A A &A
ohygtn vl@gT} 20 oA Tl ol Wy FEMoz Y FAASE FId o
BAE AR B2 o] ZFe] HAo] TRE s olvt FBheY F5y0] e &
3] g1 01ga b, Fale] ALdE 9yt 1 FEFo) FZAEL dAFTE oy g W
2t 3 (contextual) A= A& & A ot olgF Ao Sl o o] AFL FE A
< dAEATE Fol 8o & Fitd Holg, F3E FE Mo FFL ofF
AletA] gettn Feobdt sk XU vt AFAA FEIe AHdEe 2
Alghe AEol7l wiolgta AW, 2t 94 AxAE dAlY dojm Fake o}
Hols g =¥& AAdokt st Aeolvh, a¥gd, oy e T4 FA44ste]
Byl Fele a2 ZAFEel 2 AE L2777 WEd WA JHAE Zn doa &x], a3
< AN gi2e] opjgtn whitd = gtk HoEe)Aor I, {9 g
A AAe 2247t AYE F gVl &9 vt ZEte ARA SRz AEE HUt
& F e Fo},

XA o] E9 olgd EAHL deFAEF 2 AA dF #HS &ddte e HAE
Atk F MWlge] F2 357 t& 428 7 & e A& 130] A&ZdFo7] o
EolAl, ARl FAL AAsty] W&o| ofyth. ey o7 dlsAFe v T A (the
nontransparency of a work of art) & 496t AL T 23 AxE 98 Y=
i 3k dvetd gAold 2ol AAGAY dAlgs A Wi ouE 7t $ gl
A 3 AAZFE g HE53te Ao| oy 7] wo|t).

o

—

Fl

25) Goodman, Languages of Art (Indianapolis: Hackett Publishing Company, 1976), p.52.
26) Beardsley, “Languages of Art and Art Criticism,” Erkenntnis 12 (1978), pp.115-16.
27) Dickie, Evaluating Art, pp.108-10.
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SeE o)A d&FAEo HEPEAS HFHor TP}, wE 2 HAN IWRE o

wAo g dige AXA s1% S 49T & Yt WE(Arthur Danto)9] o] &S 3]
ARE F A HQT. REAA QoA deREL EIF A dYog. HEE
23z AzH oz FEE7M% 3 (perceptually indiscernible) A& zte id—A
Z Aol A (mere representions) —o] TEE vtz A we AP FFPL. 2
dEIETL FO2E TFEE F g 89 AV A e Relnh. whEbA st
o] WAL deFor @A £ W AdNE 2R GAF - A A FoA Y
AR 5T F ool s, ol &9 7t @akE dEA (the artworld)2? & Exn
AojekRt HE Aot

oAl d&aFo] Mo o A= HolFH, de HEHQ
g, 22z 28 WEE gdsr] galde 9 AEe HERT okl AR ¥
ARAAE olg @ Rol KFAT. E Eo w3l & AL HdIAxAdez FHFF
o, $2le &AEY WEROE Rl YeEhte B4 FEaE Zolth. dEd AHeH
e oAl ded) BAY dids A3 AsAT AAEHE Aol oy o AAe 9
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olAl WAl AFL Wgel Uehde HHe deiFe BEFEE A=A de9 f4d

F2Q Aol "t F deAFES0 22 MY W& Aug: RS Yl ¥
o) Ed wat o2 oujE 7HE o, $EE AP HEET oy AR FHx
mhebet 4= glojopgt ok, WEe waw 3 giide] deFFEel € & de RE& HE o
Ade 4, & FArirt 2 gL B A4 gt AP EE ZolH.
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Eo] HAtH - 3td w9 n2E IFFHoER IFITE AMAME &dE + 3§
. o2 mtde & (Joseph Margolis) = de&EFE &8 oz 785 u(physically
embodied) E3tx oz uhd (culturally emergent) €432 Mgdct e dezEd
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{Abstract)

The Cognitive Nature of Art Criticism Viewed from
Aesthetic Instrumentalism

Chong-hwan Oh

Why do we think that art in general and works of art are valuable? Because it provides
or causes our experiences which are pleasing or delightful. If this is the case, then the
value of works of art is instrumental. For they are means to a certain end, which is
causing a certain kind of experience. Usually we call such experience aesthetic experience.
Then, why is aesthetic experience valuable? There are two ways of explaining the value of
aesthetic experience. The one is aesthetic autonomy which asserts that aesthetic
experience has intrinsic value and the other is aesthetic instrumentalism which holds that
aesthetic experience has instrumental, i.e. extrinsic value. These two positions are usually
considered to be incompatible with each other. In this article I scrutinize the plausibility of
that assumption and try to find a way of defending the position of aesthetic
instrumentalism.

The traditional theory of aesthetic attitude holds that the value of aesthetic experience
is intrinsic because of the presupposition of disinterestedness. When we have no ulterior
purpose(s) except the purpose of just having the experience of an object, it is said that the
value of such a disinterested experience must be intrinsic, because it cannot be a means to
other end.

But could we say that the value of such an experience is really intrinsic, even when we
cannot find any pleasure or delight in it? This is the doubt where aesthetic instrument-
alism can get off the ground. If we do not say that something which is sometimes negative
has value in its own, then we must explain its value in terms of its subsequent effects. The
value of aesthetic experience, then, should be accounted for its unique consequences.
Whatever they are, now the value of aesthetic experience is instrumental.

I follow this way of reasoning according to Beardsley's account of instrumentalism, but
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this account seems incompatible with his assertion of an aesthetic object as phenomenal
object. Even though Beardsley does not accept the theory of aesthetic attitude, he holds
that aesthetic experience is detached from the rest of experience and that aesthetic object
is relationless to the actual object with which it is connected.

But, in art criticism it is inevitable to call for many factors besides the aesthetic viewpoint,
for example, cognitive and moral. In this article I argue that we cannot ignore the cognitive
factor of a work of art to appreciate and evaluate it properly. The instrumentalist can hold
that the aesthetic viewpoint is necessary to evaluate a work of art, because it is presupposed
to understand its content at first in order to tell its subsequent effect(s). The assumption of
this assertion is that there is no difference between interested and disinterested attitude, i.e.
that the disinterested attitude for aesthetic appreciation is a myth. Following Dickie, we can
argue that the alleged difference between disinterested and interested attitudes is in fact
just that between attention and inattention. When there is only one kind of attention with
different motives, there is no reason to exclude cognitive factor in the appreciation of a work
of art. For the appreciation must have every feature that the rest of our experience contains
to become an experience. And we know that the cognitive feature is most prominent in case
of literature.

Does the appreciation of art in general, however, have this feature? One possibility is
Goodman's theory that art is a system of symbols. But when we have non-objective
paintings or instrumental musical works, Goodman's explanation of exemplification seems
implausible, because it does presuppose the context which can tell a work of art from its
perceptually indiscernible counterpart. Danto's explanation of the status of a work of art
is much more plausible than Goodman's in such cases. Danto holds that the distinction
requires knowledge of the causal and the cultural context of a work of art, and that a work
of art is emerged from its ordinary counterpart through interpretation. The knowledge of
the artworld which enables someone to grasp the significance of the way of representation
is, then, necessarily contained in every criticism of a work of art. From this we can
conclude that there must be cognitive nature of art criticism. We can also find this feature
prominent in many contemporary theories, for example Margolis' theory of art. Some
people might criticise this position, because the cognitive feature is commented and
noticed only in the classificatory sense, but not in the evaluative sense. But, for an
instrumentalist there is no distinction between classification and evaluation of a work of

art, because the distinction itself presupposes the aesthetic autonomy.



