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Spontaneous Experiential Utterances in the Light of

Perception-Action-Mechanisms

An Evolutionary Psychological Perspective on

Wittgenstein’s Remarks on Seeing

Johannes Algermissen
Nijmegen, The Netherlands

Abstract

In the second part of his Philosophical Investigations, section xi, Wittgenstein observes how spontaneously and effortlessly hu-
mans share their experiences and make aesthetical utterances. The phenomenon of sharing experiences, including “gossiping”,
features in evolutionary psychology as one of the distinctive aspects of human cognition that separates it from animal cognition,
and is considered as crucial for establishing and maintaining human cultural life. In this paper, | compare the role spontaneous
experiential utterances play in the maintenance of culture both from Wittgenstein’s, and from an evolutionary psychological per-

spective, and identify some striking similarities.

In their seminal paper “Understanding and sharing
intentions: The origins of cultural cognition”, Tomasello,
Carpenter, Call, Behne, and Moll (2005) identified the
distinctiveness of human cognition (in contrast to other
animal cognition) in its capacity for shared intentionality—
i.e. the “ability to participate with others in collaborative
activities with shared goals and intentions” (Tomasello et
al. 2005, 675). Although many other primate species
possess basic cognitive capacities that serve as necessary
prerequisites for obtaining shared intentionality—such as
understanding animate action, others’ goals and
intentions—Tomasello and colleagues claimed that these
lack the particular motivation to regularly engage in these
activities. This is apparent in ape mother-infant
interactions, in which occasional maternal gazing and
social smiling occur, but no proto-conversations (i.e. turn-
taking sequences of looking, smiling, or verbalizing).
These are characteristic only of human parent-infant
interactions. Though apes are in principle capable of these
activities, they show them only rarely. In contrast, the
human species is “ultra-social” and highly motivated to
share emotions, experiences, and activities. In fact,
“gossiping’—as communication with the mere purpose of
sharing interest and information—seems to be a distinctive
human feature (Dunbar 1996).

The potential evolutionary adaptive value of this high
motivation to share information might seem spurious, at
first. Hare and Wrangham (2002) argued that sharing in-
formation synchronizes groups and facilitates cooperation,
which might have served the “self-domestication” of hu-
mans—different from chimpanzees and other primates,
which still show the traits of their overaggressive ances-
tors. However, humans are not aware of the putative evo-
lutionary benefits of sharing experiences, and as “one
cannot want what one does not know about” (de Waal and
Ferrari 2010, 204), this cannot explain why humans would
decide so frequently to engage in gossiping. Still, the hu-
man motivation to share experiences, talk about art, or
gossip remains spurious from a first person perspective,
given that these activities are often accused to be futile.

The human tendency to regularly and spontaneously
share experiences is also of interest for Wittgenstein. He
prominently assures that “Commanding, questioning, re-
counting, chatting, are as much a part of our natural his-
tory as walking, eating, drinking, playing” (PI, § 25), which

also features in John McDowell's concept of the human
second nature (McDowell 1996, 84ff). In the second part of
his Philosophical Investigations, section xi, Wittgenstein
jointly considers the concepts of seeing and aesthetical
concepts. An important observation he presents several
times is that humans tend to share the experiences spon-
taneously—that they straightforwardly report what they
see. These activities seem effortless and “natural’. In a
thought experiment, a person suddenly notices a rabbit
running past, and exclaims: “A rabbit!“. Wittgenstein com-
ments: “Both things, both the report and the exclamation,
are expressions of perception and of visual experience.
But the exclamation is so in a different sense from the re-
port: it is forced from us.—lt is related to the experience as
a cry is to pain” (PIl, 197). Here, the exclamation seems to
occur like a reflex: instinctively, effortlessly, without con-
sideration.

In this picture, people do not think of what they actually
recognize in what they see. There is no cognitively de-
manding process in which an interpretation is imposed on
perceptual “raw matter”. Rather, seeing and thinking seem
to merge: “Is it a case of both seeing and thinking? or an
amalgam of the two, as | should almost like to say?” (PI,
197). Rather than first perceiving a visual stimulus, e.g. the
duck-rabbit Wittgenstein presents, and then consecutively
interpreting this figure as either a duck or a rabbit, the per-
ceiver instantly views the stimulus either as a duck or a
rabbit, without even considering the other option: “l think
he would have given this description at once in answer to
the question ‘What are you seeing?’, nor would he have
treated it as one among several possibilities” (PI, 204).
This observation also prominently features in John
McDowell's Mind and World: Instead of imposing a con-
ceptual interpretation on a previously un-interpreted, non-
conceptual content acquired in perception, “the relevant
conceptual capacities are drawn on in receptivity”
(McDowell 1996, 9).

Wittgenstein’s and McDowell’'s observations point out
that humans are readily equipped to easily share their ex-
periences—their very own perception already features a
sort of interpretation. It comes easy and effortless for them
to talk about those. On the contrary, secondary interpreta-
tions come at a cost, and can appear odd: “But how is it
possible to see an object according to an interpretation?—
The question represents it as a queer fact; as if something
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were being forced into a form it did not really fit” (PI, 200).
These cognitive costs imply that people should usually
stick with their first, intuitive interpretation, and generally
report what they actually see in the first place.

So far, it has been of little interest to philosophy how and
why these perceptual mechanisms that allow for sponta-
neous interpretations and the articulation of these might
have evolved. A promising approach might be provided by
recent neuroscientific findings which point at similar,
though rudimentary mechanisms in animals. The research
or mirror neurons (Rizzolatti and Craighero 2004) circles
around so-called perception-action-mechanisms, in which
viewing another conspecific performing a certain motor
action activates the same areas in the motor cortex as per-
forming the action oneself. These mechanisms have been
suggested to be the neural basis of imitation, which is
prompted already by merely observing an action. In this
way, these become crucial for social learning. Similar to
humans, monkeys show imitation spontaneously, even in
absence of rewards, and already shortly after birth. De
Waal and Ferrari (2010) claimed that it becomes even du-
bious whether perceptual and motor areas in animal brains
can be strictly anatomically segregated, at all.

This fusion of perceptions and immediate (motor) re-
actions strikes as a similarity between animal perception
and the spontaneous human utterances Wittgenstein ob-
serves. In the lectures on aesthetics that he delivered to
selected students in 1937, he explicitly states that in his
mind, aesthetical words, such as “beautiful” or “good”, are
mere elaborated gestures, with their verbal aspect being
far less important than their expressive one: “A child gen-
erally applies a word like ‘good’ first to food. One thing that
is immensely important in teaching is exaggerated ges-
tures and facial expressions. The word is taught as a sub-
stitute for a facial expression or a gesture. The gestures,
tones of voice, etc., in this case are expressions of ap-
proval. What makes the word an interjection of approval? It
is the game it appears in, not the form of words” (Wittgen-
stein 1966, 2). This makes the continuity between motor
and verbal behaviour explicit, and demonstrates that the
capacity for aesthetic expression is not contingent on the
acquisition of language, but innate, as already visible in
child gestures. In this perspective, it becomes intelligible
how aesthetic utterances are rooted in human biology.

Nonetheless, importantly, these mechanisms are not
rigid. Throughout ontogeny, spontaneous expressions, e.g.
about food, can become generalized towards other stimuli,
such as art and music. In animals, perception-action-
mechanisms serve social learning—including, for instance,
tool-use and foraging decisions in monkeys. In humans,
similarly, the concepts that people recognize in perception
are not innate, but adopted in social learning: “You only
‘see the duck and rabbit aspects’ if you are already con-
versant with the shapes of those two animals” (PI, 207). In
this regard, Wittgenstein points out that “[t]he substratum
of this experience is the mastery of a technique” (PI, 208)
acquired in learning. Given the high need for social learn-
ing in human societies, the regular report of experiences
by various members of society provides an optimal learn-
ing environment—both for infants, but also for people of
other ages, e.g. when becoming acquainted with a certain
style of art or music. The innate capacity for social learning
embodied in perception-action-mechanisms, together with
a rich learning environment, is what makes cultural sociali-
zation possible.
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Crucially, human perception is not only shaped in child-
hood, but can change later on. Wittgenstein highlights how
the demand to change is particularly prevalent in talks
about aesthetical objects: “Here it occurs to me that in
conversation on aesthetic matters we use the words: ‘You
have to see it like this, this is how it is meant’; ‘When you
see it like this, you see where it goes wrong’; ‘You have to
hear this bar as an introduction’; ‘You must hear it in this
key’; ‘You must phrase it like this” (Pl, 202). As said
above, forcing a perception into a “form” (interpretation)
which it does not seem to fit can feel odd. Luckily, the hu-
man perceptual apparatus is flexible and capable of adapt-
ing to its environment in the long term. This is why also
Wittgenstein considers aspect changes, which occur from
time to time, but in which we might have little introspection
(“but | shall mostly have no recollection of the way my
glance shifted in looking at it”, Pl, 199). Due to this diffi-
culty in verbalizing aspect changes, it is difficult to guide
others in aspect changes, and teach them how to see an
object in a certain way. Rather, one describes the aspect
as one sees it now, or simply classifies interpretations as
fitting or not-fitting (“This word fits, that doesn't”, PI, 209).
Due to this complication, changes in aesthetical perception
might require that people frequently talk about their aes-
thetical experiences, as long training might be necessary
to acquire the appropriate skills for seeing objects in a cer-
tain aesthetic way. A high frequency of these utterances is
prompted by the ease of the perception-action mecha-
nisms previously described.

Aside from the frequency with which people talk about
their experiences, another important aspect can be the
number of people that share a certain perceptual/aesthetic
opinion. Psychological experiments on conformity (Asch
1955) showed that human participants considerably ad-
justed their ratings of the lengths of different lines to the
ratings of other (confederate) participants. Moscovici,
Lage, and Naffrechoux (1969) corroborated this by dem-
onstrating that participants led to believe that a blue slide
would be actually green (or vice versa) perceived the after-
image of that slide (on a white wall) to be complementary
to the colour falsely induced. It is implausible that partici-
pants consciously reasoned the correct colour of the after-
image in order to please the confederate. Rather, they
spontaneously saw that colour. This clearly demonstrates
how humans can adapt their perception to that of groups.

In this paper, | have defended the following perspective:
Perceptual and aesthetic socialization is facilitated—or
even enabled in the first place—by humans talking so fre-
quently about their perceptual experiences. This is facili-
tated by perception-action mechanisms inherited from
animal ancestors, which allow for imitation and social
learning. By means of those, talking about experiences
becomes effortless, intuitive, “natural”. Furthermore, talking
about their experiences allows humans to synchronize
those, which facilitates cooperation in groups, and, by this
means, might have promoted human “self-domestication”.
In his remarks on seeing, Wittgenstein highlighted how
spontaneous and effortless experiential utterances are,
which points at their centrality for establishing and main-
taining a shared perceptual/ aesthetic view on the world.
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Abstract

Die Ruckkehr einer alten Debatte zeichnet sich ab. Der Streit um die Bedeutung von Wittgensteins Begriff Lebensform(en) geht
in eine neue Runde. Im Kern geht es um zwei Auslegungen von ,Lebensform(en)”, wobei die eine Auslegung als die ethnologi-
sche, die andere als die verhaltensbiologische bzw. ethologische bezeichnet werden kann. Beide sollen nun von einer Lesart
zuriickgewiesen werden, die ein vermeintlich diesen Ansatzen zugrunde liegendes hierarchisches Schichtenmodell mit einer
Einteilung in eine hoherstufig stehende menschliche gegenuber einer niederstufigen animalischen Lebensform ablehnt. Im Kon-
trast zu dieser meines Erachtens falschen Exegese Wittgensteins erachte ich beide Ansatze als gleichberechtigt und hierar-

chisch nicht geordnet.

Die Ruckkehr einer alten Debatte scheint sich abzu-
zeichnen. Der Streit um die Bedeutung von Wittgensteins
Begriff der Lebensform(en) geht in eine neue Runde.
Hierfur gibt es handfeste Hinweise, denen ich in im Hin-
blick auf bald zu erwartende Veréffentlichungen nach-
gehen will.'

Im Kern geht es um zwei Auslegungen von ,Lebens-
form(en)®, die beide von einer neuen Lesart zurlickgewie-
sen werden sollen. Die eine Auslegung kann als ethnolo-
gische, die andere als verhaltensbiologische bzw. etholo-
gische bezeichnet werden. Beide Interpretationen sind
nicht neu. Die verhaltensbiologische kann bereits seit der
ersten Lebensform(en)-Debatte Newton Garver (1984)
zugewiesen werden, wahrend die ethnologische zwei-
fels%ohne mit dem Namen Rudolf Haller (1988) verbunden
ist.

Die ethnologische Lesweise zielt darauf ab, menschli-
ches Verhalten und Kultur in ihrer Verschiedenartigkeit zu
erklaren. Gegenstand ist das vergleichende Studium des
kulturellen und sozialen Lebens der Menschen. Ethnologie
ist folglich die Wissenschaft vom kulturell Fremden, die
Kulturen, ethnische Gruppen und indigene Vélker zu erfor-
schen und deren Verhaltensweisen zu erfassen versucht.
Hingegen basiert die ethologische Lesart auf der klassi-
schen Verhaltensforschung. Sie lehrt Gewohnheiten, Sit-
ten und Brauche zu erfassen, wobei Ethologie dem Wort-
sinne nach die Lehre von den Gewohnheiten ist und somit
als Verhaltenslehre bezeichnet werden kann. Die Etholo-
gie gilt als ein Teilgebiet der Zoologie.

Wahrend also die Ethnologie die Besonderheiten ver-
schiedener Kulturen und Vélker studiert und die Devianzen
zu unserer Lebensform sowie die Beziehungen zwischen
den Lebensformen festhalt, ist die Ethologie das zoologi-
sche Studium der Verhaltensweisen von Menschen und
Tieren. Auf Wittgensteins Lebensform(en) bezogen bedeu-
tet dies, dass der ethnologische Ansatz versucht, die Diffe-
renzen aufzuzeigen, die eine Gruppe von Menschen von
anderen unterscheidet. Die gemeinsame Lebensform kon-
stituiert sich dabei aus einer bestimmten Art von menschli-
cher Ubereinstimmung. Der ethologische Ansatz wiederum

1 Die Minchener Konferenz ,The Form of Our Life With Language” hat hier
deutliche Hinweise gegeben. Die Konferenz fand vom 23. bis 25. Mai 2016 in
der Carl Friedrich von Siemens Stiftung in Nymphenburg statt und wurde vom
Lehrstuhl fir Philosophie Il der Ludwig-Maximilians-Universitat Minchen or-
ganisiert. Eine Verdffentlichung der Vortrage soll in Kiirze erfolgen.

2 Letztere scheint mir die fir Wittgenstein wesentlicher relevantere Sichtweise
gewesen zu sein, auch wenn er sich durchaus explizit zu biologischen Le-
bensformen &duRert, z.B. wenn er darauf verweist, dass wir einen Lowen auch
dann nicht verstehen konnten, wenn dieser sprechen koénnte (vgl. PU Il xi
568).
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will aufzeigen, was unter dem Stichwort ,Lebensform” als
verhaltensbiologische Ziige einer Spezies betrachtet wer-
den kann.

Beide Ansatze zeichnen eine fundamentale Differenz
aus: Im Gegensatz zum ethologischen Ansatz, bei dem
tierisches und menschliches Verhalten als angeboren
vermutet werden und nur recht begrenzt durch Evolution
adaptiven Veranderungen unterliegen, wird beim ethnolo-
gischen Ansatz betont, dass die Verhaltensweisen der
einzelnen Mitglieder einer Gemeinschaft erlernt und durch
Anpassung an die anderen Mitglieder dieser Gemeinschaft
erworben werden (Enkulturation). Dabei geht man in der
Teildisziplin Soziobiologie der modernen Verhaltensfor-
schung sogar davon aus, dass jegliches Verhalten eine
genetische Basis besitzt, das sich durch Umwelteinfliisse
anpasst (vgl. Kappeler °2012, 14).

Die neue Lesart will beide Anséatze nun in die Schranken
weisen. Sie behauptet, dass diese Ansatze nicht auf das
verweisen wirden, was Wittgenstein zum Ausdruck brin-
gen wolle. Hierbei wird angenommen, dass beide Ansatze
nicht vollumfanglich unsere Lebensform erklaren kénnen.
Der ethnologische Ansatz wirde zu Recht vom ethologi-
schen Ansatz dahingehend kritisiert, dass unsere Lebens-
form nicht etwas sei, was wir nur einfach erwerben wir-
den, indem wir in diese Lebensform initiiert wirden.
Zugleich wirde aber auch der ethologische Ansatz be-
rechtigterweise vom ethnologischen kritisiert, da er davon
ausginge, dass unsere Lebensform und damit unsere
menschliche Verhaltensweise ausschlieRlich angeboren
sei.

Hatte Wittgenstein sich einseitig auf einen der beiden
Ansatze kapriziert, ware die Kritk mehr als berechtigt,
dass Wittgenstein etwas anderes zum Ausdruck bringen
wolle. Die Antwort lautet aber: Dem ist nicht so.

Dies Iasst sich leicht belegen, denn Wittgenstein spricht
wohl kaum versehentlich von Lebensformen im Plural, und
nicht nur von Lebensform im Singular. Damit ist ebenso
eine einseitige Fokussierung auf entweder Kultur oder Na-
tur nicht notwendig, selbst wenn die beiden Ausrichtungen
in Form der sozialen Natur und der animalischen Natur in
unterschiedliche Richtungen von Beschreibungs- und Er-
klarungsansatzen verweisen.

Wittgenstein hat nicht den einen Ansatz vor dem ande-
ren praferiert, sondern vielmehr beide Anséatze in einen
gemeinsamen Begriff — namlich den der Lebensform(en) —
einflieRen lassen. Damit hat er zwei Dinge erreicht: Zwar
ist dadurch der Terminus Lebensform vager und poly-
morph geworden, zugleich aber hat erst diese Vorge-



Lebensform(en) im Widerstreit. Zur Riickkehr einer alten Debatte | Ulrich Arnswald

hensweise Wittgenstein erlaubt, schwer beschreibbare
bzw. erklarbare Vorgénge in einem Begriff so zu vereinen,
dass er als Parameter weiterer Erkenntnis zur Verfiigung
steht.

Es stimmt, dass erst diese Vorgehensweise Wittgenstein
die Perspektive ermdglicht, die mehrdeutigen Aspekte der
Lebensform(en) in Form des ethnologischen als auch des
ethologischen Ansatzes so zu subsumieren, dass er sie in
den allgemeinen Erkenntnisprozess einbringen kann, ohne
dass er dauerhaft die Frage nach der Substanz einer Le-
bensform eineindeutig auflésen muss.

Insoweit ist gleichfalls richtig, dass die Einflihrung des
Begriffs der Lebensform(en) keine ausschliellich den Beg-
riff inhaltlich umfassende Aussage ist. Sie ist vielmehr
auch eine logische Aussage, da eine Mdglichkeit zur Er-
kenntnis in der Operationsweise von Lebensform und
Sprachspiel erst so philosophischer Reflexion zuteil wird,
indem man das Ideal der Logik als Prifung einer Aussage
auf einen vagen, aber unstrittigen Begriff reduziert, der
unseren intuitiven, bildhaften und menschlichen Einsichten
hinreichend entspricht. Nicht von ungefahr heilkt es in Uber
Gewillheit: ,Was als ausreichende Prifung einer Aussage
gilt, — gehoért zur Logik. Es gehért zur Beschreibung des
Sprachspiels.” (UG 82)

Es ist kein Zufall, dass Wittgenstein in diesem Kontext
das Sprachspiel explizit als ausreichende Prifung einer
Aussage benennt. Denn es ist die Analyse von Sprach-
spielen, aus der Wittgenstein ableitet, wie die Sprache in
menschlichen Gemeinschaften zu verwenden ist, damit
diese den Merkmalen sowohl der menschlichen Lebens-
form als auch der jeweiligen Gemeinschaft gerecht wird.
Genau hier liegt der Hauptunterschied zu den tierischen
Lebensformen, die sich gerade nicht durch uns erschlie3-
bare Sprachspiele auszeichnen.

Sprachspiele operieren zudem spracherweiternd und -
vertiefend. Etwas, was Wittgenstein beispielsweise in Zet-
tel beschreibt: ,Es ist Erfahrungstatsache, dal® Menschen
ihre Begriffe &ndern, wechseln, wenn sie neue Tatsachen
kennenlernen.” (Z 352) Sprachspiele sind variabel und vor-
laufig, und kénnen, wie man bei Haller lesen kann, gleich-
falls mutieren (vgl. Haller 1988, 117f.; 524f.). Interessan-
terweise reklamiert Wittgenstein ahnliche Merkmale fiir die
Logik, die so vielfaltig wie die Sprache ist und sich ebenso
als erweiternd und weiterentwickelbar herausstellt (vgl. UG
68, 82, 375, 501). Neben dem verbal gepragten Weltbild
kann nur die Logik helfen, die Welt unermidlich zu konkre-
tisieren.

Dies alles scheint nun auf den ersten Blick dem etholo-
gischen Ansatz zu widersprechen, der gerade auf die bio-
logisch determinierte Verhaltensweise einer Lebensform
abzielt. In den Philosophischen Untersuchungen steht:

Man sagt manchmal: die Tiere sprechen nicht, weil ih-
nen die geistigen Fahigkeiten fehlen. Und das heilt:
,Sie denken nicht, darum sprechen sie nicht®. Aber: sie
sprechen eben nicht. Oder besser: sie verwenden die
Sprache nicht — wenn wir von den primitivsten Sprach-
formen absehen. — Befehlen, fragen, erzahlen, plau-
schen gehéren zu unserer Naturgeschichte so wie ge-
hen, essen, trinken, spielen. (PU | 25)

Demnach geht das Talent der kritischen Nutzung des
,Sprachspielens” Tieren ab, so dass sie nicht auf der glei-
chen Stufe in ,unserer Naturgeschichte* wie der Mensch
stehen. Das Sprachspiel und seine Verwendung ist also
ein Spezifikum der menschlichen, nicht aber der tierischen
Lebensform. Wenn man aber unter Sprache nur eine Form
von Kommunikation versteht, dann muss man vielen Tie-

ren die Mdglichkeit tierischer Sprache einrdumen. Daher
ist eine Warnung angebracht: Die Tatsache, dass tierische
Lebensformen keine ,Sprachspiele” im menschlichen Sin-
ne zu kennen scheinen, heif’t nicht, dass sie keine Spra-
che besitzen. Im Gegenteil, ein Zweig der kognitiven Etho-
logie, der animal language research genannt wird, hat Er-
gebnisse produziert, die nahe legen, ,dass Menschenaf-
fen, Delfine, Papageien und Hunde elementare sprachli-
che Fahigkeiten erwerben kdénnen, vor allem, aber nicht
ausschlieBlich, was passives Sprachvermdgen anbelangt
(vgl. Hurley/Nudds 2006, Part VI; Andrews 2011).“ (Glock
2016, 75)

Bezogen auf die menschliche Lebensform(en) ist jedoch
auch klar, dass es nicht reicht, Kommunikation nur an kon-
stitutive Normen (z.B. in Form von sprachlichen Konventi-
onen) zu binden, die nur dann gelten, wenn man nach den
Regeln spielt. Ware dem so, wiirde dies auch fiir die Spra-
che der Tiere gelten und ware daher kein Unikum der
menschlichen Lebensform. Auch das Kriterium, dass nur
die Gemeinschaft der Sprachnutzer als Ganze die Kriterien
fir den Gebrauch der Sprache bestimmt, ist nicht hinrei-
chend. Erneut wirde sich nicht zwingend eine Differenz
zur tierischen Sprache auftun, da die Festlegung durch die
Gemeinschaft vermutlich sowohl fiir Mensch wie Tier gilt.

Es muss also mehr geben, was die menschliche Spra-
che von der tierischen unterscheidet. Dies ist zuséatzlich zu
sprachlichen Konventionen oder kulturellen Regeln, Riten
und Gebrauchen der Sprachgemeinschaft, vor allem die
geteilte soziale Praxis und die Ubereinstimmung in Urtei-
len, die die menschliche Sprache erst in besonderer Ver-
wendung von Sprache und Regeln als zwischenmenschli-
che Dimension bedeutsam macht. Dies ist zugleich der
Grund, dass eine Lebensform als eine bestimmte Art
menschlicher Ubereinstimmung verstanden werden kann.

Die Ubereinstimmung gibt wieder, was Menschen als
Grundlage ihrer Handlungen fiir gegeben halten, insoweit
die Menschen (berhaupt Uber ihre Handlungen reflektie-
ren. Deshalb basiert Gewissheit nicht auf einer Uberzeu-
gung, sondern vielmehr auf einer Art von Handlung in
Ubereinstimmung mit anderen (vgl. Gebauer 2009, 163).
In diesem Zusammenhang spiegelt der Charakter von
Sprachspielen den Charakter von Lebensformen insoweit
wider, dass sie nur als Arten gemeinsamen Handelns ver-
standen werden koénnen, denn ,[s]tatt des Unzerlegbaren,
Spezifischen, Undefinierbaren® kénnte man sagen, dass
s[d]Jas Hinzunehmende, Gegebene (...) Lebensformen
[seien].“ (BPP Il 630)

In der Tat sind Sprachspiele und menschliche Lebens-
formen Parallelkonzepte, denn eine Art und Weise den
hier vorliegenden Unterschied zu erfassen, heilt sich auf
das zu fokussieren, was im Verstehen sowohl von einer
Lebensform als auch eines Sprachspiels involviert ist. An
dieser Stelle setzt die neue Lesart mit Kritik ein: Sie be-
hauptet, dass es ein logisches Paradox sei, Lebensformen
verstehen zu kénnen, da jedes Individuum immer schon in
einer Lebensform eingebettet ware, in die man zuvor initi-
iert wurde. Daher kénne man keine Lebensform von au-
Ren verstehen, sondern nur von innen. Als Beleg wird vor
allem folgende Bemerkung Wittgensteins angefhrt:

Wir sagen auch von einem Menschen, er sei uns
durchsichtig. Aber es ist fir diese Betrachtung wichtig,
daR ein Mensch fiir einen anderen ein vélliges Ratsel
sein kann. Das erfahrt man, wenn man in ein fremdes
Land mit ganzlich fremden Traditionen kommt, und
zwar auch dann, wenn man die Sprache des Landes
beherrscht. Man versteht die Menschen nicht. (PU Il xi
568)
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Hier scheint mir ein schwerwiegender Gedankenfehler
vorzuliegen: Die Tatsache, dass wir uns bewusst sind,
dass andere Menschen oder Tiere andere Lebensformen
als die unsrige haben, bedeutet sogleich erst, dass wir uns
diese bewusst machen und uber selbige reflektieren. Ware
uns keine Differenz bekannt, kbnnten wir dies nicht, und
nur dadurch, dass wir es kdnnen, macht der Begriff der
Lebensform(en) fur uns erst Sinn. Der Plural Lebensfor-
men ist hier folgerichtig, denn wir kénnen nie nur Kenntnis
Uber eine Lebensform haben, sondern vielmehr haben wir,
wenn wir von einer Lebensform Kenntnis haben, immer
schon Kenntnis Giber mehr als eine Lebensform.

Das Nichtverstehen einer anderen Lebensform ermdg-
licht uns Menschen erst, die Lebensform der anderen
Uberhaupt als solche zu realisieren. Beides umfasst verba-
le und nicht-verbale Komponenten. Wahrend eine
menschliche Lebensform zu verstehen entwickelt und
ausgedriickt werden kann (und es muss mdglich sein, an
einem mit dieser verbundenen Sprachverstandnis anzu-
kommen), verlangt das Erreichen eines Verstandnisses
des Spiels, dass wir lernen, wie man es regelgemaR spielt.
Es ist, so kdnnte man sagen, der nicht-verbale Teil, der
hier im Vordergrund steht — viel mehr eine Art zu lernen,
wie man das Spiel spielt, als eine Art die Sprache selbst zu
lernen.

Und dies ist genau der Sachverhalt, auf den meines Er-
achtens uns Wittgenstein aufmerksam macht. Die mensch-
liche Lebensform einer anderen Gemeinschaft ,in einem
fremden Land mit fremden Traditionen” kénnen wir uns
daher mittels des Sprachspiels in Form von Sprache und
Handlung schrittweise erschlielen. Beide Seiten kénnen in
den Diskurs aus ihrer respektiven Sichtweise und auf der
Basis ihrer respektiven Sprachspiele eintreten. Hingegen
schlieBt nach meinem Verstandnis Wittgenstein das Er-
schlieBen fur eine ethologisch andere Lebensform katego-
risch aus, wenn er schreibt: ,Wenn ein Lowe sprechen
kénnte, wir kénnten ihn nicht verstehen.” (PU Il xi 568)

Das heifdt, selbst wenn wir die Sprache des Léwen, der
sprechen kann, wiedergeben koénnten, wir wirden sie
dennoch nicht verstehen kénnen, da sich uns die Sprache
und Handlung des Léwen nicht in ihrer animalischen Form
er6ffnen wirde. Wittgenstein stellt fir einen solchen Fall
fest: ,Wir beschreiben hier ein Sprachspiel, welches wir
nicht lernen kénnen.” (Z 339) Aus der Inkommensurabilitat
der menschlichen und der tierischen Sprache und Hand-
lung, die aus der Tatsache folgt, dass etwas anderes in
einem Loéwen vorgeht als in einem Mensch (vgl. Z 340),
folgt aber nicht, dass der Mensch verniinftig oder rational
ist und das Tier nicht. Hierzu wird keine Aussage gemacht,
da wir uns nicht in die Bewusstseinsvorgange des Léwen
eindenken kénnen.

Auch hier kommt neuerdings Widerrede, die sich in die-
sem Punkt auf die Philosophischen Untersuchungen be-
ruft, wo Wittgenstein sagt, dass sich eine Sprache vorzu-
stellen nichts anderes bedeutet, als sich eine Lebensform
vorzustellen (vgl. PU | 19). Dies ist allerdings kein logi-
scher Widerspruch, denn man kann sich eine tierische Le-
bensform durchaus als eine andere Lebensform vorstellen,
ohne dass man zugleich der Meinung sein muss, dass
diese sich uns deshalb auch erschliefen muss. Der Grund
hierfir ist profan: Wenn die Sprache kein Sprachspiel, also
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kein Wechselspiel von Sprache und Handlung umfasst, mit
dessen Hilfe wir uns in die Vorgénge des Tiers eindenken
koénnten, fehlt uns der sprachliche Ansatzpunkt die Le-
bensform zu entschlisseln und mdglichst umfassend zu
verstehen.

Wissen und Sprache basieren fiir alle Menschen auf
dem gleichen Hintergrund, sozusagen auf dem ,harten
Felsen (PU | 217), aus dem unsere Fahigkeit Sprachspie-
le zu spielen erwachst. Das Wechselspiel von Sprechen
und Handeln leitet sich aus komplexen sozialen Verknip-
fungen ab, die sich in ihrer Zielgerichtetheit auf die kom-
munikativen Resultate im Handlungsprozess (bertragen
lassen und deren Vielschichtigkeit belegen: ,Das Wesent-
liche des Sprachspiels”, lesen wir in Ursache und Wirkung,
,ist eine praktische Methode (eine Art des Handelns) —
keine Spekulation, kein Geschwatz.” (UW 116)

Hingegen ist die oftmals als menschenspezifisch ange-
nommene Kapazitat, neue Kapazitdten zu erwerben, kein
Alleinstellungskriterium der menschlichen Lebensform.
Solche Fahigkeiten finden sich ebenso in tierischen Le-
bensformen, so dass dem keine besondere Signifikanz
zukommen kann. Dagegen ist es uns Menschen unmdg-
lich, uns in die praktische Methode in Form der Art des
Handelns eines Tieres einzulassen. Daher kann es
epistemisch keine hoher- oder niederstufigeren Lebens-
formen zwischen kommunikationsbeféhigten Tieren und
Menschen geben, denn beide Lebensformen bleiben im-
mer schon grundlegend inkommensurabel.
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Abstract

Wittgenstein’s mature philosophy offers a therapeutic way out of some conundrums stemming from taxonomic expectations re-
garding philosophical description of experience in general. The paper asks if this is also true of the facts of aesthetic experience.
This possibility is hinted at by examining an application of the notion of certainty to aesthetic experience. Some traits of possible
uses of central concepts of the mature Wittgenstein to a philosophical aesthetics inspired by the “new method” are also can-

vassed.

Is there a place for certainty in aesthetic experience? This
question begs qualification. It would seem more natural, or
philosophically interesting, to ask for the place of certainty
not in aesthetic experience so much as in aesthetic
Jjudgment.

Philosophical discussion of aesthetic experience typically
revolves around what kinds of objects elicit what kinds of
responses — or what forms, isolated by the observer (or
listener, etc.) in her apprehension, invite the focus of spirit
to dwell on the peculiar mode of reaction we call aesthetic
experience. Clive Bell's Art (1914) is a classic example of
this approach. I'd like to suggest that, to the extent that
Wittgenstein’s mature philosophy offers a therapeutic way
out of some conundrums stemming from taxonomic expec-
tations regarding philosophical description of experience in
general, this is also true of the facts of aesthetic experi-
ence. This might be hinted at by examining the possible
application of ‘certainty’ to aesthetic experience.

In §353 of On Certainty, Wittgenstein describes a for-
ester that asks his men to cut down a certain number of
trees. He indicates by ostensive gestures which ones
should be cut down. And he adds: “And | know that this is
a tree”. In a way, the figure of the verniinftige Mensch, of
the rational man, thus asserts a basic proposition of the
forester’s belief system, one that is supposed to be true for
all his men — but that, strangely enough, should not be as-
serted in that context. To pass that proposition over in si-
lence, as an ellipsis, is part and parcel of the language
game in place. Otherwise, it would suggest the need for
verification in ignorance of what would count as verifica-
tion. We could say: the tree itself! But the game does not
provide for this possibility, except in a couple of special
circumstances (hallucinations, thought experiments a la
Gettier, fictional scenarios, etc.). Forbidden in normal
situations, the occurrence of the assertion suggests a le-
gitimate question as to the verification that would resolve
the ignorance hinted at by the certainty expressed in the
assertion. One of the forester's men reasonably asks him-
self: “But the forester simply knows that this is a tree, with-
out examining it, or asking us to do so?”.

His good faith made him thus fall into a trap. For, at this
moment, crucially, practice is interrupted. The forester
could be said to want to do justice to facts (“the most diffi-
cult” philosophical task, as Wittgenstein says in his com-
ments on Frazer) but in a dogmatic, not a descriptive man-
ner, one that violates the criteria of the use in question.
And in so doing, somehow those very facts are drained of
meaning. The experience of meaning (Bedeutungserleb-
nis) is thus emptied. By uttering a proposition stemming
from the most basic layers of the systems of belief or veri-
fication in which the experience is anchored, and by doing

so with an attitude of certainty, the forester undermined the
possibility of cooperation between vast regions of systems
of propositions and concepts. For how to keep believing
the forester who suggests, if obliquely, such doubt? Except
in special situations, or jokes, beliefs in most of the things
we know without making this knowledge explicit operate in
silence. They form webs of connections of meaning,
through intermediary links (Zwischenglieder), with different
degrees of proximity — that is, they form systems (as the
systems of propositions of the early 30s), even if open sys-
tems (unlike the systems of propositions of the early 30s).

We could say that it is precisely because | do not deduce
certain fundamental certainties (a deduction whose pro-
cess could be analyzed) that they are fundamental and
form webs of systems (OC §417). And by being made ex-
plicit in the verniinftige Mensch’s fashion, they cast a fog
of doubt, not over calculation mistakes, measurement im-
precisions, memory flaws, etc., but over the kind of partici-
pation of the speaker in the very form of life in question.
But I'm suggesting a further step: there are non-dits which
should remain non-dits and must only be shown — if we
want to do justice to facts. If this interdiction of assertion is
violated, this must be done exclusively — in normal con-
texts — for therapeutic purposes.

Let us return to the aesthetic experience. When we say
of an object that it is beautiful (or some other such quality),
do we thus assign a quality to it? Or do we want in es-
sence to say that it pleases us, or causes some such aes-
thetic effect in us? In this last case, we don’t describe the
object proper, the “lines and colors” of its volumes (bi- or
tridimensional, etc.), but we give it a characterization that
depends on our relation with it, one that is no longer re-
ducible to, or even expressible by means of a sensory de-
scription — in contrast to the core of modern aesthetics. As
Wittgenstein notes in 30.03.1947 on the effect of certain
opera: “You gesture with your hand, would like to say: ‘of
course!” (MS 134 78) — and here we seem to find the
same kind of emphatic acquiescence presiding, for exam-
ple, the massive acceptance of Darwin’s theory of evolu-
tion: “The certainty (‘of course’) was created by the enor-
mous charm of [the theory’s] unity” (LA Ill. 32). Wittgen-
stein calls this an attitude — and places this attitudinal di-
mension on a level that is more fundamental than any
considerations of verification might express.

A skeptic could doubt the possibility of the establishment
of a standard of taste, occurring through a mode of pres-
entation bearing the mark of certainty. But suppose the
intervention of the skeptic is in terms of doubting the cer-
tainty that | am having an aesthetic experience as such,
irrespective of the specific aesthetic quality of the object of
such experience from the viewpoint of a regional aesthet-

15



Aesthetic Experience and Certainty | Rafael Lopes Azize

ics — assuming the Grammar provides for these aesthetic
games. All that this intervention could then accomplish is
to undermine the experience of meaning as such. The
situation is analogous to the case of the forester who as-
serts his belief that he is pointing to trees when pointing to
trees. By wanting to do justice to the facts with inadequate
instruments of description, the philosopher analyst tears
the fabric of the very facts under philosophical description,
undoing their characteristic lived experience. This is a typi-
cal case of throwing the baby out along with the bath wa-
ter.

Who is this unfortunate child thrown out with the water of
the analytic bath? Its name is said in many ways — and it
would be interesting to survey these, from 29 to 51. One of
the first would certainly be the notion of ‘familiar experi-
ence’, occurring in the manuscripts of the Philosophical
Grammar. One of the last ones, in the latter manuscripts,
would be the notion of Geist, Spirit — together with the no-
tions of ‘subtle shades of behavior, ‘the soul of words’,
and activating philosophical operators adjunct to the con-
cept of Aspect (aspect-blindness, dawning of an aspect,
picture-object [Bildgegenstand], etc.). The survey of the
names of our dropped-out child, and correlate concepts,
would make up a conceptual constellation of an Aesthetics
inspired by Wittgenstein. But before we say some final
words on what such Aesthetics could look like, let us give
voice once more to the skeptic. Around §200 of the PI
Wittgenstein stages dialogues on the activity of following a
rule, and on teaching and learning. In §213 two voices in-
tervene:

“But this initial segment of a series could obviously be
variously interpreted (for example, by means of alge-
braic expressions), so you must first have chosen one
such interpretation.” — Not at all! A doubt was possible
in certain circumstances. But that is not to say that | did
doubt, or even could doubt. (What is to be said about
the psychological ‘atmosphere’ of a process is con-
nected with that.)

Only intuition could have removed this doubt? — If intui-
tion is an inner voice — how do | know how | am to fol-
low it? And how do | know that it doesn’t mislead me?
For if it can guide me right, it can also guide me wrong.
((Intuition an unnecessary evasion.)) (Pl 213)

Note that the second character, clearly a therapeutic one,
seems to be in a paradoxical position. On the one hand,
she recognizes the logical, modal possibility of doubt — but
adds: this does not mean that | could doubt. The second
‘can’ is also an instance of the mighty logical ‘kann’. How-
ever, the difference between both uses of the modal ‘can’
is that, in the second use, the philosopher takes into ac-
count the spirit of the game, its characteristic atmosphere,
the wider institutional context of the lived experience of
that meaning. The conclusion, certainly exasperating to
lovers of crystals, is the paradox of saying that | could
doubt but | could not doubt. The interdiction of the second
character amplifies the logical space to include the anthro-
pological or cultural dimension of the experience of mean-
ing — without however twisting the philosophical nature of
the commentary of experience into sociology or cultural
studies. Why? Amongst other reasons, because its exam-
ples also have the nature of thought experiments, and not
of empirical conjectures. They are thought experiments
regulated by the Grammar of the spirit of the rituals, in the
realm of phenomenological problems. We think here even
of the rituals of mathematics, of logic, of science — to which
underlie, as well as in the case of the rituals of ordinary
life, an attitudinal aesthetic dimension. It is no wonder that
the paragraph ends in a characteristic manoeuver of the
dogmatic voice towards introspection, with the therapeutic
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voice then replying by calling attention to the logical di-
mension of criteria.

Let us finally turn to the notions of aesthetics and aes-
thetic experience in the Lectures on Aesthetics (LA).

Wittgenstein begins his course on aesthetics by noting
that the subject matter cannot be mixed up with traditional
aesthetics, an investigation of aesthetic qualities and
judgments. Running against the grain of the traditional syl-
labus, he remarks that, in most situations where we find an
aesthetic experience, this kind of expression (of quality
attribution, of judgment) does not occur. On the contrary:
we usually find a language much closely associated with
the language of right and wrong, typical of games of pre-
cise gradations. Now, this seems once again paradoxical,
since aesthetic distinctions are seldom precise in the
sense of measurement games.

If | say of a piece of Schubert's that it is melancholy,
that is like giving it a face (I don't express approval or
disapproval). | could instead use gestures or [Rhees]
dancing. In fact, if we want to be exact, we do use a
gesture or a facial expression. (LA 1. 10)

What the language of aesthetic experience shows us is
that what is at stake are not operations of the kind that
would be regulated by standards of taste. Recall that in
modern times this was the grain of the discipline, spread
by institutions like the 17" Century Italian Academy of the
Good Taste. Much more than standards of aesthetic judg-
ment expressed by aesthetic adjectives, what is at stake is
a characteristic lived experience, an attitude regarding ob-
jects and situations, or, as the philosopher says in his
comments on Frazer, an attitude regarding — or expressed
by — a ritual of a form of life. This mode of description ac-
commodates much better a phenomenon that philoso-
phers of aesthetics in the 20‘“-Century were keen to ac-
count for: the fact that certain families of art works seem to
operate within identity criteria less and less linked to their
facticity (lines and colors of their volumes), and more
linked to the context in which they were presented (the
“artworld”) and to certain non-observable properties, espe-
cially the “theories” that intrinsically accompany the objects
(the “institutional theory” of art).

The word we ought to talk about is 'appreciated’. What
does appreciation consist in?

If a man goes through an endless number of patterns in
a tailor's, [and] says: "No. This is slightly too dark. This
is slightly too loud", etc., he is what we call an appreci-
ator of material. That he is an appreciator is not shown
by the interjections he uses, but by the way he
chooses, selects, etc. Similarly in music: "Does this
harmonize? No. The bass is not quite loud enough.
Here | just want something different...." This is what we
call an appreciation.

It is not only difficult to describe what appreciation con-
sists in, but impossible. To describe what it consists in
we would have to describe the whole environment.
(LA 1. 18-20)

Between aesthetics and anthropology, it seems that aes-
thetic experience can be seen, by the philosophical com-
mentary on meaningful experience, as an interesting key
to read the philosopher’s latter philosophical step: that of
expanding the field of criteria of concepts, propositions and
beliefs to the lived experience of the form of life. In the final
analysis, the soul of words could be seen as an aesthetic
experience. And perhaps beyond that we could not ven-
ture ourselves. We can only immerse ourselves in its
framework: the bedrock of our life.
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Abstract

Martin Pilch has recently demonstrated that Wittgenstein begun the manuscript of his Abhandlung with a page that was cut
away successively but that we are able to rebuild by means of its imprint on the opposite leaf of the notebook. That very first
page contained the first six cardinal propositions (without the formula of proposition 6). This proves that, actually, the Tractatus
was conceived as a recursive cascade of comments on comments on comments on its main propositions. Furthermore, it con-
firms that the remarks of the book were thought, and therefore are to be read, into distinct and fully significant sub-sequences,
level by level; viz. 1-7, 3.1-3.5, 4.1-4.5, 4.21-4.28 etc. That manner of editing and reading the Tractatus is always meaningful
and dissolves a lot of pseudo-inconsistencies which troubled traditional readers. Besides, it permits to detect other allusions and
references, since a different disposition of its sentences makes the book a different one, probably nearer to author's purpose.
Some scholars, like Peter Hacker and Martin Pilch himself, have the merit of having adhered to that exegetical perspective even
before Pilch's philological discovery. As a fact, in this case like frequently in scientific research, an exegetical hypothesis pre-

cedes crucial data disclosure and not vice-versa.

In the summer 2014 Martin Pilch went to the Bodleian Li-
brary of Oxford to explore if the so-called Prototractatus
(alias MS104, the manuscript of Wittgenstein's Tractatus)
could show some hints of its composition timing and meth-
odology. Surprising and luckily, he finds a decisive evi-
dence that nobody had noted before: between page 2 and
page 3 of the notebook there is a strip of paper, the re-
maining portion of a missing page. What is more, the lost
page had left traces of its content on the previous leaf.
Analysing that mirroring image, Pilch demonstrated that
the very first page of the notebook contained exactly and
only the text of the cardinal propositions 1-6, without num-
bering and without the formula of proposition 6:

e The world is everything that is the case.

e What is the case, the fact, is the existence of atomic
facts.

e The logical picture of the facts is the thought.
e The thought is the significant proposition.

e Propositions are truth-functions of elementary
propositions.

e The general form of truth-function is:

Since Martin Pilch's and my working hypothesis, supported
by a multitude of independent clues (see Bazzocchi
2008a, 2010a, 2015), is that Ms104 constitutes the first
draft of the Logisch-philosophische Abhandlung, this dis-
covery shows that Wittgenstein begun his thinking process
from the cardinal propositions themselves. As it is obvious
in our hierarchical reading of the Tractatus (Bazzocchi
2008b, Bazzocchi 2010b, Pilch 2015 pp. 72-75), these six
cardinal propositions form a coherent and concatenated
line of thought which anticipates in a suggestive way all
the development of the book'.

1 1 am not tired to repeat (Bazzocchi 2014a, 1-3) that the definiens of each
statement becomes the definiendum of the successive one, forming an explicit
chain of related concepts: world - 'what is the case'; 'what is the case' - fact;
fact - thought; thought - proposition; proposition - truth function; truth function -
[formula of the general form]. Wittgenstein was searching to define the es-
sence of the essence of the essence of the world; that intimate nut of our
world was to be formulated by “the general form of proposition”, which at that
time Wittgenstein had not found yet.
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The numbering system was not conceived yet. Pilch
supposes that in the second page (retro) of the missing
leaf Wittgenstein started to develop the main remarks on
these cardinal propositions.2 After that, Wittgenstein cop-
ied into page 3 all the propositions of pages 1 and 2, in
their hierarchical order, as we see them now (note that he
didn't use any numbering system yet; visibly, until p. 5
numbers were added later than text). Afterwards, he iter-
ated the procedure, commenting systematically on each
propositions of page 3 (see pp. 4-5 of Ms104). Every block
of statements is delimited by a free line, so that one can
distinguish, even without numbers, the remarks on, re-
spectively, statements 1.1, 2, 2.1, 2.2, 3, 3.1, 3.2 (see the
sub-sequences which will receive the codes 1.11-1.12,
2.01-2.02, 2.11-2.14, 2.21-2.23, 3.01, 3.11-3.13 and 3.21).
At this point, the situation was becoming more and more
complicated. Copying every time all the materials in some
hierarchical manner, commenting on each resulting propo-
sitions into the following pages, and so on, would be an
heavy task, that would become heavier and heavier in a
geometrical progression. The resulting text would be too
confusing. So as it was, “without the numbering, it would
be an incomprehensible jumble”.®> Thus Wittgenstein
added the numerical references, adapting to his hierarchi-
cal exigence the numbering system adopted by Russell in
the Principia Mathematica. Thence, it was not necessary to
separate the groups with a free line (free lines were no
longer used in the manuscript). Besides, Wittgenstein
could insert a new remark between the remarks of a previ-
ous block by using the right number and modifying the
subsequent ones: this was what he did at page 5 just after
proposition 3.21, when he wrote proposition 1.12 and
modified into “1.13” the previous 1.12 of page 4.

Understanding the method of composition of these first
pages is crucial to understand the method of composition
of the whole notebook, and therefore the method of con-
ceiving the Tractatus itself. Scholars were struck by the
numeric chaos of MS104 notebook and renounced to in-
terpret it but by reordering the entire book in a sequential

2 Some final characters on the strip of paper demonstrate that the second
page was occupied by some writing. The remaining characters are compatible
with Pilch's convincing supposition.

3 | am quoting from Wittgenstein's irritated answer to a possible editor who in
1919 had proposed him to print the book without numbering.



Consequences of The New First Page That Was Discovered at the Beginning of the Manuscript of the Tractatus | Luciano Bazzocchi

manner; on the contrary, it is just the specific succession of
the remarks of the notebook that reveals the actual suc-
cession of Wittgenstein's creative acts. It is evident that he
had very clear in mind the coherent sequence of each
separate block of commentary. Hence, the sense and
even the syntax of any new proposition depend only from
its place in the sub-sequence to which it belongs. In near
all the phases of composition, Wittgenstein wrote down a
coherent and complete line of thought, possibly in more
than one block of remarks, and only later he started to
comment on each single proposition of that line. Therefore,
to understand his mind it is fundamental reading every line
of thought (i.e. each decimal sub-sequence) by itself, with-
out the intervening sub-remarks which only later he con-
ceived and added®. Martin Pilch's discovery confirms that
also the main sequence 1-6 (and, for extension, also the
definitive sequence 1-7) was conceived by itself and have
to be interpreted, in first instance, as an independent and
complete line of reflection. In other words, it is not an in-
dex, nor a summary extracted by scholars, but an actual
development of thought which we must read in narrow
succession.

Now, each proposition of this primordial home page has
the form of an essential definition: A is (essentially) B, or
also: (the essence of) A is B. Since every proposition takes
the conclusion of the preceding one to develop a succes-
sive step of analysis, the entire page sounds: (the essence
ofg Ais B; (the essence of) B is C; ...; (the essence of) F is
G’. That is, the main path starts from “the world” to arrive,
essence by essence, at the ultimate essence, i.e. the for-
mula of “the general form of truth-function”. That was the
development of the purpose announced in 22.1.15 diary
record: “My whole task consists in explaining the essence
[das Wesen] of the proposition. That is to say, in giving the
essence of all facts, whose picture the proposition is. In
giving the essence of all being”. The idea is fully explained
at page 44 of Ms104: “The general form of proposition is
the essence of proposition. To give the essence of propo-
sition means to give the essence of all description, there-
fore the essence of the world” (see TLP 5.471-5.4711).

It is very remarkable that, when Wittgenstein begun to
write his book, its explicit goal, i.e. the formula of general
form, was not achieved yet. He was certain that a’general
form” of proposition ought to exist®, but at the moment he
was able only to describe some of its characteristics and to
express it as an open formula: “The general form of propo-
sition is: [blank space]”. Thus, the Abhandlung was actu-
ally an obsessive investigation on the essence of the
world, namely the research of the formula of “the general
form of truth-function”. To this investigation on essence
Wittgenstein alluded ironically in 1936: “You have nowhere
said what the essence of a language-game, and hence of
language, is [...]. So you let yourself off the very part of
the investigation that once gave you yourself most head-
ache, the part about the general form of propositions and
of language” (see PI §65).

The discovery of a missing folio where proposition 6 still
appeared without its formula is very significant also for a
correct dating of the Abhandlung composition. For the fact
that the formula was not achieved before the end of 1916,

4 To understand what this implies, | warmly suggest to read Wittgenstein
2014.

5 We can add that the final element too, the formula G, is at its turn a defini-
tion. See 17.4.16: “But can there be such a rule? The definition is only possi-
ble if it is itself not a proposition. In that case a proposition cannot treat of all
propositions, while a definition can”.

6 See Notebooks, 5.5.15: “Does the general form of proposition exist? Yes, if
by this one means the only “logical constant”. And still in November 24" 1916:
“When the general form of operation is found we have also found the general
form of the occurrence of the concept 'and so on".

some scholars exclude that page 3 of Ms104 could be
compiled in 1915. Kang (2005) suggests that the “Abhand-
lung’” referred to in 1915 letters to Russell and Frege ought
to contain only the materials of pages 28-60, concluding
that Wittgenstein had written down the core-Tractatus, viz.
the highest level propositions which we see at pages 3-28,
only after the remarks on them: a complete overthrow of a
reasonable procedure. On the contrary, | claimed that
Ms104 was begun in spring-summer 1915 (Bazzocchi
2008a, 2010a), but | was forced to sustain without any de-
finitive philological evidence that proposition 6, or at least
its formula (Bazzocchi 2010c and 2015), was a later inser-
tion. Now that that clear evidence is provided by Pilch's
discovery, | cannot avoid the impression that my dating
was significantly reinforced, while Kang's objections, re-
cently renewed by Michael Potter (Sullivan and Potter
2013), were strongly weakened.

By itself, the fact that Ms104 was begun in 1915, in 1916
or (as von Wright supposed) in 1918 is not important. But,
if we put it in relationship with the other notebooks, letters
and testimonies, the panorama becomes quite different.
Ms104 can be considered the main manuscript of the Trac-
tatus, the notebook in which Wittgenstein's masterpiece
assumed progressively its definitive form along more than
three years of continuous addings, refinements and re-
structuring. For every proposition we are interested to, we
can observe the form and the content of the precise hier-
archical tree to which it was intended to belong at the mo-
ment.

Nevertheless, it would be ingenuous supposing that the
notebook could suggest new exegetical hypotheses. Actu-
ally, the tree-wise reading of the Tractatus (Wittgenstein
2014) was suggested by its final structure, by giving the
right importance to the numbering system. The substantial
value of this interpretation depends on the new perspec-
tives it implies about a multitude of passages of the text,
when a level-by-level reading offers different meanings
and a more plausible and linear concatenation of thoughts
(Bazzocchi 2014a, 1-69; Bazzocchi 2014b; Hacker 2015;
Oskari 2015). It was the question about the way in which
Wittgenstein was able to create a similar architecture that
led to read Ms104 notebook with new eyes, finding point-
to-point illuminating relationships between the Tractatus
and its genetic manuscript” Only from this exegetical per-
spective it was possible to understand that Ms104 note-
book, far from being a chaotic sequence of single remarks,
was the faithful record of a hierarchical process of compo-
sition that presupposed, from its very first step, a tree-
shaped vision of the book. More: Ms104 notebook was just
the log-file of the creation of a primordial hypertext. In this
sense, Martin Pilch's crucial discovery can be viewed as a
consequence of exegetical investigations, before of being
a source of new other considerations. Just as in Popper's
foresight, some explanatory hypothesis must precede any
empirical or philological datum, which finds its meaning
only in the light of a hermeneutic inquiry.

Literature

Bazzocchi, Luciano 2008a “The date of Tractatus Beginning”, in:
Alexander Hieke and Hannes Leitgeb (eds.), Reduction and Elimi-
nation in Philosophy and the Sciences, Kirchberg am Wechsel:
Eigner Druck, 20-22.

7 See the specular structure of the First and the Second Part of Bazzocchi
2014a.

19



Consequences of The New First Page That Was Discovered at the Beginning of the Manuscript of the Tractatus | Luciano Bazzocchi

Bazzocchi, Luciano 2008b “On butterfly feelers. Some examples of
surfing on Wittgenstein’s Tractatus”, in: Alois Pichler and Herbert
Hrachovec (eds), Philosophy of the Information Society, Vol. 1,
Frankfurt a. M.: Ontos-Verlag 125-140.

Bazzocchi, Luciano 2010a “The ‘Prototractatus’ Manuscript and Its
Corrections”, in: Nuno Venturinha (ed.), Wittgenstein after his
Nachlass. Basingstoke: Palgrave Macmillan, 11-29.

Bazzocchi, Luciano 2010b “Trees, Levels and Ladders”, in: Volker
Munz, Klaus Puhl and Joseph Wang (eds.), Language and World.
Part One: Essays on the Philosophy of Wittgenstein, Frankfurt:
Ontos Verlag, 329-341.

Bazzocchi, Luciano 2010c “Una diversa interpretazione della
genesi e della struttura del Tractatus di Wittgenstein”, in: L. Bellotti
and Paoletti G. (eds.), | Quaderni della ricerca, Pisa: ETS, 47-64.

Bazzocchi, Luciano 2014a L’arbre du Tractatus, London: King's
College London.

Bazzocchi, Luciano 2014b “A Significant ‘False Perception’ of Witt-
genstein’s Draft on Mind’s Eye”, Acta Analytica 2/29, 255-266.

Bazzocchi, Luciano 2014c “L’albero del Tractatus: True Wittgen-
stein versus New Wittgenstein”, Rivista di filosofia 1/2014, 91-122.

20

Bazzocchi, Luciano 2015 “A Better Appraisal of Wittgenstein's
Tractatus Manuscript”, Philosophical Investigations 4/38, 333-359.

Geschkowski, Andreas 2001 Die Entstehung von Wittgensteins
Prototractatus, Bern.

Hacker, Peter 2015 “How the Tractatus was meant to be read”, The
Philosophical Quarterly 65/261, 648-668.

Kang, Jinho 2005 “On the composition of the Prototractatus”, The
Philosophical Quarterly 55/218, 1-20.

Kuusela, Oskari 2015 “The tree and the net: reading the Tractatus
two-dimensionally”, Rivista di Storia della Filosofia 1/2015, 229-
232.

Pilch, Martin 2015 “A Missing Folio at the Beginning of Wittgen-
stein's MS 104", Nordic Wittgenstein Review 4/2, 65-97.

Sullivan, Peter and Potter, Michael (eds.) 2013 Wittgenstein’s Trac-
tatus. History and Interpretation. Oxford: OUP.

Wittgenstein, Ludwig 2014 The Tractatus According to Its Own
Form. Supplements and Other Shavings, L. Bazzocchi (ed.), Ra-
leigh (N.C. USA): Lulu.
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Abstract

The paper discusses the Wittgensteinian concept of love and the problem of specifying the “our” in “our language of love” and of

tackling strange, unfamiliar languages of love.

1.

In the tradition of the Wittgenstein-inspired ethics, founded
by Rush Rhees, we read about the importance of the lan-
guage of love (Rhees 1969b, Dilman 1998, Gaita 2006).
The “language of love” is a framework of linguistic prac-
tices expressing what love is and what love means. Rhees
and his successors are not explicit about what particular
things people say belong to the language of love. (Confes-
sions like “I love you” may or may not be its part.) It is
rather the way people who are in love use language to ad-
dress each other; and this use of language significantly
shapes what love means for people: beings that have the
kind of language animals, for instance, don’t have. This is
one reason why we think of love between human beings
as different from a dog’s love for its master. Dogs are ca-
pable of love, but love between people means something
different. Dilman (1998) suggests that our human lan-
guage of love has developed in connection with literature.
Love between people is love between beings whose lan-
guage has the capacity to create literature.

Cockburn (2010) points out that Rhees doesn’'t talk
about arbitrary linguistic acts, which found a convention of
love. Language is not a condition of love; that there is the
language of love goes along with love, as we know it. To
learn to use language means to become accustomed to a
way of living; words of language play a role within life and
mean something that matters to us (Rhees 1997, 187: “we
learn to live... in learning to speak”). Familiarity with the
language of love also allows for different kinds of orienta-
tion in the contexts of love (recognising love in others, pre-
tending to love).

Within the medium of the language of love, various atti-
tudes of love are made explicit. Gaita reminds us that lan-
guage of love is not only celebratory or laudatory, but it
also opens a room for criticism, disappointment, etc. If
someone we love disappoints us, we thereby express par-
ticular kind of care and concern for them we don’t have for
people we don'’t love. (They disappoint us differently.)

Language of love provides also a referential point of ori-
entation: when it is debatable that an example is an exam-
ple of love (though it is claimed to be), it is within the lan-
guage of love that the controversy plays out. It is shown
that linguistic expressions inherent to the discussed exam-
ple can hardly be understood as expressions of the lan-
guage of love. Rhees uses this implicit approach to dis-
cuss Simone Weil's remarks about love (Rhees 2000).
Weil's ideas about love that Rhees considers most prob-
lematic centre around two points: 1) absolute detachment
from the other and from making any prospects of common
life or future etc.; 2) non-preferential character of love in its
utmost purity (which is, ultimately, love for every other hu-
man being).

Rhees (loosely) paraphrases Weil's remarks about de-
tachment as “If you love anyone, then always think of him
as though he were dead” (2000, 105). He points out that
an important part of what it means to say we love someone
is that it matters to us whether they are alive, whether they
flourish or not. An unconditional concern in the beloved’s
well-being is constitutive of love. Weil’s remark is hard to
understand as an expression of love, a part of the lan-
guage of love.

Similarly, he criticises her emphasis on the impartiality of
love as derogatory of the relationships of love that are rela-
tionships between two particular individuals. Their value
consists in this unique bond between the two people. To
see a third someone as equally as precious as one’s coun-
terpart can be legitimately understood as disloyalty to-
wards him or her.

A relationship towards one’s life-partner or one’s children
is pervasive; the loss of the other would go deep with
one’s life and the grief and bereavement is profound. If,
from Weil’s point of view, grief is an expression of unjustifi-
able, selfish attachment (a person loving in a saintly man-
ner the whole humanity would not grieve in this way for the
death of any other human being), that overlooks some-
thing important and constitutive of our notion of love.
“When she died, it was as if my life ended as well” is not
an expression of selfishness, but of something important
about love.

Selfish attachment and love are two different things. In
language, the words “selfish attachment” and “love” have
different meanings, or to put it in Wittgensteinian terms,
their use is different. But philosophy interested in this dif-
ference is not a dictionary where meanings of different
words are written down; it tries to do justice to the differ-
ences that are, at the same time, differences of the lives
people lead. If Wittgenstein’s emphasis on “meaning is
use” meant only the focus on the contents of dictionaries,
Rhees (1969a) argues, there would be no work for phi-
losophy: philosophy must account for what it means for
people to be creatures that have language. Therefore, phi-
losophy must elucidate whether there is a difference in
what it means for people to be selfishly attached to some-
one and to love them, and whether and to what extent this
difference matters.

2,

Language allows us to make sense of situations and to
shed light on their important aspects. Whether something
is an example of love is highlighted by the language used
to comment on it or the language engaged in the dis-
cussed context by its participants. When Simone Weil
speaks about what she calls “love”, what it highlights isn’t
love as we know it from our lives.
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But this argument made by Rhees betrays certain prob-
lematic points. When addressing Weil, the way he phrases
his criticism often takes some such shape as “this is not a
question we would ask”, “it would not make sense to us to
say that love...” He often refers to further unspecified "us";
but who is this “us”? Does the term “the language of love”
(or: our language of love) mean there is only one language
of love? Or are there more? If so, which is the one Rhees
speaks of? It seems that there are multiple ones: there are
serious differences between the ways Rhees and Weil
speak of love, not to mention many other people.

This multiplicity does not correspond to the multiplicity of
empirical languages (Chinese, English, Latin), although
there can be connections. There are rather different under-
lying concepts of love, some of which are closer to others:
“family resemblance”. Does the family have boundaries?
How can one tell love from what isn’t love anymore?

To encounter another systematic way of speaking about
“love” (for instance) means to face an unfamiliar way of
treating something the meaning of which is, if not taken for
granted, then implicitly considered different: “If you love
anyone, always think of him as though he were dead”;
“The omnipotent and perfectly good God allowed your
grandparents to die in the Holocaust to give me an oppor-
tunity to elevate myself morally, when | reflect on that.”
Different languages represent such different grounds of
familiarity. | may be surprised someone can think of love or
of God in the above terms, but it can make sense to them,
given the place love (or God) has in their lives.

However, differences differ in kind. The surprise or un-
familiarity can concern something one considers as central
for their view of love, or its peripheral aspects only. | can-
not enlist what is central and what peripheral for “my” or
“our” notion of love — that would be a task for an empirical
(psychological, sociological) inquiry. What is of interest for
a philosopher is the difference between responses to the
unfamiliar with respect to the central and with respect to
the peripheral.

One of the common expressions of a man’s erotic love
for a woman is its manifestation through flower gifts. Flow-
ers play a role in situations properly understood as exam-
ples of love. Or, in simpler terms, flowers are understood
as an expression of love — a way a man can tell a woman
he loves her (however ridiculously conventional it is and
difficult to apply beyond the man-towards-woman context).

At the same time, | needn’t see it as a central feature of
what love means. My answer to questions “Can it be love if
he never gave her flowers?” or “Do these people know true
love if they don’t have the tradition of giving flowers to their
beloved?” would be quick: “Well, yes, why not, | can imag-
ine that perfectly well”. An answer to an analogous ques-
tion based on Weil's assumption — “Is it love when he is
indifferent to whether she is dead?” — would not prompt
this kind of answer. | at least would be rather baffled.

This latter variety in the language of love introduces a
difference in a central aspect and there seems to be a
need for justification. The case cannot be solved by a hy-
pothetical, abstract question. What we need is an example
to show that this is possible. Examples serve as “objects of
comparison” (Wittgenstein 2009, §130). When Wittgen-
stein introduces his invented examples of language
games, he does that in order to highlight important aspects
of true language working, as he understands it and wants
to show it. Examples arrange and emphasise visible and
convincing aspects of an issue one wants to decide or a
thing one wants to characterise. What is jealousy and what
to think about it (is it a vice, or a tragedy?) can be shown
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by introducing Othello. Othello’s example helps us to orient
ourselves in the issue.

In this connection, Peter Winch (1997) argues that cases
of understanding are never principally based on introspec-
tion or a primitive acquaintance with the familiar. 1 don’t
understand that | am jealous or my culture’s sense of hu-
mour through a different mechanism than | understand
another’s jealousy or a foreign sense of humour, where |
would be forced to extrapolate the initial introspection,
perhaps with the help of an example. | learn to understand
my own psychological states and the foundational aspects
of “our” culture, for what they are, by growing familiar with
canonical examples as well. Literature and art play a cen-
tral role in providing the clearest and most pregnant exam-
ples (consider the role of fairy tales).

Neither is love primitive, intelligible on introspection. We
learn to understand its meaning (the meaning of events in
our lives as events of love) using these objects of compari-
son. In the case of flower-less love this “internalised” res-
ervoir of examples needn’t be explicitly invoked. The way |
am accustomed to “look at matters” faces no substantial
trouble with inclusion of the flower-less love cases.

Weil's remarks about “love” may need an active search
and arrangement of known examples to justify their status.
In general, a stranger concept of love (a “centrally strange”
one) can be vindicated as love, if we can make available
examples powerful enough to make us see the concept’s
kinship. The examples serve us a bit like stones bulking
out of water to jump across a river with dry feet. If they are
too far from each other and the steps between them are
too difficult, we can never make it to the other side. | think
the Wittgensteinian reference to the “our” reflects the rela-
tive lack of the need to work actively with examples and
the relative easiness of making the connection to the
“other side”, without having to concentrate on it.

3.

Distinguishing between love and what is not love is not
taught by introspection, but it is cultivated by the study of
the reservoir of canonical examples, often from literature.
Literature can also offer a good example of what uncer-
tainty resulting from an encounter with something disturb-
ingly unfamiliar, yet claimed to be love looks like

| borrow an example from E.M. Forster's novel Where
Angels Fear to Tread (1995). The principal interpretation of
the book is as a powerful critique of the shallow and preju-
diced British middle class (which it undoubtedly is). But
there is more to it. The narrative tells a story of Lilia Herri-
ton, a young English widow who falls in love, on her holi-
day in ltaly, with a young man named Gino Carella and
marries him despite her family’s objections. On the one
hand, Forster depicts Gino as a more authentic and cordial
person than the Englishmen, especially in the second half
of the story after Lilia’s death, when they meet him and try
to take Lilia’s child to England. On the other hand, the pre-
vious glimpses into the marital life of Gino and Lilia are
deeply disturbing, the more so when the word “love” is fre-
quented in Gino’s speech.

Forster doesn’t have much sympathy for Lilia, whom he
describes as selfish, cowardly, superficial and idle. She
doesn't really love Gino. But, on the other hand, what Gino
seems to appreciate most in their marriage is Lilia’s money
(he is on the brink of physically assaulting her when she
threatens to cut him the money supply), he is unfaithful,
but possessive towards her and behaves callously to her.
When she dies in giving him a son, he seems content with
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the result (unlike his wife’s death, his son’s eventual death
strikes him cruelly).

One of Forster's aims was the critique of the cold “cul-
ture” of the English middle class of the early 20th century.
He seems to argue: if you want to see what love truly looks
like, you have to look elsewhere. His narrative is ambigu-
ous, but he seems to suggest that this elsewhere can be
Italy, exemplified in Gino. | don’t know if that was Forster’'s
intention, but his depiction of Gino serves as an example
of an unfamiliar concept of love. The short synopsis | pro-
vided above, if it was a hypothetical proposal, would be
probably denied the status “love”. Does Forster's book
succeed in providing an example powerful enough to show
that something important about love is involved here con-
trary to initial appearances? | feel exciting uncertainty here
about whether we can make it to the other side with dry
feet.
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Vom ,,pun® zum Sprachspiel — Wittgenstein, Russell, Bradley, Hegel
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Abstract

Als Ludwig Wittgenstein 1911 in Cambridge zu studieren beginnt, verfligt er kaum Uber philosophische Vorkenntnisse. Alles,
was er in der vergleichsweise kurzen Zeit bis zur Abfassung seines ersten eigenen philosophischen Hauptwerkes — des Tracta-
tus — lernt, lernt er im Wesentlichen von Bertrand Russell in dessen Vorlesungen und den anschlielenden personlichen abend-
fullenden philosophischen Diskussionen. Wie war es mdglich, dass Wittgenstein trotzdem — schon im Tractatus und noch mehr
im Spatwerk — ein derart eigenstandiges, von Russells Philosophie emanzipiertes Denken entwickeln konnte?

Die Antwort auf diese Frage wird anhand des Streits um das concrete universal — einer in der Zeit um Wittgensteins Ankunft in
Cambridge heil diskutierten Auseinandersetzung — rekonstruiert und bis auf Hegel zurtickverfolgt.

Zur primar mundlichen Wissensaufnahme Wittgensteins
bei Russell kommt — im Verhaltnis zum Ublichen
Grundstudium — erstaunlich wenig philosophische
Literatur. Im Wesentlichen beschrankt sich Wittgensteins
Lektlire in dieser Zeit auf Russells Principia Mathematica
und Gottlob Freges Begriffsschrift, mit der sich wiederum
Russells Arbeiten dieser Zeit intensiv auseinandersetzen.
Folglich sind Russell und Frege auch die einzigen Autoren,
die explizit als Quelle und philosophische Inspiration fiir
den Tractatus in dessen Vorwort genannt werden. Dabei
schatzt Wittgenstein diese beiden Werke weit Uber ihren
rein philosophischen Gehalt. An Russell schreibt er
begeistert von der ,Musikalitat* der Principia und Freges
Stil beschreibt er noch viele Jahre spater als ,besonders
tief".

Das eigentimlich Mundliche und Diskursive von Witt-
gensteins philosophischer Ausbildung wird noch verstarkt,
wenn man sich vor Augen halt, dass er auch zur Lektire
von Freges Begriffsschrift den Autor personlich aufsuchte
und die Lektiire intensiv diskutierte. In Anbetracht dieser
besonderen miindlichen, auf Russell fokussierten und an-
dere philosophische Autoren ausschlieRenden Bildungssi-
tuation sowie in Anbetracht dessen, dass Freges Uberle-
gungen in Russells Arbeiten weiterentwickelt wurden, kann
man bei Wittgenstein mit viel hdherem Recht, als dies
sonst fur Autoren gilt, von einem Schiler Russells bzw.
von einem waschechten Russellianer sprechen.

Der Leser Wittgensteins, auch wenn er nur einigerma-
Ren vertraut ist mit Russell, wird sich fragen, wie sich Witt-
genstein trotz der beschriebenen auf Russell fokussierten
philosophischen Bildungssituation schon kurze Zeit darauf
mit dem Tractatus und erst recht mit seinem Spatwerk eine
derart eigenstandige und in vielen Punkten weit umfas-
sendere philosophische Position erarbeiten konnte — eine
Position, die Russell selbst 1959 noch ratlos mit den Wor-
ten zurtcklieB: ,I have not found in Wittgenstein’s Philo-
sophical Investigations anything that seemed to me inter-
esting and | do not understand why a whole school finds
important wisdom in its pages” (Russell 1959, 216). Dank
seines langen Lebens durfte Russell mit ansehen, wie das
Interesse der Nachwelt an Wittgensteins Philosophie das-
jenige an seinen eigenen Arbeiten weit Gberragt.

Wie also konnte es dazu kommen, dass sich Wittgen-
stein, obwohl er sich auf so aufierordentliche Weise im
philosophischen Kosmos Russells ausgebildet hat, schon
unmittelbar anschlieRend mit dem Tractatus eine so weit
entfernte und so deutlich eigenstandige Position erarbeiten
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konnte, was noch einmal in héherem Malfie fiir das Spat-
werk gilt? Eine Antwort auf diese Frage soll im Folgenden
anhand einer zeitgendssischen Diskussion skizziert wer-
den, die Russell und andere Mitbegriinder der frihen ana-
Iytischen Philosophie gegen die britischen Neoidealisten
um Francis Herbert Bradley fiihrten.

Den Stein des AnstoRes gaben die Idealisten mit einem
ihrer zentralen Konzepte, dem sogenannten concrete uni-
versal. 1883 hatte Bradley die Principles of Logic verof-
fentlicht und darin unter anderem anhand des concrete
universal sein Programm eines monistisch-holistischen
Idealismus vorgestellt. Russell, in den 1890er Jahren auf
Vermittlung McTaggerts selbst noch Bradleyianer (vgl.
Griffin 1991), ist inzwischen zur analytischen Philosophie
konvertiert und polemisiert jetzt gegen Bradley. In einem
Text von 1914, den er schon mit einer Dankesadresse an
Wittgenstein fir die personlichen Diskussionen bedenkt
(Russell 1914, 4) kritisiert er Bradleys Logik als ,a product
of logical confusion“ mit Kategorien, die fir ,qualities of
Reality as a whole” stiinden und letztlich von Hegel stam-
men, der auch der Ursprung solch ,essentially Hegelian
conceptions as the ,concrete universal®“ sei (ebd., 43 f.).
Bemerkenswert ist hier, dass Russell das concrete univer-
sal und mit ihm gleich die ganze Hegel'sche Philosophie,
wenn auch pejorativ, so doch als basierend auf Sprach-
spielen (,puns®) charakterisiert: Hegel’s philosophy is ,built
upon stupid and trivial confusions, [...] one would be temp-
ted to characterise as puns* (ebd., 45).

Diese Formulierung fihrte Russell 1912 im Rahmen ei-
ner Rezension zu Henry Stewart Macrans Ubersetzung
von Hegels subjektiver Logik ein (Russell 1912a, 739 f.)
und verwendete sie bis zu seinem Lebensende (Russell
1972, 20). Unbedingt wird diese Charakterisierung der
Hegel'schen Logik damals auch Gegenstand der Diskus-
sionen mit Wittgenstein gewesen sein und wir werden
noch fragen, inwieweit dies den AnstoR fiir dessen spatere
Sprachspielkonzeption gegeben haben kénnte.

Es lohnt sich also, etwas Licht in die heute fast verges-
sene, seinerzeit aber heftig diskutierte Kontroverse (Stern
2007, 116) um das concrete universal zu bringen. Begin-
nen wir — wegen unseres Interesses am ,Russellianer”
Wittgenstein — mit Russells Position im Streit mit Bradley
und fragen dann, wie Hegel hier ins Spiel kommt.

In gewisser Weise stellt die Kontroverse eine moderne
Form des klassischen Universalienstreites dar, in dem
Russell eindeutig Stellung fiir die Realitat der Universalien
bezieht. Nach Russell wissen wir von Universalien durch
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Bekanntschaft: ,In addition to our acquaintance with par-
ticular existing things, we also have acquaintance with
what we shall call universals, that is to say, general ideas,
such as, whiteness, diversity, brotherhood, and so on*
(Russell 1912b, 28). Weil nun jede Proposition mindestens
eine Universalie enthalt, gilt: ,all truths involve universals,
and all knowledge of truths involves acquaintance with
universals“ (ebd., 53). Und diese Bekanntschaft mit
Universalien ist real, nicht mental, denn ,whatever being
belongs to them is independent of their being thought of or
in any way apprehended by minds” (ebd., 55).

Russells Universalienrealismus wendet sich damit gegen
Bradleys Nominalismus, der mit seiner Charakterisierung
der Universalien als konkret gerade sagen will, dass das
Universale nicht real ist. Realitat im vollen Sinne kommt in
Bradleys monistischer Konzeption nur dem Absoluten zu.
Einzelne Entitaten sind hier nur insofern real, als sie Teil
des Absoluten, der ,reality as a whole*, sind. Das Konkrete
im concrete universal richtet sich so vor allem gegen das
Abstrakte oder die rein formale Bestimmung des Allgemei-
nen in der Russell’schen Konzeption, wo es abstrakt, d. i.
losgeldst vom groRen Ganzen, seine atomistische Realitat
beansprucht. Bradley schreibt dazu in den Principles of
Logic:

The more deeply you analyze a given whole, the wider
and larger you make its unity; and the more elements
you join in a synthetic construction, so much greater is
the detail and more full the differentiation of that totality.
We have here the antipodes of that false relation of ex-
tension to intent which we criticized before (Book L
Chap. VL.). That preposterous article of orthodox logic
turned the course of our reason into senseless miracle.
The less a thing became the further it went, and the
more it contained the narrower it became. Such a total
reversement of our rational instinct could spring from
nothing but a fundamental error. And it arose from our
use of the abstract universal. That can not be real, and
in consequence our thoughts were all built on unreality
and ended in falsehood, but in the concrete universal,
which has guided our steps, and which has appeared
as the identity of analysis and synthesis, we have re-
turned to truth and made our peace with reality. (Brad-
ley 1883, § 25, S. 446 1.)

Im Spiegel des an Exaktheit orientierten Wissenschafts-
ideals im logischen Atomismus Russells und seiner forma-
len Logik erscheint aber gerade dieses concrete universal
als ein pun, ein unzuldssiges Sprachspiel, mit dem offen-
sichtlich der Unterschied der Kategorien aufgehoben wer-
den soll, da doch ein Begriff wie universal nicht zugleich
seinen Gegenpart particular bedeuten kann und somit hier
,Simply an abuse of language” vorliegen muss, ,to call the
individual ,universal‘ at all“ (vgl. Foster 1931, 7).

Werfen wir nun einen Blick darauf, wie sich Hegel avant
la lettre zu diesem Streit stellt, und fragen dann, welche
Spuren die Auseinandersetzung in Wittgensteins Philoso-
phie hinterlassen hat. Einerseits konnte Bradley Hegel
durchaus auf seiner Seite sehen, da Hegel selbst vom
Begriff als dem ,Konkrete[n] und Reichste[n]* (WdL Il, 295)
spricht. Sowohl in den Analysen zum Qualitativen Urteil als
auch zum Qualitativen Schluss ist das konkret Allgemeine
ausgezeichnet vor dem abstrakt Allgemeinen. Abstrakt ist
ein Allgemeines hier, wenn es in einem Urteil einem Ein-
zelnen zugeschrieben wird, bspw. dem Sokrates das all-
gemeine Pradikat Weisheit. Das konkrete Gegenteil dieser
abstrakt duerlichen Zuschreibung kann durch einen Satz
wie ,Sokrates ist ein Mensch“ dargestellt werden. Das
Mensch-Sein ist der Substanz Sokrates inharent und ohne

diese Eigenschaft ist es schlechterdings unklar, was ,So-
krates" Uberhaupt bedeuten kénnte.

Auch schon am Anfang der Subjektiven Logik, im Kapitel
A. Der Allgemeine Begriff, verweist Hegel ausdriicklich
darauf, dass ,das Allgemeine” selbst schon ein ,Konkre-
tes” sei in dem Sinne, dass es nicht leer ist, sondern ,viel-
mehr durch seinen Begriff Inhalt* (WdL Il, 277) hat.

Im Gegensatz zu Bradley spricht Hegel in diesem Zu-
sammenhang aber nicht von einer Irrealitdt des Abstrakten
bzw. von einer graduellen Steigerung der Realitat hin zum
Absoluten, sondern charakterisiert mit der Unterscheidung
konkret/abstrakt, inwieweit das jeweilige Allgemeine inhalt-
lich oder (nur) formal bestimmt ist. Und dies ist unabhangig
von der Nahe zum Absoluten. Fir Hegel ist auf jeder Stufe
der Logik des Begiffs, d. h. im Begriff, im Urteil und im
Schluss, sowohl die konkrete inhaltliche als auch die ab-
strakte formale Bestimmung des Allgemeinen zu geben.
Der Titel der von Russell im August 1912 rezensierten
Macran-Ubersetzung: Hegel’s Doctrine of Formal Logic ist
sogar irreflihrend, da es sich bei Hegels subjektiver Logik
eben nicht um eine formale Logik handelt, die vom Inhalt
der Begriffe abstrahiert.

Sehen wir nun darauf, wie der Russellianer Wittgenstein
die Positionen dieses Streites in sein eigenes Denken auf-
nimmt. Auffallend stellt er sich eben nicht einfach auf Rus-
sells Seite, sondern versucht, seinem Gegenstand gerecht
zu werden, indem er dasjenige, was er in den Diskussio-
nen mit Russell als Negatives Uber Bradley und Hegel
aufnehmen konnte, in seine Uberlegungen integriert. Man
kénnte auch sagen: Die durch Russells vereinseitigte Kon-
zentration auf die formale Seite der Logik unterdriickten
Elemente fordern ihr Recht, sobald diese Logik wieder zu-
rick auf den Bezug zur Welt bzw. auf die Grenzen der
Sprache bezogen wird.

Dies wird bspw. thematisch, wenn Wittgenstein im Trac-
tatus fordert: ,Aber die Logik muss sich mit ihrer Anwen-
dung beriihren” (5.557). Der Tractatus verbindet beide Sei-
ten des Streites um das concrete universal auf besondere
Weise: Auf der einen Seite erinnern die Elementarsatze
mit ihrer ,allgemeinen Satzform® (4.5) an Russells Insistie-
ren auf der formalen Unabhangigkeit der Universalien. Auf
der anderen Seite wird — wie von Bradley — deren Weltbe-
zug gefordert. Als ob Wittgenstein beiden Seiten des Strei-
tes gerecht werden wollte, stellt die Grundkonzeption des
Tractatus in ihrer Isomorphie von Logik und Welt, Elemen-
tarsatzen und Sachverhalten das Moment des abstrakten
Allgemeinen dem Konkreten der Welt zuerst als unabhéan-
gig gegenuiber. Die Relation zwischen beiden Seiten be-
steht in der Abbildung der Welt durch die Sprache, ist also
Korrelation von Elementarsatz und Sachverhalt.

Wenn Wittgenstein allerdings bemerkt, dass ,unsere
Probleme nicht abstrakt [sind,] sondern vielleicht die kon-
kretesten die es gibt® (5.5563) und im gleichen Satz die
Sprache selbst mit der Wahrheit identifiziert (,Alle Satze
unserer Umgangssprache sind tatsachlich, so wie sie sind,
logisch vollkommen geordnet. — Jenes Einfachste, was wir
hier angeben sollen, ist nicht ein Gleichnis der Wahrheit,
sondern die volle Wahrheit selbst”), ist das etwas, was
weder ganz aus Russells noch aus Bradleys Konzeption
folgt. Es erinnert eher an Hegel, der darauf dringt, dass
schon die Allgemeinheit des Begriffs selbst etwas Konkre-
tes ist (s.0.). Die Bildtheorie mit ihrer Korrelation von
Sprache und Welt steht hier in der Klammer der paradoxa-
len Selbstaufhebung von Satz 7. des Tractatus und wird
im Spatwerk bekanntlich ganz aufgegeben. Erhalten bleibt
aber dieses Element der Konkretheit des Allgemeinen,
wenn Wittgenstein bspw. im Big Typescript schreibt, ,dall
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die Verallgemeinerung selbst etwas bestimmtes ist* (BTS
§ 15) oder in den Philosophischen Untersuchungen: ,Die
Logik [...] aber erscheint nicht als eine Abstraktion; son-
dern als etwas Konkretes, ja als das Konkreteste, gleich-
sam Harteste* (PU § 97). Was aber tritt im Spatwerk an die
Stelle der Bildtheorie, die hier als GegenuUberstellung der
Forderungen Russells (nach der formalen Unabhangigkeit
der Universalien) und Bradleys (nach dem konkreten
Weltbezug) eingefiihrt wurde?

An die Stelle des Dualismus von Sprache und Welt tritt
eine ausdifferenzierte performative Struktur, die Wittgen-
stein nun affirmativ als ,Sprachspiel” beschreibt: eine
Struktur ahnlich derjenigen, die Russell mit denselben
Worten, aber vor dem Hintergrund seines formallogischen
Wissenschaftsideals noch als ,pun®, als unernstes Sprach-
spiel, charakterisiert hatte und Uber die er inzwischen ur-
teilt: ,The later Wittgenstein [...] seems to have grown tired
of serious thinking and to have invented a doctrine which
would make such an activity unnecessary.“ (Russell 1959,
217)

Im Streit um das concrete universal bezieht Wittgenstein
mit seiner Sprachspielkonzeption Position gegen den Uni-
versalienrealismus Russells. Er diagnostiziert dieser Posi-
tion ein ,craving for generality* (Wittgenstein 1958, 17 f.),
die falschlicherweise annimmt, es miisse etwas geben,
das allen Vorstellungen, die unter einen Begriff fallen, ge-
meinsam ist. Als philosophische Therapie dagegen ware
zu fragen, was z. B. alle Spiele gemeinsam haben. ,Sag
nicht: ,.Es muB8 ihnen etwas gemeinsam sein, sonst hielen
sie nicht «Spiele>* — sondern schau, ob ihnen etwas ge-
meinsam ist. — Denn wenn du sie anschaust, wirst du zwar
nicht etwas sehen, was allen gemeinsam ware, aber du
wirst Ahnlichkeiten, Verwandtschaften, sehen, und zwar
eine ganze Reihe" (PU § 66).

Damit stellt sich Wittgenstein aber zugleich gegen die
systembedingten Vereinseitigungen eines Bradley’schen
monistischen Nominalismus. Mit der Sprachspielkonzepti-
on gibt es keinen einheitlichen Gradualismus der Realitat
hin zum Absoluten. Alle Spiele sind in ihrem Zusammen-
hang gleich real. Am Beispiel des Zahlenbegriffs erlautert
Wittgenstein das folgendermafRen: ,wir dehnen unseren
Begriff der Zahl aus, wie wir beim Spinnen eines Fadens
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Faser an Faser drehen. Und die Starke des Fadens liegt
nicht darin, dafd irgend eine Faser durch seine ganze Lan-
ge lauft, sondern darin, dal} viele Fasern einander uber-
greifen.” (PU § 67)

In Bezug auf das concrete universal teilt Wittgenstein mit
Hegel die philosophische Grundhaltung, die Anstrengung
der Uberwindung von Vereinseitigungen, den performati-
ven Anspruch, feste Begriffe zu verflissigen und auch
den, die Philosophie als ein ,ernstes Sprachspiel* zu ver-
stehen, als eine nie abschlielbare kritische Praxis.
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Abstract

This paper explores the link between the works on physiological optics by Ernst Mach, Wittgenstein's concept of nonsense and
the art of Escher. Theoretical contributions such as Mach bands and the physicist's treatment of optical phenomena and visual
perception of space in general lead to an improved understanding of the perception of perspective and movement. They also
had an influence in arts that goes beyond the already known relation between literature and Machian phenomenalism. Our con-
jecture is that the work of Escher can be better understood as being intuitively related to Machian physiological optics, and not
only to mathematics. Escher's work reflects nonsense and perplexity and the expression of “what can be shown but not said”.
Artistic representations are depictions of non-actual and impossible objects or circumstances as actual, rendering the spectator
perplex, what is compatible with Wittgenstein's account of art as nonsense.

I. Wittgenstein: nonsense and aesthetic
perplexities

It exceeds the limits of this contribution to give an account
of the subtleties involved in Wittgenstein's conception of
nonsense, the ineffable and perplexity [for reasonable ac-
counts of the first two concepts see Glock (1996) or Kallay
(2012)]. We rather will start from an idea that is commonly
accepted regarding his conception of aesthetics, namely,
that arts pertain to the realm of nonsense. We argue that
aesthetic perplexity derives from the realization of non-
sense via visual artistic representation, and the works of
Escher are a suitable candidate to exemplify this issue. In
LC (IV.1), Yorick Smithies claims that "Aesthetic puzzles-
[are] puzzles about the effects the arts have on us. The
puzzles which arise in aesthetics, which are puzzles aris-
ing from the effects the arts have, are not puzzles about
how these things are caused".

Wittgenstein has been undoubtedly one of the most in-
terested philosophers in the problems of representation,
correspondence between the world and language and
what we say about things. The task of contrasting the
world with our perception of them has forced us to assign
meaning to words by relating them to objects, actions,
facts and to particular ineffable things. The aim of the Trac-
tatus was “to draw a limit to thought, or rather—not to
thought, but to the expression of thoughts: for in order to
be able to draw a limit to thought, we should have to find
both sides of the limit thinkable (i.e. we should have to be
able to think what cannot be thought)” (preface).

If we remit ourselves to language games and family re-
semblance then, we also find another aid to comprehend
what nonsense is and its relation with art. “The study of
language games is the study of primitive forms of lan-
guage or primitive languages.” (BB, p.17). By means of
language games we can establish truth or falsity, sense
and nonsense regarding propositions. These ideas are
useful if we want to identify nonsense in arts. His ideas on
aesthetics are also related to language oriented problems.
Non-figurative art (and new artistic expressions in general)
arise from the limits imposed in the world; new ways of
expression are necessary to comprehend and communi-
cate that what we cannot speak of.

Although in TLP §6.421 Wittgenstein refers to ethics and
aesthetics as being the same, following Reguera (1981,
p.294), the work of art is the object sub specie aeternis
and the good life would be the world sub specie aeternita-
tis. Ethics and aesthetics would be transcendental. Being

both nonsense, they do not refer to the world, but they al-
low everything in the world. That is why they both are dan-
gerous. This reflections upon the relation between ethics,
aesthetics and the world go beyond what is logical, so
Wittgenstein was right when he asserted that his “work has
extended from the foundations of logic to the nature of the
world.” (NB, 79e).

If we already know that nonsense is what has no refer-
ence in the world, there is still the task of how we can rep-
resent it: starting from imitation of nature, human beings
have taken this imitative art to a separate plane lead by
imagination and the concept that is expressed in the work
of art, thus relying upon images to show what can’t be
said, i.e., emotions and ideas. As Rilke (2011, 21) puts it,
“most events are unsayable, occur in a space that no word
has ever penetrated, and most unsayable of all are works
of art, mysterious existences whose life endures alongside
ours, which passes away”.

The concept of language games and family resemblance
are inherent to all artistic activities. The artist plays a game
where he uses his imagination in order to express non-
sense in a world that apparently is full of sense. By playing
this game, he helps to construct the rules of what we call
art. The artistic creator uses whatever pretext he can in
order to show nonsense via artistic depiction. The work of
art forces us to fixate on it in terms of the game it pro-
poses, not just as an object, but also insofar as it can do
unto us. It wakes our imagination and helps us to experi-
ence nonsense.

Wittgenstein arrives to the conclusion that “What can be
shown, cannot be said” (TLP, §4.1212) because if proposi-
tions are about the world, there cannot be any propositions
about the things that are not within it, following the idea
that starts in §4.121: “What finds its reflection in language,
language cannot represent. What expresses itself in lan-
guage, we cannot express by means of language. Proposi-
tions show the logical form of reality. They display it”. Art
would be a mean to comprehend the world within the world
without forcing ourselves to get out of it. §7 invites us to
remain silent of those things that cannot be properly
named. We simply pass this over and end up appealing to
arts to express them. The artist has the will to surpass the
limits, changes them, thus establishing a direct connection
between sense and nonsense.
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Il. Mach bands, concave & convex forms,
optical illusions and impossible objects

The presence of Mach in this paper arouse from a stun-
ning coincidence regarding Jones (1856). The British ar-
chitect gave a great importance to two architectural jewels
of Muslim Spain: La Alhambra and the Mosque of Cor-
doba. The fascination for Muslim ornaments caught Jones
in XIX century as it would do with Escher in the next one.
Both of them visited Granada twice. Escher asserted in
Schattschneider and Emmer (2003) that “the Moors were
masters in the filling of surface with congruent figures and
left no gaps over. In the Alhambra, in Spain, especially,
they decorated the walls by placing congruent multicolored
pieces of majolica together without interstices” (p. 100).

The artist also went on to affirm in Locher (1982) that
“the regular division of the plane into congruent figures
evoking an association in the observer with a familiar natu-
ral object is one of these hobbies or problems. [...] | have
embarked on this geometric problem again and again over
the years, trying to throw light on different aspects each
time. | cannot imagine what my life would be like if this
problem had never occurred to me; one might say that |
am head over heels in love with it, and | still don't know
why.” (p. 67)

In our search of explanations for the works of Escher we
have found an association that seems untold: Despite the
many claims by art critics on the link between Escher's
graphic art with mathematics, we see that it is on the field
of physiological optics that we can better contextualize the
unconventional works of this artist. It hit us by surprise as
we found in Mach (1886) two significant references to
Jones (1856). More surprising is an illustration (Figure 1)
from the latter in chapter 10 (The Relations of the Sight-
Sensations to One Another and the other Physical Ele-
ments), §7 of The Analysis of Sensations, to which Mach
refers as follows:

-

Figere 1. Lot Came T Chsahes

The habit of observing bodies as such, that is, of giving
attention to a large and spatially cohering mass of light
sensations, is the cause of peculiar and often surprising
phenomena. A two-colored painting or drawing, for in-
stance, appears in general quite different according as
we take the one or the other color as the background.
The puzzle pictures, in which, for example, an appari-
tion makes its appearance between tree trunks as soon
as the dark trees are taken as the background, and the
bright sky as the object, are well known. In exceptional
instances only do background and object possess the
same form —a configuration frequently employed in or-
namental designs. (pp. 211-212)

Observation of the decorative motifs of La Alhambra made
by Owen and Escher are known to have an impact on both
of them, but its impact on the reflection upon arts and aes-
thetics in late XIX and early XX century is yet to be ex-
plored.
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It is also worthwhile to mention the experiment with a
folded visiting card that is described in §6 (Figure 3). It ex-
plains how light, shadows and folds affect our stereo vision
and the perception of space, an issue which Escher man-
aged to master in his favor to construct impossible objects.

Mach's fine artistic sensitivity, combined with a top level
scientific education in his times allowed him —after having
read Jones and long before Escher was even born- to ex-
plain the phenomena of perspective, two-dimensional rep-
resentation of tridimensional space, impossible objects, to
develop the Mach effect, among other significant contribu-
tions. Mach bands are responsible for our perception of
illusory movements in some pictures (Figure 2); Mach
bands are of aid to produce impossible objects.

d

Figvre 3. Lef, Figwe 24 of The Anafyws that Wiustr

shadows and the fold atfect our percection of depth), Right, Concave and Convex. Eschar (1958). Imoossitie figures by 30 space

representation on a 20 plane.

lll. Escher: art that expresses “what can be
shown but can’t be said” and perplexity
generated by nonsensical depictions

The graphic work of Escher undoubtedly illustrates princi-
pally nonsense and ineffability. Though he made a great
effort, Escher had the impression that he could not come
close to his visual ideas he saw in his mind, as stated in
Ernst (2007): "If only you knew the things | have seen in
the darkness of night, at times | have nearly been driven
mad at being unable to express these things in visual
terms. In comparison with my visions, every single print is
a failure and reflects not even a fraction of what might
have been" (p. 20).

The artist implicitly accepts here that there were limits re-
lated to the extent of what he could visually express with
respect to all what he could conceive or think regarding
visual ideas. It is also a way of recognizing the ineffability
of his own pictorial ideas.

It is well known that Escher is an artist that is hard to
classify. Ernst (1978, 2007) has asserted that for those
who consider that art is an expression of feelings cannot
do anything but to reject the works of Escher after 1937.



Wittgenstein, Escher and Mach | Eduardo Bermudez Barrera, René J. Campis C., Margarita Jiménez Siado

His works were constructed from understanding; His art is
somehow intellectual. Many are prone to relate him to
mathematics, but the artist himself mocked of it in Ernst
(2007):

| never got a pass mark in math. The funny thing is |
seem to latch on to mathematical theories without real-
izing what is happening. No indeed, | was a pretty poor
pupil at school. And just imagine-mathematicians now
use my prints to illustrate their books. Fancy me con-
sorting with all these learned folk, unaware of the fact
that I'm ignorant about the whole thing. (p. 28)

We think that the roots of the artistic work of Escher is not
in math, as it is a commonly asserted by critics following
Ernst (2007). He was rather amazed and wondered by the
phenomena that correspond to physiological optics as
those studied by Mach in The Analysis of Sensations. His
artistic practice is conceived upon tridimensional projection
on planes, the problems of the representation of what's
tridimensional in a two-dimensional surface. More than a
graphical depiction of mathematical concepts, his work can
be better explained as a practical inquiry of dynamic pro-
jections of objects in two-dimensional space (how to put
tridimensional space to the plane) and the way in which
irreducible contrasts are presented. Of course, we do not
deny the documented exploration of Escher on mathemat-
ics, but rather intended to point out the need to reassess
the sources of his artistic motifs even if Schattschneider
(2010) considers what Escher did from 1937 to 1941 “a
methodical investigation that can only be termed mathe-
matical research” (p. 708).

Escher also made use of optical effects of illusory
movements in fixed objects like in Concave and convex
(1955), Bond of Union and Print gallery (1956) or Waterfall
(1961), where figures shift in our perception from concave
and convex via the Mach effect among other optical-
physiological effects (Figure 4).

IV. Conclusions and final remarks

As a conclusion, we must affirm that Escher made an intui-
tive and very original exploration of the problems that were
studied by physiological optics of late XIX and early XX
centuries. The nature of those problems is such that it is
still difficult for conventional scientific discourse to express
them without the aid of illustrations. Escher turns into art a
whole tradition of research in physiological optics, where
names like Jacques Loeb, Ewald Hering, Hermann von
Helmholtz and Mach himself matter. From this point of
view, the work of Escher makes more sense. We differ
from interpretations that tend to assume the work of
Escher as being derived from pure mathematics. As we
have seen, even in Escher’'s own words, his mood was not
precisely that of a mathematician. Further historical re-
search is expected to throw more light on the propinquity
between Escher and the direct works on physiological op-
tics.
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Abstract

In his recent book, Reckoning with the Imagination, Charles Altieri relies on Wittgenstein for “restoring” aesthetic Idealism. Alti-
eri's restoration consists in describing aesthetic experience as sensual, imaginative and attending to the writer's purposiveness.
Altieri’s literary experience boils down, | believe, to the reader's awareness that he recognizes the author's purposiveness. | will
argue that Wittgenstein's aesthetic remarks do not agree with this description of literary experience. In particular, | will claim that
for Wittgenstein literary experience is not conscious in the way Altieri’'s description requires. Defending Altieri’s description by
downplaying the role of consciousness and focusing on its directness will be claimed to be incompatible with Wittgenstein’s be-

lief that literary experience is indirect.

1. Altieri on Literary Experience

In his recent book, Reckoning with the Imagination,
Charles Altieri laments that New Historicism views literary
aesthetics as a social field which examines the political
and economic interests behind literary texts. He believes
that responding by simply emphasizing artistic craft and
textual singularity (like H. Dubrow did) tempts only those
already dissatisfied with New Historicism. He develops,
therefore, an alternative response. He proposes “restoring”
the German Idealists (e.g., Kant, Hegel and Schiller) who
emphasized artistic craft while simultaneously underlining
its social force. Altieri's restoration upholds four core ideal-
istic principles of aesthetic experience: (a) it is sensual, not
conceptual, (b) it is imaginative, not epistemic, (c) it re-
quires attending to the creator’s purposiveness, and finally,
(d) it reveals individual powers for having values (Altieri
2005, pp. 5-15).

Later Wittgenstein’s remarks on aspect seeing, subjec-
tivity and art enable Altieri to bring these idealistic princi-
ples down to earth. Approaching imagination phenome-
nologically, he recognizes four essential features (following
Edward Casey). Imagination defies practical and logical
restrictions, imposes numerous subtle tonalities upon a
situation, and it is self-justifying. Altieri adds an additional
feature crucial to the arts: imagination deliberately draws
attention to the way it deplores to display all these fea-
tures.

Altieri shows this display at work in Ashbery’s “The in-
struction manual” and Yeat's “Leda and the Swan.” For
Altieri, both poems draw attention to their imaginative
character by employing appropriate syntactic elements,
tones, and styles. These syntactic details follow a distinc-
tive logic that provides each poem with a self-referring co-
herence.

Such aesthetic displays of imagination provide more
than mere illusions because they agree with other every-
day practices. Altieri draws here heavily upon the later
Wittgenstein. His On Certainty shows that display is an
attunement to non-epistemic language games. Epistemic
language games use descriptions and propositions in or-
der to resolve doubts; non-epistemic language games aim
at attuning to certain situations.

Expressing one’s self is an important class of such
games. One everyday example is the verbal expression of
feelings, as pain. “Ow!” neither resolves doubts about
whether | am in pain nor reports my feeling it. “Ow!” is a
public gesture which both displays and calls attention to
my suffering. Another everyday example is the expression
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of sensations, such as colour sensations. Like “Ow!”,
“Red!” neither resolves doubt about an object's colour nor
reports sensing it. “Red!” is also a public gesture which
displays and calls attention to the agents suddenly recog-
nising one of the objects’ aspects, namely its being red.
Following Altieri, this everyday form of display also under-
lies the imaginative expressions that we find in literary
texts.

The character of these expressions is most faithfully cap-
tured by idealists and, in particular, Hegel (pp. 106-9).
However, although Hegel recognised correctly that ex-
pressions are not simply emotional responses to sensa-
tions, he denied their worldliness. He saw them as the way
a transcendental self-consciousness transforms its sub-
stantial aspects into recognisable natural and social de-
terminants. Thus, Hegel places imaginative expression into
an intangible realm of spirits and substances. Altieri calls
upon Wittgenstein’s account of display in order to refine
Hegel's idea of a marginal subject attuning to what sur-
rounds it from such transwordly commitments. For Witt-
genstein believed that these surroundings are embedded
within social language-games. Consequently, imaginative
expressions create imaginary worlds which expand the
world in which the subject is embedded.

Literary artworks portray such imaginary worlds. They
establish a literary subject that strives for a non-epistemic
truthful presentation of this world. The words and sen-
tences this subject brings forth do not depict objects and
facts of his imaginary world. They are gestures calling at-
tention to what the subject becomes by inhabiting it. This
truthfulness resembles a confession. It acknowledges the
creator’s responsibility for taking the time and care to em-
ploy language games appropriate for revealing how as-
pects of a situation dawned him.

In this way, the artwork becomes a distinctive, singular
example, not one of the many examples of a general rule
or concept (pp. 134-7). Artworks reveal themselves to be
“exemplar as” something (i.e., Hamlet's example as mel-
ancholy) and great artworks, like Hamlet, really exemplify
themselves; they are examples of their fitting their formula-
tion. This exemplification is objective. Using works as ex-
amples for something not distinctive in them—for instance,
D. Bellamy in Cunt Norton—will stumble upon their singu-
larity.

Altieri believes that imaginative expressions exemplify by
employing a speech act characteristic of art and fiction,
“the demonstrative” (pp.150-5). The demonstrative invites
us to see the maker’s textual choices as gestures towards
his audience. It calls the reader to enliven the text by rec-
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ognizing how the author’s purposiveness unfolds in his
textual choices. The demonstrative invites the reader to
see how these choices gradually guide her to find a mean-
ing into the text and recognize herself in it. For Altieri, it is
the pleasure of being so guided into partaking to the crea-
tor’'s freedom and imaginative power that makes us appre-
ciate and admire the singularity of texts like Hamlet.

2. Wittgenstein on Literary Experience

I will argue that Wittgenstein's aesthetic remarks do not
concede with Altieri's description of literary experience
and, in particular, his second idealistic principle. According
to this principle, literary experience is not cognitive; it is
rather “sensuous” or (as illustrated later in the book) “self-
conscious”. In order to see this disagreement with Witt-
genstein, we need first to distinguish the individual ele-
ments of Altieri's self-conscious literary experience.

Firstly, literary experience is, for Altieri, a form of aware-
ness. Reading a text consists in noticing the creator’s
choices, recognizing the text’s syntactical patterns, grasp-
ing its purposiveness and, consequently, realizing how the
text transforms us. We can have none of these processes
(noticing, recognising, etc.) without being aware of it. Sec-
ondly, literary experience is the awareness of certain men-
tal states of the reader. Literary experience consists in the
reader's awareness that he recognises the author's pur-
posiveness. As Altieri puts it, “the purposiveness in these
texts then resides [...] in the awareness of [the] constant
interaction” between reader and text (p. 225).

Finally, literary experience is immediate. Recognising the
author's purposiveness is not similar to drawing a conclu-
sion. Reading Claudius's speech, for example, does not
give us statements about its syntax, grammar and style
that we can use in concluding Shakespeare's purposive-
ness. On the contrary, the author's purposiveness dawns
upon the reader as she concentrates upon its syntax,
grammar and style. In an enjambment, to use Altieri's ex-
ample, as we reach the end of a line without also reaching
a complete sentence we immediately feel the intended
“drive for further completion” (p. 83). If this reading of Alti-
eri is correct, his second principle states the following: lit-
erary experience is the reader's awareness of directly rec-
ognising the author's purposiveness in the text.

Now the question is whether Wittgenstein's aesthetic
remarks allow for this kind of literary experience. Does
Wittgenstein too take literary experience to be the reader's
awareness of his mental states? On first sight, the answer
seems positive. For Wittgenstein, in reading a text the
reader finds herself under certain mental states. “l read a
story and have all sorts of images while | read, i.e. while |
am looking attentively, and hence seeing clearly” (Z §
623). Similarly, if someone reads attentively, we expect
that “this and that should strike him, and he be able to give
an account of it” (Z § 91). Although at times Wittgenstein
assimilates literary experience with overt public behaviour
such as facial expressions, gestures and movements (CV
pp. 79-80), he does not deny that literary experience is
something of which the agent is aware.

But does, for Wittgenstein, reading attentively allow us to
recognise the author's purposiveness directly? Does he for
example believe that what strikes us when we concentrate
upon the syntax, grammar and style of Claudius's speech
makes its purposiveness dawn upon us? The answer is, |
believe, negative. This is clear in the difference between
how Wittgenstein and Altieri view experiencing deliberate
syntactic deviations. Instead of Altieri's enjambment, Witt-

genstein considers the choice of modern German poets to
write nouns in lower-case letters (e.g., die zeit, rather than
die Zeit).

Apparently, this way of writing is meant to strike us as
alien and novel. For Wittgenstein, however, we experience
it only as puzzling; our first impression cannot “be de-
scribed more exactly than by means of words like 'queer’,
'unaccustomed'. Recognizing that these deviations are
meant to strike us as alien and new is not part of the liter-
ary experience but of its analysis. Wittgenstein believes
that we need to analyse our way into the author's pur-
posiveness and not simply to discern it. This marks an es-
sential difference to Altieri’s description of literary experi-
ence.

One could ascribe the above difference to my reading
Altieri falsely. Such an objection could run as follows. This
reading overplays the points of Altieri's description that
present literary experience as an awareness. It ignores the
points Altieri seems to exhaust literary experience in its
public expression (pp. 125-7). In them, he does not take
the author to be aware of his insights before he puts them
onto the paper; they are fully constituted by being written
down (p. 34). At points Altieri seems to view the reader as
equally latent; the latter recognises the authorial pur-
posiveness without necessarily being aware of it. This rec-
ognition simply consists in associating the written text with
others or its imagined scenario with ordinary ones. Thus,
the awareness Altieri associates with literary experience is
the minimal awareness required for leading and following
in dancing a tango (p. 34). Read in this way, concludes the
objection, Altieri agrees with Wittgenstein.

| believe though that such a reading disagrees with Alti-
eri's commitment to idealism. It depletes consciousness;
so it would probably not sit well with Altieri's commitment
to Hegel's idea of self-consciousness. More importantly
though, even the non-conscious strains of Altieri’s position
retain the final feature of literary experience; they accept
that recognising the author’s purposiveness is immediate.
However, for Wittgenstein, recognising the author’s pur-
posiveness requires “analyses” of a text's first impression
(RPP I, § 1087). The required aesthetic analysis differs, for
Wittgenstein, crucially from an immediate process. It is a
case of one of the most sticking inferential processes:
namely, solving a mathematical problem.

Wittgenstein’s assimilation of aesthetic analysis and so-
lutions of mathematical problems is enduring. He holds as
early as LC that aesthetics is “like a piece of Mathematics”
and that answering aesthetical questions is like "solving a
mathematical problem” (Moore 1954, p. 18). The simile
between aesthetics and mathematics is retained later on in
Remarks on the Foundations of Mathematics. Constructing
and recognising the style of Brahms’ variations of Haydn'’s
St. Antony Chorale is considered there to be a kind of
mathematical problem (RFM, VII § 11).

What do though mathematical and aesthetical analyses
have in common? For Wittgenstein, solving mathematical
problems provides us with reasons for substituting a
mathematical expression for another. The same holds, |
believe, for the mathematics-like problem solving of literary
analysis. It provides reasons for substituting the expres-
sion “die zeit feels queer” with the expression “die zeit
feels novel” or the expression “Claudius’ speech is admi-
rable” with “Claudius’ speech resembles Ismene’s speech
in Antigone”. These expressions manage to transform our
impression of the text; they turn what first stroke us as
puzzling into something normal. They are successful be-
cause they manage to “sooth” us (Z § 438).
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Altieri could respond that he is not aiming at a complete
account of Wittgenstein’s aesthetical remarks. He can say
that he is simply exploring what implications Wittgenstein’s
remarks on aspect seeing have for aesthetics. This makes
the above objections to his description irrelevant. Wittgen-
stein does not explicitly deny that literary experience is a
form of aspect seeing. In case Altieri’s reading of Wittgen-
stein’s remarks on aspect seeing are correct, then the im-
plication for aesthetics drawn by Altieri is correct, even
though Wittgenstein himself is not drawing it.

However, | believe that Altieri’s reading is not undoubt-
edly correct. For Wittgenstein, dawning of aspects needs
not be conscious. Some of his remarks suggest that we
can say that an aspect dawned to an agent without refer-
ring to his awareness (LPP I. § 570). In addition, Wittgen-
stein takes aspect seeing to be partly inferred, not fully
perceived (LPP |, § 554, 564). Concluding, all the above
reasons demonstrate my conviction that Wittgenstein
thought literary experience to be neither conscious nor di-
rect in the way which Altieri’s second principle requires.
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Abstract

This paper argues that within the class of aesthetic judgments, interesting variations occur depending on whether the judgment
refers to an artwork or not. Additionally, it is suggested that in order to understand and satisfactorily explain these variations,
one needs a convincing specification of the notion of “art”. Thus, the main thesis of this paper is that a general theory of aesthet-
ic judgments needs to be supplemented by a convincing and theoretically fruitful theory of art.

1. Introduction

What is art? This question can be answered by defining
“art/artwork”, i.e., by citing individually necessary and
jointly sufficient conditions for attributing the term
“art/artwork” to an object. Even though such a definitional
project has been the center of attention in the philosophy
of art for a long time, today this project seems to have
gone out of fashion. There are at least three reasons for
that.

First, in light of the many failed definitional attempts, it is
questionable whether the definitional project can ever be
brought to a successful conclusion. Second, there are
many interesting questions with respect to art that might be
answered independently of a satisfying definition of “art.”
Third, the philosophy of art is a subdiscipline of a more
general aesthetic science. This more general theory is
concerned with questions, which do not refer to art in par-
ticular, for example: Are our aesthetic responses to the
world accompanied by a special sort of experience? What
differentiates aesthetic from nonaesthetic judgments and
how can we explain certain semantic and pragmatic fea-
tures of aesthetic judgments? Interest in these general
aesthetic questions has increased because developments
in other fields beyond philosophy (for example, psycho-
logical aesthetics or linguistics) have raised the hope that
real progress with respect to these general aesthetic ques-
tions could be achieved through interdisciplinary effort.
However, because a definition of “art” does neither seem
necessary nor particularly helpful in order to address these
general aesthetic questions, the interest in such a defini-
tional project declined.

The aim of this paper is to bring the project of defining
“art” back on the agenda of aesthetic theorizing. In particu-
lar, | will question the last point just made. | am convinced
that, despite first appearances, answering some general
aesthetic questions would in fact profit a great deal from a
convincing definition of “art.” This thought seems espe-
cially true with respect to the general topic of aesthetic
judgments. | will argue that within the class of aesthetic
judgments, interesting variations occur depending on
whether the judgment refers to an artwork or not. To un-
derstand and explain these variations, a convincing theory
of art—that is, a convincing definition of our concept of
“art,” would in fact be very useful.

Thus, the main thesis of this paper is that a general the-
ory of aesthetic judgments needs to be supplemented by a
convincing and theoretically fruitful theory of art. In section
2, 1 will start with some preliminary remarks. In sections 3—
5, | will then discuss three variations within the class of
aesthetic judgments that call for a theory of art.

2. Aesthetic Judgments

I will concentrate on aesthetic judgments that can be ex-
pressed by uttering sentences of the following form “X is
$,” where “X” stands for a singular term and “¢” for an aes-
thetic predicate. Of course, differentiating aesthetic from
nonaesthetic predicates is no easy task, but one can at
least give a list of paradigmatic examples:

¢: beautiful, graceful, dynamic, vibrant, moving, som-
ber, and so on.

This short list already illustrates how diverse and varied
aesthetic predicates and judgments are: some are meta-
phorical (e.g., “X is moving”) and some nonmetaphorical
(e.g., “X is graceful’); some are evaluative (e.g., “X is
beautiful’) and some are nonevaluative (e.g., “X is dy-
namic”); and so on.

Let me briefly explain what | mean by “evaluative” here.
The utterance of “X is beautiful” is evaluative in the sense
that by uttering this sentence, the speaker conveys that
she appreciates the perceptual experience of X. This con-
veyed information might be part of the semantic content of
the sentence “X is beautiful,” as contextualists or speaker
subjectivists with respect to judgments of beauty would
claim, or it might be conveyed pragmatically via some kind
of Gricean implicature or via some other process, as some
objectivists or hybrid-expressivists could claim. Fortu-
nately, in the context of this paper it is not important to de-
cide which of these theories is correct.

That “X is beautiful” is evaluative can be illustrated with
the following sentence:

(1) This flower is beautiful, but | don’t appreciate how it
looks.

Uttering (1) is highly inappropriate for the following reason:
Uttering (1) is infelicitous because by uttering the second
conjunct of the sentence, the speaker denies something
that she conveys by uttering the first conjunct of the sen-
tence. In this respect, judgments of beauty are comparable
to judgments of gustatory taste:

(2) This apple is delicious, but | do not appreciate how it
tastes.

However, not all aesthetic judgments are evaluative in this
sense. Uttering a sentence of the form “X is dynamic,” for
example, is not evaluative because uttering (3) is not nec-
essarily infelicitous:

(3) X is dynamic, but | don’t appreciate how it
looks/sounds.
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That aesthetic judgments of the form “X is ¢” vary along
theoretically important parameters—evaluative versus
nonevaluative or metaphorical versus nonmetaphorical—,
depending on which aesthetic predicate one inserts for “¢”,
is a well known fact. However, what is less well known is
that there are also interesting variations depending on the
kind of object to which one attributes the aesthetic predi-
cate. In the context of this paper, variations depending on
whether “X” refers to an artwork are especially important
because explaining these variations would benefit from a
satisfying definition of “art/artwork.” In the following sec-
tions, | will discuss three variations of this sort.

3. Evaluative Character

As specified above, the aesthetic judgment expressed by
“X is beautiful” is evaluative. However, this is only true as
long as “X” in the statement refers to a non-artwork. As
soon as one substitutes “X” with a singular term referring
to an artwork, the aesthetic judgment seems to lose its
evaluative character. This result can be illustrated with the
following quote by Thomas Mann: “Schénberg’s Verklérte
Nacht is [...] beautiful, but [...] insubstantial” (quoted in
Schmidt-Schitz 2003, 196 [my translation]). There is noth-
ing linguistically wrong or infelicitous with the above quote.
Changing the quote along the lines indicated in sentence
(5) would not make it infelicitous either:

(5) Schonberg’s string-sextet Verkldrte Nacht is beauti-
ful, but | do not appreciate how it sounds—it is insub-
stantial.

This observation can be interpreted in at least two ways:

(a) The difference between (1) and (5) illustrates that
judgments of beauty with respect to artworks are not
evaluative at all. In contrast to “Natural object N is
beautiful,” the speaker of “Artwork A is beautiful” is not
conveying the information that she values the
sounds/looks of A. This is why an utterance of (1) is in-
felicitous, whereas an utterance of (5) is not.

(b) The difference between (1) and (5) illustrates that
one has to differentiate aesthetic from artistic evalua-
tions. If someone utters the sentence “Artwork A is
beautiful,” she is still conveying the information that she
values the sounds/looks of the artwork in an aesthetic
respect; however, she is not conveying the information
that she values the sounds/looks of the artwork in an-
other respect—namely, artistic. This is why, in contrast
to an utterance of (1), an utterance of (5) is not infelici-
tous.

Depending on the preferred interpretation, the topic to be
explained varies, but both explanatory attempts would
benefit from a theory of art: By following option (a), one
has to explain why an evaluative aesthetic judgment turns
into a nonevaluative one as soon as it refers to an artwork.
Because this variation depends on whether the judgment
refers to an artwork, the features responsible for this effect
are probably the features (or are closely related to the fea-
tures) responsible for something’s being an artwork. Thus,
explaining the variation would benefit from a theory of art
specifying which features are necessary and sufficient for
an object to be classified as an artwork.

By following option (b), one has to explain how aesthetic
and artistic values are related so that an artwork can have
one without the other. Artistic values are values that an
artwork has as an artwork. Thus, our understanding of ar-
tistic values and their relation to aesthetic values would
surely profit from a theory of art.
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4. Sensitivity to Reference Classes

Some aesthetic judgments are sensitive to reference
classes in the sense that whether an utterance of the sen-
tence “X is ¢” is correct depends on the reference class
relative to which the utterance is made. Take a look at the
following sentence, where “S” refers to a specific natural
object such as, say, a sunflower:

(6) S is graceful.

The utterance of (6) might be correct if the sentence is ut-
tered in a conversational context in which the salient refer-
ence class is the set of sunflowers. Compared to other
sunflowers S might in fact be graceful. However, in another
context in which the salient reference class is the set of all
flowers—including lilies, roses, and so on—uttering (6)
would be incorrect. After all, compared to roses and lilies,
S would not be graceful. In this respect, at least some
aesthetic judgments are comparable to judgments of the
form “X is small/tall” (see also Walton 1970, 355).

Presumably, not all aesthetic judgments are sensitive to
reference classes in this way. Let us call the judgments
that are sensitive to reference classes “aesthetic judg-
mentsgc.” Are there any variations with respect to the fea-
ture of sensitivity to reference classes, depending on
which kind of object—artwork or natural object—
judgmentsgc refer to?

Consider the following sentence:

(7) Piet Mondrian’s Boogie Woogie in New York is vi-
brant/energetic.

Prima facie, it seems as if (7) exhibits the same kind of
sensitivity. Uttered in a context in which the reference
class is the set of De Stijl paintings, uttering (7) is correct.
However, in a context in which the reference class is the
set of all paintings (including works of abstract expression-
ism), uttering (7) seems incorrect. After all, compared to
works of abstract expressionism Boogie Woogie in New
York is rather static.

However, the difference between (6) and (7) is that, in
contrast to judgmentsgc about natural objects, we tend to
think that in judgmentsgc about art, certain reference
classes are privileged over others. We regard a conversa-
tional context in which the question is whether Mondrian’s
Boogie Woogie in New York is vibrant as defective if the
salient reference class is not the class of De Stijl paintings,
but a class that includes paintings of abstract expression-
ism (for a similar point, see Walton 1970, 356 ff.).

That we indeed regard some reference classes as privi-
leged can be illustrated by our behavior. Why do we read
books on art, attend courses in art history, or take guided
tours in museums? We do these things (i.e., we turn to
experts with respect to art) at least partially in the hope
that their expertise (e.g., their knowledge of artists’ inten-
tions, developments in art history, etc.) will help us to pick
the privileged reference class in relation to our judg-
mentsgc about art.

Why do these variations occur (i.e. why do we treat
some reference classes as privileged) if our judgmentsgc
refer to art? How should we explain the way in which some
reference classes are privileged? What features fix the
privileged classes and how? All of these questions are
concerned with an effect that depends on whether an aes-
thetic judgmentgc refers to an artwork or not. If we knew
which features were necessary and sufficient for an object
to be classified as an artwork, we could investigate which
features or combination of these features are responsible
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for the characterized effect. This in turn would allow us to
characterize the effect in more detail, thereby gaining a
more robust understanding of it. Thus, our understanding
and explanation of the described variation in aesthetic
judgmentsgc would profit from a convincing theory of art.

5. Psychological Data

It is unclear whether experimental aesthetics is concerned
with aesthetic judgments as | have introduced them (see
section 2). Research participants in these studies are
rarely asked to judge whether a certain object is beauti-
ful/graceful/vibrant and so on. Instead, in most studies in
visual aesthetics, the participants are asked to rate certain
visual stimuli with regard to liking, interest, and affect on a
seven-point scale ranging from one (not at all) to seven
(very much); or they are asked to list the stimuli in order of
preference. To differentiate the judgments that are ex-
pressed by these ratings and preference orderings from
aesthetic judgments in a more strict and traditional sense, |
will call them “aesthetic judgments,.”

In visual aesthetics, interesting effects with respect to
aesthetic judgments,s, have been established (for an over-
view, see Palmer et al. 2013). One explanation of these
effects is based on the fluency theory, which claims that
the more fluently perceivers can process a visual stimulus,
the more positive their aesthetic judgment,s, will be. The
fluency of processing depends on perceptual aspects—in
this case, fluency “reflects the ease of low-level, data-
driven operations that deal primarily with surface features
of the stimulus, or its perceptual form”—as well as concep-
tual aspects—"referring to the ease of high-level opera-
tions concerned primarily with categorization” (Winkiel-
mann et al. 2003, 199-200).

The fluency theory can explain and predict a whole set of
interesting effects: (i) preference for larger, more symmet-
rical, more contrastive displays (see Silvera et al. 2002;
Reber et al. 1998); (ii) preference for displays of categori-
cal prototypes (see Halberstadt 2006; Farkas 2002); (iii)
preference for displays seen more often (see Cutting
2003); and (iv) preference for certain spatial compositions
(see Palmer et al. 2013).

Even though some of these effects also show up with re-
spect to aesthetic judgments,s, concerning artworks (es-
pecially (ii) and (iii)), the main thesis of the fluency theory
is highly problematic if we apply it to those judgments,s,.
First, the recent history of art can be viewed as a continual
process of violating conventions of prior art practices. If the
fluency theory were correct, then this process has to be
understood as a process of continually producing aestheti-
cally unappealing works of art.

Second, in opposition to the fluency theory, experimental
studies have shown that, at least with respect to artworks,
participants actually tend to prefer stimuli that are not eas-
ily processed. Even though participants rated certain art-
works harder to process and more ambiguous, they none-
theless preferred them to easier-to-process, unambiguous
artworks (see Jakesch and Leder 2009; Muth e/ al. 2015).

Note that the rated ambiguities are very different in kind.
Sometimes participants describe them as switches be-
tween multiple inconsistent interpretations, as a complete

lack of a consistent interpretation, or as a case of visual
indeterminacy (for an interesting classification of these
ambiguities, see Muth and Carbon 2016). Despite these
differences, a visual display that is experienced as am-
biguous in any of these senses is harder to process than
one that is not. Nonetheless, with respect to displays that
were known to be artworks, high ratings of ambiguity cor-
related with positive aesthetic judgments,s,. This is an in-
teresting variation within aesthetic judgments,s, and it de-
pends on whether they refer to artworks or not.

Why do people tend to aesthetically prefer artworks that
are hard to process, whereas with respect to non-artworks,
it seems to be the opposite? Again, attempts to answer
this question about aesthetic judgments,s, would surely
profit from a convincing theory of art. On the basis of what
else should we try to explain the abovementioned varia-
tion? If we knew which features are necessary and suffi-
cient for something’s being an artwork, we could investi-
gate which features or combination of these features are
responsible for the characterized effect, thereby gaining a
better understanding of it.
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Abstract

This paper articulates the necessity to rescue the concept of representation understood in a Wittgensteinian sense and reflects
on whether one can bridge the gap that some scholars and art critics have identified between modern and postmodern art.
For Danto, Warhol's Brillo boxes were produced in the art world, and it was in that theoretical context where they acquired
meaning. It was not form that transformed matter into art, but sense. Wittgenstein’s notion of use offers an alternative perspec-
tive from where to understand Warhol's Brillo boxes. It could be understood that it is the use that Warhol made of the Brillo box
what conferred artistic meaning to it, and this has much to do with form, representation. | will apply Wittgenstein’s notion of rep-
resentation to works that are apparently beyond such a concept. Besides, | will build a comparison between the theoretical and
the pragmatic contexts implied respectively by Danto and Wittgenstein.

Arthur Danto, in order to differentiate between Andy
Warhol's Brillo Boxes and those apparently equal
accumulated in supermarkets, developed the term of the
art world. Let us go back to Warhol'’s Brillo Boxes to think
about the implications of Danto’s concept of the art world.
What did it mean? That Warhol's Brillo Boxes were
produced in a theoretical context, that of the art world, and
without it, they could not be either perceived or interpreted
as art. According to Danto, it is thanks to that theoretical
context that Warhol’'s Boxes acquire meaning and require
an interpretation. Danto attributed to Warhol the answer to
the question about the ultimate difference between art and
reality. The fact that there was a difference between an
ordinary object of the world, such as a Brillo Box, and that
same object put in an artistic context, such as Warhol’s
Brillo Boxes, showed that art, after all, was not mainly
about aesthetic appearance, but about meaning. Thus, in
The transfiguration of the Commonplace, Danto (1981)
asserted that it is not form that transforms matter into art,
but sense.

It has been argued (among others, by Danto himself)
that this kind of discourse provides the key for the under-
standing of the art that did not fit into Clement Greenberg’s
conception of (modern) art. For instance, it is well known
that Greenberg had serious difficulties accepting Marcel
Duchamp’s ready-mades. One could say that Duchamp
was on the limit of Greenberg’s conception of art. The
problem was that Greenberg could not appreciate
Duchamp’s ready-mades aesthetically and therefore could
not accept them as forms of art. However, they could be
easily understood as art by means of Danto’s concept of
the art world and its implications.

In relation to Danto’s assertion that art was mainly about
meaning and not about aesthetic appearance, | will pose a
very simple question: is the meaning of Warhol's Brillo
Boxes (really) independent of their aesthetic appearance?
Let me refine my question. | want it to be an indirect re-
sponse to another question, and this second question is:
what made Warhol’s Brillo Boxes revolutionary? Was it not
their aesthetic appearance, the fact that they seem to be
indiscernible from ordinary Brillo Boxes accumulated in
supermarkets? We could pose the same question in rela-
tion to Duchamp’s ready-mades. Is not the aesthetic ap-
pearance of Duchamp’s bottle rack, the fact that there is
nothing special to it, after all, essential to the art work? An
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affirmative answer to this question involves a realization
that Greenberg lacked about the role that form played in
Duchamp’s ready-mades.

Let us look closer at Greenberg's way of looking at
things. Why did Greenberg have difficulties with
Duchamp’s ready-mades? He did not find anything special
about their form and, on the contrary to Danto’s position,
for Greenberg art was all about form. In fact, Greenberg
believed that the meaning of an artwork could not be dif-
ferentiated from its form. Greenberg understood form and
meaning as two sides of the same coin, but his analysis
focused on form because he felt that speaking about the
meaning of a work of art was not possible. Greenberg’s
aesthetic position was very close to that of Wittgenstein. In
fact, one could say that their understanding was similarly
determined by a non-dualistic approach. For both of them,
the meaning of the work of art could not be something that
somehow accompanied the work of art, something that
was added to the object, to be more precise, to represen-
tation, to form.

Wittgenstein’s philosophy can help us throw light on
certain works that Greenberg judged very negatively. For
instance, Wittgenstein's notion of use can save Duchamp
from much of Greenberg's criticism. In fact, it offers an al-
ternative perspective from which to understand both War-
hol’s Brillo Boxes and Duchamp’s ready mades.

If “the meaning of a word is its use in the language”
(Wittgenstein 2009, §43), we could also look for the mean-
ing of an object that is a work of art in the use that the art-
ist makes of it. On how the object functions artistically, let
us say. It is the use that Warhol made of the Brillo Box
what confers artistic meaning on an object that we find in
piles in the supermarket. Likewise, it is the use that
Duchamp made of the bottle rack, the urinal or the bicycle
wheel what makes those objects different from similar bot-
tle racks, urinals or bicycle wheels.

How did Warhol use the Brillo Box? In a variety of ways,
but all of them share the fact that they were used as art.
He piled them with more or less harmony in museums and
galleries and he even exhibited one individual piece with a
pedestal coming out from the wall, transforming it into a
little sculpture and yet building a bridge with the traditional
art of painting. Moreover, it is not irrelevant that Warhol
fabricated the boxes in wood. Why did he not just play with
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real Brillo Boxes? He got them made and made sure that
the logos and lettering were screenprinted to mimic the
models. In fact, the first group of boxes was screenprinted
in The Factory by Warhol himself and his principal assis-
tant of the 60’s. There was a lot of caring about form going
on in that production. In other words, Warhol cared much
for representation. If the screenprinting had not been accu-
rate enough, his artistic project would have failed and the
Brillo Box would not have caught up with its meaning.

For Danto it was the theoretical context that conferred
meaning on art pieces like Warhol’s Brillo Boxes. Wittgen-
stein’s notion of use also points towards a context, but it is
a context of a different nature from that of Danto’s concept
of the art world. In Danto’s philosophy, the context is pro-
duced by theory. However, for Wittgenstein, who had only
contempt for theory, the context conferred by use was
pragmatic, a result of a framework of practices.

Interestingly, when Danto defended his historicist point
of view in After the End of Art —the idea that understanding
a work of art involves the comprehension of the art world in
which it was created—, he made use of Wittgenstein’s no-
tions of form of life and practice. Danto explained that
modernism had failed to realize that its characteristic
search for aesthetic qualities was a demand of the form of
life, of the framework of practices, in which modernism it-
self had developed. Danto continued saying that beauty is
relevant for an art work only if it is relevant for the form of
life in which that art work is produced.

All this fits very well with Wittgenstein’s position in his
1938 Lectures on Aesthetics. However, from this perspec-
tive, the context supporting an art work would not be theo-
retical, but pragmatic. What Danto called the art world
would only be a very small portion of that complicated
framework of practices, and Wittgenstein would not have
given more importance to it than to the art of cooking.

Danto asserted that aesthetic virtue could not serve as a
qualitative criterion after the end of art. According to him,
aesthetic virtue was not a defining principle of art but a
particular case in the history of aesthetic appreciation
(Danto 2002, p. 117). In general, when Danto refers to
aesthetic qualities he seems to be referring to beauty and
in particular to what beauty meant in Greenberg’s dis-
course, namely formal adjustment, formal perfection,
where harmony and clarity played fundamental roles.
However, one can also talk of aesthetic qualities in works
of art that do not have harmony and order among its fun-
damentals. But let me go deeper into the implications | see
in Wittgenstein’s notion of use.

While Greenberg was particularly explicit when talking
about modern art, he did not show the same clarity when
criticizing what has been termed postmodern (or posthis-
torical) art and was not always able to articulate ade-
quately his aesthetic experience in those cases. One of
the things that Greenberg was not able to appreciate is
that Duchamp did not only take the urinal in order to create
his piece Fountain, but also used it in a specific way. War-
hol did the same thing with the first of his Campbell’s soup
cans. These kinds of actions, those particular uses of the
objects, make room for modern notions such as represen-
tation or medium. Wittgenstein’s concept of use is familiar
in the contemporary discussions about art, but his notion
of representation has to be rescued from oblivion.

Wittgenstein’s notion of representation does not have
anything to do with the representation discussed and re-
jected by postmodern art critics and it could play a very
important role in the discussions about “postmodern” art.
Postmodern artists and art critics share a critique of West-

ern representation(s) moved by an imperative to think art
and reality in terms of difference (Foster 1991). According
to them, representation —standing for the interests of
power- is always a deformation, and only a radical critique
could help us to understand and counter its negative ef-
fects (Wallis 1984, xv). Take the case of feminist art, which
tries to condemn and criticize the masculine myths ruling
society and the cultural images around them, extending
this critique to art. However, the notion of representation
underlying this analysis is not that of Wittgenstein. In fact,
in Wittgenstein’s terms, it confuses picture and representa-
tion. For Wittgenstein, it is the picture that holds us captive
what has to be overcome and this can be done through a
rigorous representation. | propose that one ought to differ-
entiate between the cultural production of images and
works of art. The balance between representation and
content (and the subsequent aesthetic distance) that a true
work of art ought to have in opinion of both Greenberg and
Wittgenstein is able to transcend those pictures which do
not allow us to look at the world afresh.

Rescuing the notion of representation involves moving
away from the motto everything goes, which really dis-
turbed Greenberg and is opposite to the spirit of Wittgen-
stein’s thinking. Even Danto acknowledged the importance
of having qualitative criteria (Danto 2002, p. 117). For in-
stance, he said that the art criticism of objects like Robert
Morris’ Box with the Sound of its Own Making could help
us to understand better what is good and what is bad in
modern paintings like those of Mondrian or Pollock. So
understanding what is good and what is bad in what he
called posthistorical art could help us to grasp what is
good and what is bad in modern art.

| think that it is important to emphasize that Danto had in
mind a variety of criteria. He did not give priority to form. |
think it is correct to say that Greenberg and Wittgenstein
also had a plurality of criteria in mind even though both of
them gave priority to form because they felt that form al-
ready involved, somehow, the rest of the criteria.

Form might not be the only criterion to evaluate art, but it
is important to rescue it from its depreciation. There are
Almodovar’s films that are better than other Almodovar’'s
films. There are jazz appropriations of pop and classical
music that are better than other jazz appropriations of pop
and classical music. Some of those uses are better than
others. There are very good Hamiltons and very bad Ham-
iltons. There are wonderful Oldenburgs and just interesting
Oldenburgs. All of us can differentiate, and do actually dif-
ferentiate, according to our judgment of forms, but that
does not have to imply that form is the only factor to take
into consideration.

| believe that one does not have to know anything about
Danto nor about the current art theories to feel something
before Tracey Emin’s My bed when one visits the Tate
Modern, and | believe that this has something to do with
form. The ugly also has its rules. Even in works such as
My bed the concept of representation applies, since that
piece is also an organization of the material, even if much
of it was dirt and garbage. Do you think that Tracey Emin
had not thought about making an art work out of her own
bed till the very moment she saw it in the state she exhib-
ited it? It is clear to me that Tracey Emin articulated her
chaos in order to make it more appealing. Notice that apart
from the untidy sheets, there is only a pair of stockings and
a towel on the top of the bed. Notice also how clear it is
the fact that lately she had been sleeping alone by how the
sheets are distributed. In contrast to the empty bed, there
are many objects on the rug next to the structure of her
bed. Observe that the objects are either touching the limits
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of the bed or as close as possible to them. Among them
one can find a pair of panties with stains of blood, an
empty bottle of vodka, used condoms, slippers, fag butts,
old newspapers or used paper with bodily remains. It
seems that Emin wanted to have them handy. Moreover,
the fact that My bed was exhibited in different places,
Charles Saatchy’s living-room included, means that the
apparent chaos of the piece had to be reorganized each
time.
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Abstract

In my paper, | trace out affinities between Wittgenstein’s Tractatus and some forms of pragmatism. | start by asking why the
Tractatus is appreciated by Wilfrid Sellars, who is himself a source of inspiration for contemporary pragmatism. After sketching
the aspects of Sellars’s pragmatism salient to the paper, | argue that in many respects the Tractatus is congenial to them.
Sellars most appreciates (besides the picture theory) Wittgenstein’s refusal to assimilate every discourse to descriptive or de-
picting discourse. Furthermore, in the Tractatus we can find first glimpses of a theory of different statement functions based on

what can be done (rather than said) using these statements.

Introduction — the Rorty narrative

There is no doubt that the later Wittgenstein has been a
source of great inspiration to contemporary pragmatists.
However, the earlier phase of his work, in particular the
Tractatus Logico-Philosophicus (TLP), has generally not
been placed into the vicinity of pragmatism.

In my paper, | would like to establish a link between a
form of contemporary pragmatism and TLP. | do not want
to defend a strong historical thesis, i.e., | do not want to
portray the early Wittgenstein as a direct forerunner of con-
temporary pragmatism. Nevertheless, the point | want to
make is not merely thematic, either, for there are cases
where TLP is at least partly endorsed by authors who ar-
guably belong to a broader pragmatist tradition. As | will
show, Wilfrid Sellars, himself a source of inspiration for
contemporary pragmatism, appreciates TLP in a way
which is closely connected to the pragmatist aspects of his
own work.

For an author with pragmatist affinities, explicit apprecia-
tion of the Tractatus is a rare thing. One clear-cut case of a
reserved neopragmatist attitude towards the early Wittgen-
stein is Richard Rorty. Rorty writes that

the pragmatic Wittgensteinians think that their hero’s
importance consists in having replaced a bad theory
about the relation between language and non-
language, such as that offered in the Tractatus, with a
better theory, the one offered in the Philosophical In-
vestigations. (Rorty 2007, 162)

The bad theory in question is the idea that language is
meaningful only if it systematically hooks up with the world
at certain places, or - in Rorty’s terminology — representa-
tionalism. In an earlier essay on Wittgenstein, Rorty claims
that the position Wittgenstein was moving to after TLP was
pragmatism (Rorty 1991, 52). This is a simple picture,
which | shall call the Rorty narrative. According to this nar-
rative, the early Wittgenstein started out being committed
to some austere form of representationalism and then
steadily moved towards a pragmatist position, culminating
in his Philosophical Investigations. This is, of course, a
simplified picture even of Rorty’s view but it will serve us
as a useful reference point.

Many writers have challenged what the Rorty narrative
implies, namely that there is a stark contrast between the
early and the late Wittgenstein. | would like to challenge
the narrative from a different angle. My claim is that if we
accept some such picture at all, we can see TLP as al-
ready departed a good way towards some form of pragma-
tism.

The Tractatus in Sellars

In the picture of Rorty’s narrative, Wilfrid Sellars takes up a
middle position between representationalism and pragma-
tism. Instances of a qualified endorsement of TLP are pre-
sent right from his early essays. For illustration, here are
two examples:

The realization that philosophical truths could not be
factual truths, combined with too narrow a conception of
the formal has led to the Wittgensteinian contention that
there are no philosophical propositions. | hope to make
clear that this is a mistake, while granting that in a
sense the Wittgensteinians have the last word. (Sellars
1947, 186)

What is the basic job of empirical statements? The an-
swer is, in essence, that of the Tractatus, i.e., to com-
pete for places in a picture of how things are, in accor-
dance with a complex manner of projection. (Sellars
1964, 664)

There are many other passages showing appreciation
which | do not have space to list, among others repeated
endorsement of a remark in TLP 4.0312 (that logical con-
stants do not represent, see e.g. Sellars 1962b, 39). In
addition, there are two important essays (Sellars 1962a
and Sellars 1962b) dedicated to an adaption of the picture
theory.

One can distinguish two dimensions in which Sellars’s
endorsement of the Tractatus is explicit. The first is the
idea that the function of empirical statements is to gener-
ate a linguistic picture of the world. The other dimension
comes out, for example, in the first of the passages quoted
above. Sellars appreciates the sharp distinction Wittgen-
stein draws between empirical, i.e. depicting statements,
and other statement types. In the case of the passage
above, these are philosophical statements, but it also in-
cludes, e.g., logical, mathematical or ethical statements.
Wittgenstein’s key insight from Sellars’s perspective is that
we must not assimilate all discourse to empirical or fact-
stating discourse, i.e., that there may be discourses with a
different function. For Wittgenstein, this is in the first in-
stance a distinction between discourse which is meaning-
ful and discourse which is not. Seen from Sellars’s view-
point, however, Wittgenstein actually gropes for a func-
tional distinction.

Still, it is not initially clear what links these two dimen-
sions to the pragmatist aspects of Sellars’s work. In order
to show this, | must say something about Sellars’s pragma-
tism.
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Pragmatism in Sellars

There are several aspects of Sellars’s work which can be
highlighted as pragmatist. | will focus on those which are of
interest for the topic of this paper. First, Sellars empha-
sizes the diversity of roles which statements of different
type can fulfill. Stating empirical facts or “representing” is
just one of these functions. There are statements (e.g. se-
mantic, ethical, mathematical, alethic modal) which do not
describe the world in this sense and have a different role.
However, they are not meaningless or without content
simply because of the fact that their role is not to describe.

According to Sellars, it is a mistake to assimilate the role
of all discourse to that of empirically descriptive discourse.
His analysis rather focuses on what we do when we em-
ploy certain statements. Thus, for semantic statements, to
say that a sentence is true is not to ascribe a property to
the sentence but to issue an assertion license. To say
what a word means (e.g. “Rot’ means red.”) is not to put it
into relation to anything but to remind the interlocutor of
the use of a word he already knows and to say that the
new word is used in the same way. For modal discourse,
to say that A causes B is not to describe a relation be-
tween As and Bs but to endorse the inference from “x is
A.” to “x is B.”. That is, in Robert Brandom’s words, Sellars
understands these statements as pragmatic metalinguistic
statements (Brandom 2015).

According to Sellars, the intrinsic function of “empirical”
statements is to provide us with an embodied linguistic
map or picture of our world. With reference to TLP, he
claims that the function of empirical discourse is to create
a structure of physical objects and events (sound-events,
complex ink marks etc.) isomorphic to our environment.
The point of having such a linguistic map-like “representa-
tion” is again practical: it is the underpinning of successful
interaction with our environment, from simple navigation in
our surroundings to highly sophisticated ways of acting.

Concerning the depicting function of empirical discourse
the link to Wittgenstein is obvious, even though Sellars
adapts the picture theory decisively to his nominalist and
naturalist background. Still, this theory has something
pragmatist about it only if we understand depicting as a
certain function fulfilled by one type of discourse among
other discourses with other functions. Therefore, | will fo-
cus on Sellars’s pluralism of discourse functions as the
main point which illustrates pragmatist aspects of TLP.

Tracing Sellars’s pragmatism in the Trac-
tatus

In TLP, Wittgenstein obviously draws a sharp line between
depicting statements and other types of statements. This
sharp distinction is accompanied by a certain difference in
valuation, as Wittgenstein calls these other statements
meaningless or nonsense. However, this need not amount
to a contention by Wittgenstein that they are functionless.
If we view things in this light, we can see how Wittgen-
stein’s approach in TLP is playing into the hands of Sel-
lars’s pragmatism.

There are several types of statements which Wittgen-
stein is eager to distinguish clearly from depicting state-
ments. Among these are logical statements:

But in fact all the propositions of logic say the same
thing, to wit nothing. (TLP 5.43)

mathematical statements:
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A proposition of mathematics does not express a
thought. (TLP 6.21)

ethical statements:

And so it is impossible for there to be propositions of
ethics. (TLP 6.42)

and statements about causal laws:

If there were a law of causality, it might be put in the fol-
lowing way: There are laws of nature. But of course that
cannot be said: it makes itself manifest. (TLP 6.36)

The two facts that Wittgenstein draws a sharp line between
empirical and other discourses and that a second, pragma-
tist philosopher takes up this idea still do not constitute
enough ground to position the early Wittgenstein closer to
the pragmatist corner. But | think that there is more in TLP
to justify such a move. Wittgenstein insinuates that those
statements which he does not class with depicting state-
ments have some role of their own.

Although there obviously is no worked out theory of this
kind in TLP, we can see at least a beginning of it in the
saying-showing distinction. In the framework of TLP, non-
depicting statements are meaningless or nonsense. Mean-
ingfulness is tied to the function of “saying something
about the world” (in contrast to ,showing®“). However, Witt-
genstein does not straightforwardly claim that non-
meaningful statements are necessarily without use. Quite
to the contrary, he makes several attempts to characterize
their functions. Let us look at some examples of how Witt-
genstein tries to express what functions non-depicting
statements have:

[...] we make use of mathematical propositions only in
inferences from propositions that do not belong to
mathematics to others that likewise do not belong to
mathematics. (TLP 6.211)

The propositions of logic describe the scaffolding of the
world, or rather they represent it. (TLP 6.124)

Laws like the principle of sufficient reason, etc. are
about the net and not about what the net describes.
(TLP 6.35)

Mechanics is an attempt to construct according to a
single plan all the true propositions that we need for the
description of the world. (TLP 6.343)

If the good or bad exercise of the will does alter the
world, it can alter only the limits of the world [...]. (TLP
6.43)

None of these passages of TLP amounts to a detailed and
precise account of what the respective non-depicting
statements do. Rather they are an accumulation of meta-
phors (“scaffolding”, “net”, “plan”, etc.) and an assemblage
of hints at what non-depicting statements may be used for:
“altering the limits of the world”, “constructing”, “inferring”.
Further formulations by Wittgenstein include “showing”,
“demonstrating” or “mirroring” something. Wittgenstein
seems to grope for some account of the function of non-
depicting statements as non-descriptive, but nevertheless

not without purpose.

Even if these sentences from TLP are still only gestures
into the direction of a more detailed account of the func-
tions of different statements, some things can be claimed
with justification. It is clear that none of the discourses
mentioned above say anything about the world in Wittgen-
stein’s sense. Nevertheless, when we ask what things they
enable us to do according to the passages from TLP cited
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above, we see that many of these things or activities are
directed towards language itself, or more precisely, to-
wards the depicting language. Mathematical propositions
help us draw inferences, statements of lawfulness give us
a construction plan for descriptive statements, logical
statements demonstrate the logical features of depicting
statements. Thus, they show us what we can do with these
depicting sentences. They are in a sense “about” the de-
picting language, but not in a descriptive sense — note for
example Wittgenstein’s pondering of the words “describe”
and “represent” [darstellen] in TLP 6.124 above. They do
not describe depicting discourse nor the relations of this
discourse to the world, but rather, they show what can or
must be done with this discourse. For example, logical
statements concern relations between depicting state-
ments, but they do not describe these relations. Rather,
they give us a demonstration of what one must do in order
to be using a depicting statement at all, i.e. to operate
within the “limits of language”. When we compare this to
the account Sellars gives of such discourses, we see that
he tries to capture it in a similar vein (and thus, that TLP
hints at treating semantic, logical, law-like statements, etc.,
as pragmatic metalinguistic statements).

From this point of view, the main obstacle which kept the
early Wittgenstein from moving even more decisively to-
wards his later account was his making a problem out of
simple distinction, i.e. drawing a line between what is
meaningful and what is not on the basis of distinguishing
different functions. But once we recognize that there are
many types of statements having important functions but
lacking meaning in the sense of TLP, Wittgenstein’s way of
making a distinction between what is meaningful and what
is not ceases to be useful or clarifying. This is the point
where a Sellarsian pragmatism would take over.

Conclusion

What | have tried to show is the following: first, one of the
sources of inspiration for contemporary pragmatism, Wilfrid
Sellars, endorses Wittgenstein’s Tractatus in a number of
ways. Rather than being hostile to Sellars’s pragmatist out-
look, his endorsement of the Tractatus is actually conge-

nial to his pragmatist concerns. Therefore, in so far as we
see Sellars as a pragmatist in the sense | have put forward
in the text, we can see TLP as offering at least first ges-
tures into such a pragmatist direction. Thus, there are rea-
sons for rejecting the Rorty narrative which sees the Trac-
tatus on the representationalist extreme set over against
pragmatism. Or, if we decide to adopt the picture after all,
we should place the early Wittgenstein at a position al-
ready in between the representationalism and the pragma-
tism pole.
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Abstract

Wittgenstein maintains that there are mistakes in the use of the first person pronoun “I” in the traditional philosophy. In order to

remove those mistakes, Wittgenstein distinguishes two uses of the

“r

: it used as subject; and it used as object. The “I” as sub-

ject is neither used to refer to a mental entity, nor to describe a behavior. The use of the word “I” is significant. The meaning of

“r

1. The Two Different Uses of the “I”
Wittgenstein notices that the word “I” has two different
uses with regard to distinct language games. He says:
“There are two different uses of the word ‘I’ (or ‘my’) which
I might call ‘the use as object’ and ‘the use as subject”
(BB, 66). The two uses of the word “I” are based on the
question whether or not we recognize a particular person.
In the first case in which the word “I” is used as object,
there is a possibility of misidentifying a particular person,
while in the second case in which the word “I” is used as
subject, an error of recognizing a person is impossible. It is
worth noticing that the distinction between these two uses
of the word “I” is whether or not there is an action of rec-
ognizing a person, rather than whether or not there is a
mistaken recognition of a particular person. In the first
case, the action of recognizing a particular person is an
action of thinking of a particular person. When a woman is
in pain, she sees a broken arm at her side and thinks that
it is hers when it is really her neighbour’s. In this case, the
misidentification is possible because the particular person
sees her physical body part outside of her mental state,
and recognizes something on the basis of which she
states that “my arm is broken”. The possibility of error does
not adhere in what she sees, namely, a broken arm, but in
what she recognizes/thinks, namely that the broken arm is
hers.

It seems that there is an unclear formulation regarding “/
see so-and-so”. For example, “| see my arm is broken”
should belong to the second use of the word “I”. Is this
immune from error? It should be possible for a person to
say that “I see my arm is broken”, when the arm is in fact
her neighbour’s. In this case the statement is erroneous.
There is a possible solution to reconcile this challenge.
One could say that this statement consists of two parts:
one experiencing part “I see such and such”, and one
thinking part “my arm is broken”. There is no direct answer
to the question whether the statement “I see my arm is
broken” is correct or not. It should be answered by consid-
ering which part of the statement is being questioned. If
the question regards the experiencing part, the answer is
that the statement is right, as a result there is no possibility
of error. Nevertheless if the question concerns the thinking
part, the answer is that the statement might be wrong, and
hence there is possibility of error. When Wittgenstein says
that “/ think it will rain” is impossible to be erroneous, it
does not mean that the thinking part is impossible to be
erroneous. In the thinking part, the error could occur with
regard to the content of the thinking: the weather. If this
solution is what Wittgenstein had in mind, the distinction
between “as subject” and “as object” aligns with the dis-
tinction between mental self ascriptions and physical self
ascriptions (Evans 1982; Sluga 1996).

42

is related to its grammar, the language game in which it occurs and the form of life.

Nevertheless William Child argues that it is wrong to
align the distinction between “as subject” and “as object”
with the distinction between mental self ascriptions and
physical self ascriptions. He gives an example of a judg-
ment that my legs are crossed. Child says: “That judgment
self-ascribes a physical property. But whether or not |
could be wrong that it is my legs that are crossed depends
on the basis upon which | make the judgment” (Child 2012,
377). In normal circumstances, | know whether or not my
legs are crossed on the basis of how | feel “from the in-
side”, therefore there is no opportunity for misidentification.
While in an abnormal circumstance, say, | have been an-
aesthetized, | know whether or not my legs are crossed on
the basis of what | have seen, therefore it will be possible
to be right that someone’s legs are crossed but wrong that
my legs are crossed. Child is right to say that the normal
circumstance is immune to error through misidentification
while the abnormal circumstance is not, but wrong to argue
that the distinction between “as subject” and “as object”
does not align with the distinction between the mental self
ascriptions and the physical self ascriptions. In the normal
case, when | judge that my legs are crossed based on my
inner sensations, the question whether or not my legs are
crossed is about the subject who makes this judgment. In
this case, the entire expression of the question is “whether
or not / feel that my legs are crossed”. That is to say, this
question is about the experiencing aspect of the whole
judgment rather than its content. The word “/" in this ques-
tion is used as subject with respect to the subject's mental
state. In the abnormal case, when | judge that my legs are
crossed through my vision, the question “whether or not
my legs are crossed” is about the content of the sight. In
this case, the entire expression of the question is “whether
or not what | see is that my legs are crossed”, that is to
say, this question is about the content of the whole judg-
ment rather than its experiencing aspect. The word “my” in
this question is used as an object that refers to the physi-
cal feature. We ask whether or not what | see is that my
legs are crossed, rather than whether or not it is | who
look. In this expression, as | see it, there is no action of
identification, while in other expressions such as “my legs
are crossed”, there is an action of identification.

2. The Word “I” and the Reference

Wittgenstein notices that there is a traditional view accord-
ing to which the first person “I” refers to a mental entity. He
criticizes that it is misleading. Wittgenstein insists that the
word “I” does not function by referring to a particular per-
son. Nevertheless the relation between “I” and reference
has been widely discussed. While it may seem difficult to
resolutely rule out the possibility that “I” has close relations
with its bearer (Evans 1982; Sluga 1996), there is one
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possible solution to this conundrum. It seems that the use
of “I” should be divided into two functions on the basis of
two perspectives: a speaker perspective and a hearer per-
spective. Wittgenstein says: “My attitude to my own words
is wholly different from that of others” (PI, p. 201). Wittgen-
stein distinguishes two uses of “I”. He says:

“I have a pain” is a sign of a completely different kind
when | am using the proposition, from what it is to me
on the lips of another; the reason being that it is sense-
less, as far as I'm concerned, on the lips of another until
I know through which mouth it was expressed. The pro-
positional sign in this case doesn’t consist in the sound
alone, but in the fact that the sound came out of this
mouth. Whereas in the case in which | say or think it,
the sign is the sound itself (PR, 93).

From the speaker’s perspective, when one utters that “|
have pain”, the “I” does not refer to the speaker herself. Its
function is to express one’s immediate experience. Witt-
genstein says: “The experience of feeling pain is not that a
person ‘I" has something. | distinguish an intensity, a loca-
tion, etc. in the pain, but not an owner” (PR, 94). When a
person reports an immediate experience, she cannot men-
tion the owner of the experience, because experience
“cannot have an owner” (Pl, §398). When the expression
that “I have pain” comes out from a speaker, she does not
announce an owner of the immediate experience by intro-
specting her mental state inwardly. There are two reasons
for this. Epistemically, a subject could not experience her-
self as she experiences what happens on her at the same
time. The subject has its own cognitive activity, such as
seeing something. This cognitive activity contains two
parts of which one is the subject as the precondition and
another is the object as the content. Once the subject is
active, it always contains the content which is separated
from the precondition. In this case, the report of the con-
tent of experiences does not express a subject, but rather
the subject’'s epistemic fact. Grammatically, a relation of
ownership is used to connect a physical material and a
person. One could own a material room in which she can
walk, but she cannot do this action in a “visual room”. To
say that a person owns her “visual room” is a grammatical
illusion. For the speaker, “I” does not get its meaning from
picking herself out. Rather, the meaning of “I” is obtained
from the language game in which it is governed by its
grammar and its purpose, which is to get the others to take
care of the speaker.

From the hearer's perspective, when one hears that
someone else utters that “I have pain”, the “I” refers to the
speaker. Recognition of the speaker is significant for the
hearer to understand the utterance. Wittgenstein says:

If I say “Now I'm going there”, then some things occur in
the symbol that aren’t contained in the sign alone. If,
say, | find the sentence somewhere, written by an un-
known hand, then it doesn’t mean anything at all; by
themselves, in the absence of a speaker, a present
situation and an indication of spatial direction, the word
“I”, the word “now”, and “there” are meaningless (BT,
367).

“@r

A bearer for the word “I” is necessary for the others to un-
derstand the utterance because it helps the hearer to find
from which mouth the proposition came out. Even for the
speaker herself, if she is able to listen to herself as she
utters a sentence, she would recognize a speaker who is
different from herself as the utterer. Wittgenstein says: “If |
listened to the words issuing from my mouth, then | could
say that someone else was speaking out of it” (PI, p. 201).

3. The Word “I” and Its Meaning

“o

In the sentence “I am in pain”, the word is not used to
refer to a mental entity. When we consider the meaning of
“I”, it is important to notice in which sentence it occurs. Its
use has special role in a specific language game. Wittgen-
stein reminds people by saying:

Consider how the following questions can be applied,
and how decided:

(1) “Are these books my books?”

(2) “Is this foot my foot?”

(3) “Is this body my body?”

(4) “Is this sensation my sensation?”

Each of these questions has practical (non-
philosophical) applications.

(PI, §411)

In those statements, the “I” occurs in different sentences
which indicate different language games. For human be-
ings, the form of life is essential for language games. With
this thought in mind, Wittgenstein introduces the practical
dimension of language games. At the end of the passage
cited above, he implies that practical applications serve as
essential illuminations to understand the meaning of “I”. It
is philosophically misleading to ask what the meaning of “I”
is, when it is isolated from concrete propositions, as its
meanings are related to its uses.

“or

When we consider the use of propositions in which the
word “I” is involved, it is worthwhile to notice that such
propositions have a close relation to behavior. Wittgen-
stein mentions that the proposition “I have pain” replaces a
primitive pain behavior. At first glance, Wittgenstein seems
to be a behaviorist, but he is not. One reason is that a
proposition with the word “I” is not a description of a pain
behavior, but instead replaces it. Another reason is that in
both pretending and imitating cases, pain does not corre-
spond to pain behavior. In such cases, pain behavior is not
the criterion for verbal expressions of pain. However, we
could say that pain behavior is not the only criterion for
verbal expression. Besides pain behavior, there are other
behaviors, which are responses seen/viewed from third
person perspective. Both of them are interwoven with the
human form of life.

As far as forms of life are concerned, propositions involv-
ing “I” get their meanings in wide dimensions. Consider the
following passages:

(1) “How does the belief engage with this conjecture?
Let us look and see what are the consequences of this
belief, where it takes us.” (PI, §578)

(2) “A feeling of confidence. How is it manifested in be-
haviour?” (Pl, §579)

(3) “An ‘inner process’ stands in need of outward crite-
ria.” (P1, §580)

(4) “An expectation is embedded in a situation, from
which it arises.” (PI, §581)

(5) “What is happening now has significance a in these
surroundings. The surroundings give it its importance.”
(PI, §583) (All my italics)

Statements involving “I”, like “I believe such and such”, get
their meaning from their special surroundings. The situa-
tion in consideration provides the background for such
statements. What preceded and what followed must be
involved in those statements to establish their meanings.
In this sense, the “I” could be used to serve some specific
purpose, such as expressing the subject's immediate ex-
perience and intention, attracting someone’s attentions,
etc. When Wittgenstein eliminates the paradox of pain, he
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says that we need to “make a radical break with the idea
that language always functions in one way, always serves
the same purpose: to convey thoughts which may be
about houses, pains, good and evil, or anything else you
please” (PI, §304). This insight is also effective for the
various uses of “I”.
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Do We Believe in Other Minds?

Edmund Dain
Providence, USA

Abstract

The problem of other minds challenges us to justify our belief in other minds. | argue that we do not believe in other minds, and
so that challenge is confused. Our understanding of others as human beings, not automata, is a matter of what Wittgenstein

calls an “attitude towards a soul”, not a belief about them.

§1. Do we believe in other minds?

Do we believe in other minds? My aim is to convince you
that the answer to that question is, or at least could be,
“no”. That claim, however, is likely to give rise to the follow-
ing objection: how can | try to convince you of anything if
the answer really is “no”™? | will try to make clear why my
aim is not simply self-defeating below.

§2. Other minds

We seem to believe that other people have minds, or that
they are not automata. But the evidence for that belief
seems to fall short of justifying it, since it seems consistent
with the possibility that others do not have minds at all. Our
evidence comes from behavior. But what that behavior is
supposed to be evidence for is not a matter of behavior,
and the evidence from behavior alone seems not really to
touch it. So we are in trouble. How can we get out of it?

One way out of it is to try to secure a valid inference from
the evidence available to the kind of conclusions about the
mind that we want to justify (e.g. Russell 1948, pp. 482-
486). But that approach runs into two problems: first, it
seems to mistake the phenomenology of the beliefs we are
trying to justify, since our beliefs about the mental lives of
other human beings often seem to involve no inference at
all; second, the attempt to justify belief in other minds by
appeal to inferences, such as inferences from our own
case, involve what seem to be bad inferences, incapable
of justifying anything.

A second approach is to try to alter our understanding of
the evidence available so as to see it as already being evi-
dence of the mental lives of others by arguing that we can
perceive others’ mental states in some cases (e.g. Cas-
sam 2007, pp. 155ff.). That approach, however, faces
problems of its own, such as in explaining in what sense of
the word “see” we can see that someone is in pain, for in-
stance.

| want to propose an alternative solution: that we reject
the idea that we believe in other minds at all. Such a solu-
tion might seem too radical to be worth taking seriously:
we take it for granted that we believe in other minds, and it
comes naturally to us to say that we do. So how could it be
true that we do not believe in other minds? What could
justify this denial of such an obvious truth?

| think there are a number of reasons for being suspi-
cious of the idea that we believe in other minds in spite of
(or perhaps because of) how naturally it comes to us to
say we do. What | want to do is lay out some of those rea-
sons, and explore one alternative way of thinking about
our understanding of others as human beings not auto-
mata.

§3. Knowledge without evidence

In “A Defence of Common Sense”, Moore writes that with
respect to many things we know, we are in the “strange
position” that we know we must have had evidence for
them (since we know them to be true), and yet we do not
now know what that evidence was (Moore 1925, 206).
Among those things that we know, but no longer know how
we know, according to Moore, is that other people have
minds (though Moore, being Moore, doesn’t put it quite like
that).

Moore’s claim is not that we cannot know something
without knowing how, since he knows that other people
have minds without knowing how he knows that. (So if
Moore is an internalist here, he is a funny kind of internal-
ist.) But his claim is also not that we can know things with-
out ever knowing how, since he claims that if he now
knows that others have minds, he must once have known
what his evidence was. (So if Moore is an externalist here,
he is a funny kind of externalist.) Moore’s problem is that
although he must at some point have known what his evi-
dence was, he does not know it now. And though Moore is
in the first instance speaking about himself, he does not
think he is alone in this. (The solution to his problem is not
simply to ask someone with a better memory.) Rather,
Moore’s claim is that we have all, en masse, suffered a
colossal collective amnesia with respect to the evidence
for many of our most cherished beliefs.

It is easy to feel some sympathy for Moore in this, and
no little admiration. Having found himself in an awkward
position that is both forced upon him by his conception of
common sense and yet also flies in the face of it, Moore
simply lays that awkwardness bare for everyone to see. He
may be frowning as he writes his unhappy conclusion
down, but he writes it down nonetheless, as openly as he
can. One might conclude, from Moore’s position, that the
solution to our predicament would be to ask some children,
since if we must at one time have had the evidence only to
forget it later, we might with luck stumble upon a child who,
having only just come by the knowledge, has not forgotten
what the evidence for it is.

Alternatively, if random questioning of children in pursuit
of philosophical enlightenment seems unappealing, we
might take this peculiarity, as Wittgenstein does (1972), as
a sign that, whatever we are dealing with here, it is not a
straightforward case of belief in an empirical proposition.
Perhaps what we need to rethink is not the evidence for
our belief, but the idea that we are dealing with belief at all.
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§4. Belief in other minds

We can find further reasons for questioning whether what
is involved in our understanding of others as having minds
is appropriately characterized as belief by comparing it
with other things we call “belief’, such as the belief that so-
and-so is suffering, as Wittgenstein suggests (2009, PPF
§§19-22).

In that case, we find a series of features that are not pre-
sent in the case of (what we have been calling) “belief in
other minds”. For instance, my belief that so-and-so is suf-
fering, if | believe that, is typically formed at some point
during my encounter with them, and it is formed in re-
sponse to certain evidence | come by during that encoun-
ter. | do not typically start out with the belief that they are
suffering, but at some point, in response to certain evi-
dence, | may come to believe they are. Moreover, | could
tell someone of my belief and potentially inform them of
something thereby. So my belief that so-and-so is suffer-
ing, on the face of it, has three (related) features: it is
formed during my encounter with so-and-so; it is formed in
response to certain evidence; and it is potentially informa-
tive.

The belief that so-and-so has a mind seems to differ in
each of these respects. | don't typically believe of some-
one that they have a mind in this sense, because there is
no point at which | explicitly form such a belief during my
interactions with them, however well | come to know them.
As a result, it is not a belief that | arrive at in response to
certain evidence (good or bad) that | come by during those
interactions. | don’t start out open to the possibility that the
people | meet might not have minds and then, at a certain
point, in response to certain evidence, conclude that they
do. Rather, it seems already to be part of what it is to think
of them as a person at all, and that seems to be connected
to the fact that my understanding of them as having a mind
is not something that could be true or false of them.
Whereas we can think of one and the same person as suf-
fering or not suffering, we cannot in the same way think of
them as having a mind or not having a mind: whatever has
a mind is of a totally different kind to whatever does not."
Hence, in the case of belief in other minds, there is not
something that is even potentially informative to others: a
person just is a thing with a mind, so there is no informing
someone of the fact that this particular person has a mind.

Belief is no doubt a broad church, covering a variety of
cases that do not all share all the same features. But nev-
ertheless, there is reason enough here to begin to ques-
tion whether we are right to suppose that “belief” is an ap-
propriate term for whatever it is that is involved in our un-
derstanding of others as human beings, not automata.

So how else could we characterize that understanding if
not as a matter of belief? What else could explain our
readiness to say that we believe that others have minds?

§5. An attitude towards a soul

One alternative way of thinking of our understanding of
others as having minds is suggested by Wittgenstein in the
Philosophical Investigations.2 There, Wittgenstein con-
trasts, first, believing of someone that they are suffering
with believing they are not an automaton, and, second,

1 This is reflected in the transformation our experience undergoes (like an
aspect dawning) when we realize that we have mistaken an object for a per-
son, or vice versa: for instance, mistaking a tree stump for a person in the
dark.

2 Part Il, renamed Philosophy of Psychology-A Fragment (“PPF”) in Wittgen-
stein 2009.
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believing of someone that they are not an automaton, or
having the “opinion” they have a soul, with having “an atti-
tude towards a soul” (2009, PPF §§19-22) or “towards a
human being” (1992, p. 39):

“I believe that he is suffering” —— Do | also believe that
he isn’'t an automaton?

Only reluctantly could | use the word in both contexts.

“I believe that he isn’t an automaton”, just like that, so
far makes no sense.

My attitude towards him is an attitude towards a soul. |
am not of the opinion that he has a soul.

Understanding another as not an automaton, is not, Witt-
genstein suggests, a matter of having a belief about them,
at least not in the sense in which | have a belief about
them when | believe that they are suffering. Rather, it is a
matter of an attitude, an attitude towards a soul or human
being.

An attitude in this sense is a matter of our actions and
reactions, of our basic modes of behavior in relation to
something, and our having an attitude towards a soul or
human being, accordingly, is a matter of our basic modes
of behavior in relation to other human beings.

What that involves is not simply a matter of what we do
on any specific occasion however: our attitudes are, rather,
a matter of the ways in which we can behave in relation to
something. To have an attitude towards a soul is not sim-
ply to respond to another's pain with pity or sympathy
rather than with indifference, for instance. To withhold
one’s sympathy from another when they are in pain in-
volves recognizing that they are the kind of thing with
which one can sympathize no less than actually sympa-
thizing with them would. Our attitudes are a matter of the
kinds of behavior that are intelligible to us in relation to
something, not of behaving in one rather than another of
those ways.

But our attitudes are also about more than just behavior.
They are also a matter of the kinds of thing it makes sense
to say about something, the range of concepts that get a
grip or foothold in connection with it, as Wittgenstein puts it
(2009, §284). The ways in which we can behave in relation
to others are themselves in part a matter of the ways in
which we can make sense of someone’s behavior, given
the concepts that get a grip there, and those ways of mak-
ing sense themselves originate in our more primitive forms
of behavior in relation to others.’

Our attitudes, then, are a matter of the kinds of behavior
and talk that make sense in relation to something, and it is
here, in our basic modes of behaving in relation to other
people and the concepts that find a grip in their behavior,
rather than in any specific belief or opinion about them,
that Wittgenstein locates our understanding of others as
having minds, as human beings, not automata. Our under-
standing of others as having minds lies in our basic modes
of behavior in relation to other human beings, and the
kinds of things that we can say about them. It is not a mat-
ter of a belief at all.

To think of our understanding of others as human be-
ings, not mindless automata, in this way is to reject the
conception of belief in other minds that lies behind the tra-
ditional problem of other minds. Moore, for instance, takes

3 | develop this account further in my 2016a and 2016b.
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it for granted that the demand for evidence that goes along
with that conception is justified, and his problem is that
none of the evidence available is worthy of the name. Tak-
ing our understanding of others as a matter of an attitude
rather than a belief can help to see that the problem is not
with the evidence, but with the demand for evidence that
goes with talk of belief in this context. That demand has no
place in relation to the basic modes of interacting with oth-
ers. Our problem is that in misconstruing the nature of our
understanding of others we place upon ourselves a de-
mand for evidence that cannot be met.

§6. Can we really be wrong?

| have claimed that we do not believe in other minds; our
understanding of others as human beings not automata is
a matter of our attitude towards them. But can we really be
wrong about this? Isn’t the conclusion that we don’t believe
in other minds too incredible to countenance?

Whether or not it will seem plausible that we could be
mistaken will depend, in part, on the extent to which our
attitudes, understood this way, could explain how naturally
it comes to us, in response to the problem of other minds,
to say that we believe in other minds, and so to accept the
challenge that problem presents. In accepting that chal-
lenge, we in effect mistake a feature of the conceptual and
behavioral framework within which we interact with others
for a specific belief about them. In this way, our willingness
to say we believe in other minds can be explained as
originating in our underlying attitudes.

I hope | have convinced you that we might not believe in
other minds. But whether or not | have, | hope at least to

have convinced you that my aim here is not simply self-
refuting. Treating you as capable of being convinced is not
a matter of holding a belief about you in the way we are
inclined to think, and so does not imply that | do, after all,
believe you have a mind, as paradoxical as that might
sound.
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Abstract

Defenders of moral perception have famously argued that seeing value is relevantly similar to seeing colour. Some critics think,
however, that the analogy between colour-seeing and value-seeing breaks down in several crucial respects. Defenders of moral
perception, these critics say, have not succeeded in providing examples of non-moral perception that are relevantly analogous
to cases of moral perception. Therefore, it can be doubted whether there is such a thing as moral perception at all. | argue that,
although the analogy between colour perception and moral perception does indeed break down in several crucial respects, that
conclusion does not weaken the case of defenders of moral perception, because better analogies are available. Inspired by
some of Wittgenstein’s remarks on aspect-seeing, | defend the view that, if defenders of moral perception seek to draw support
from an analogy, then seeing emotion will protect them better against criticisms than will seeing colour.

1. Introduction

It is often thought that we can perceive moral value at least
in some cases that we can see, for example, the needful-
ness of someone’s situation and the goodness in a person.
Although we may say that we perceive these things, some
philosophers have argued that moral perception is not
really a form of perception, because there are too many
significant differences between moral perception (say, see-
ing wrongness) and other, uncontroversial kinds of percep-
tion (say, seeing a certain shape). Defenders of moral per-
ception are asked to provide examples of non-moral per-
ception that are relevantly analogous to cases of moral
perception in order to justify talk of perception in the moral
case.

Wiggins (1998a and 1998b) and McDowell (1998a and
1998b) have famously argued that seeing value is rele-
vantly similar to seeing colour. The analogy between col-
our-seeing and moral value-seeing is frequently invoked
by those who seek to defend the possibility of moral per-
ception. Some critics think, however, that the analogy be-
tween colour-seeing and value-seeing breaks down in
several crucial respects (Blackburn 1985; Wright 1988).
Defenders of moral perception, these critics say, have still
not succeeded in providing examples of non-moral percep-
tion that are relevantly analogous to cases of moral per-
ception. In short, the very idea of moral perception has
been criticized by criticizing the analogy between colour
perception and moral perception. If that analogy breaks
down, then moral perception is thought to be in danger.

| will argue that, although the analogy between colour
perception and moral perception may indeed break down
in several crucial respects, that conclusion does not
weaken the case of defenders of moral perception, be-
cause better analogies are available. Good candidates for
an analogue of moral perception can be found in Wittgen-
stein’s discussions of aspect perception (see 1980a;
1980b; 2009). These discussions are multifaceted and
complex, and Wittgenstein offers many (sometimes greatly
varied) examples of aspect perception. | will focus on one
group of examples: seeing emotion. We can see joy, grief,
fear, or sadness (1980b, §170; 1981, §225; 2009, §227).
Cases of seeing emotion, | will argue, provide better ana-
logues of cases of seeing moral value than do cases of
seeing colour. A better analogy, in this context, is similar to
the object of comparison (in this case, seeing moral value)
in important respects where the original analogue (seeing
colour) is dissimilar. Although a full defense of the rich
analogy between seeing emotion and seeing moral value
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cannot be offered here (see, for a worked-out account, De
Mesel 2015), | will point at two respects in which seeing
emotion is closer to seeing moral value than seeing colour
is.

2. The Active Element

A frequent complaint about the colour analogy is that it
provides a very passive model of moral perception. Fisher
and Kirchin formulate the problem as follows:

No matter what | think, | cannot help but see a red
patch (in certain lighting conditions) as having a certain
colour. | cannot decide to change what | think and, in
the future, consciously try to respond differently. Value
responses are different. Even if we initially respond to
an action as being cruel, we can reflect on that re-
sponse afterwards and try to justify it to ourselves and
others as cruel. (Fisher and Kirchin 2006, 220)

In short, the difference between colours and values is that
colours determine or fix our responses in a way that values
do not.

Suppose that an object is placed before me and | am
asked what colour it is. | cannot try (or decide to try) to
change my perception of white into a perception of black,
and there are no good reasons for trying to do so. The im-
perative ‘Now try to see it as black’ makes no sense. |
cannot fail or succeed in seeing something white as black.
Compare this with the perception of moral value. | can try
(or decide to try) to change my perception of moral value.
Someone may urge me to try to see something as good
which | had previously seen as bad, and | may succeed or
fail.

The elements of control, conscious development and
change can be grouped under what | call ‘the active ele-
ment’ of value perception. While colour perception is dis-
similar to value perception in this respect, aspect percep-
tion is not. Wittgenstein stresses that aspect perception is
subject to the will (2009, §256). To say that it is subject to
the will is not to say that we decide, in each and every
case, to see an aspect or not to see it (as if we could not
be struck by an aspect), but that it makes sense to order
someone to try to see an aspect. Wittgenstein compares
seeing an aspect to imagining: it makes sense to ask
someone to try to imagine a tree, so imagining is subject to
the will, but still the image of a tree can occur automati-
cally. We can try to form an image of a tree and fail to do
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so, we can have images of trees and fail to get rid of them
(see Hausen and ter Hark 2013).

If indeed, as Wittgenstein claims, aspect perception is
subject to the will, it seems well-placed to mirror the active
element of moral perception. Let us do the test with our
leading example, seeing emotion. | can try (or decide to
try) to change my perception of emotions. Someone may
urge me to try to see the happy face covered with tears as
a happy face, while | had previously seen it as a sad one,
and in doing so | may succeed or fail.

| conclude that aspect perception is active enough to
capture the active elements of moral perception. At the
same time, it is not too active. The passive element of col-
our perception and moral perception, shared by aspect
perception, lies in the fact that | cannot choose or decide
what | perceive. | cannot choose or decide to see a white
table where there is a black one, to see a good act where
there is a bad one or to see a happy face where there is a
sad one. If the face is happy and | say that | see a sad
face, | have made a mistake.

3. Education and Concept-Mastery

The active element in moral perception is closely linked to
another aspect of it which is often emphasized by defend-
ers of moral perception: adequate moral perception re-
quires moral education, training and upbringing (McDowell
1998a and 1998b).

There are important differences between colour educa-
tion on the one hand and emotional and moral education
on the other. In contrast to colour sensibilities, we expect
everyone to develop their moral and emotional sensibilities
and we accept that this development takes time and is
never finished. It is true that we expect most people to be
able to discriminate colours, but this process goes much
faster, and there is no need or expectation that people will
keep working on their colour sensibilities throughout their
lives. People who have developed their moral and emo-
tional sensibilities to an exceptionally high degree are said
not only to see more, but also to understand more, to be
wiser and more mature than others. These terms are not
used for persons with well-developed colour sensibilities.

Wittgenstein emphasizes the role of education and up-
bringing in aspect-seeing (2009, §168 and §216). He fur-
ther characterizes aspect perception as “half visual experi-
ence, half thought”, “both seeing and thinking”, or “a fusion
of the two” and “the echo of a thought in sight” (2009,
§140, §144, §235). In order to be able to see certain as-
pects, such as emotions in a face, one needs to have mas-
tered certain concepts, to have reached a certain level of
intellectual sophistication." According to Schroeder, as-
pect-seeing is “particularly concept-laden, typically more
so than seeing shapes and colours” (2010, 360). Similar
points are often made in discussions of moral perception,
both by defenders and critics. Audi notes that “moral per-
ception is possible for virtually every normal person with an
elementary mastery of moral concepts” (2013, 121).
Starkey calls moral perception “cognitively ‘thick’ percep-
tion” and contrasts it to “the ‘thin’ characterization of per-
ception as uncategorized seeing, hearing, smelling and so
on” (2006, 76). Watkins and Jolley describe moral percep-
tion as “an intellectualized perceptual ability”. They add:

We can say that these acquired skills [of moral percep-
tion], when they rely heavily on perception or are purely

1 As | said, Wittgenstein provides many different examples of aspect percep-
tion. Not all aspect perception requires concepts or sophistication.

perceptual, are perceptual skills augmented by intellect.
But to say this is not to say that the intellect adds some-
thing to what is seen, or somehow reshapes what is
seen. Instead, it is to say that exercising the skill re-
veals something that is not revealed by unskilled, unfit,
perceptions. Someone who exercises one of the skills
correctly sees what a person without the skill does not
see — but what is, nonetheless, there to be seen. Ac-
quired perceptual skills provide information that un-
skilled perception cannot provide; but not because the
skill adds something to what is seen. Correct exercises
of the skill are revelatory, not creative. The mechanic
who can tell what is wrong with a car by listening to it as
it runs can hear something the non-mechanic does not
hear. However, the mechanic’s acquired perceptual skill
does not create the mechanical trouble. (Watkins and
Jolley 2002, 77)

Two things are remarkable here. First, what Watkins and
Jolley say about moral perception, namely that the ac-
quired skills of moral perception are perceptual skills aug-
mented by intellect, but that this is not to say that the intel-
lect adds something to what is seen, is almost exactly
echoed by what Wittgenstein says about aspect percep-
tion: “Is being struck [by an aspect] looking + thinking? No.
Many of our concepts cross here.” (2009, §245) Thinking is
not just added to seeing, but in aspect perception seeing
and thinking are inextricably interwoven. Second, the fact
that moral perception requires thought and concept-
mastery does not make the term ‘perception’ any less ap-
propriate. We see what is there to be seen, and we do not
create the object of sight in thinking or imagination. Moral
perception is ‘revelatory, not creative’.

| conclude that, with respect to the need for education
and concept-mastery, seeing colour and seeing value are
in many respects different. In these respects, seeing emo-
tion is closer to seeing value than is seeing colour.

4. Conclusion

| conclude that seeing emotion is, at least in certain re-
spects, a better analogue of seeing moral value than is
seeing colour, although the latter has been a philosophers’
favourite for decades. At this point, one could remark that,
however similar or dissimilar seeing emotion might be to
seeing moral value, it does not show what the latter is like,
because we hardly know what seeing emotion is like. The
explanans does not explain. That could be true. But even if
it does not explain, it helps, first, to remind us of certain
features of moral perception that are not captured by the
colour analogy, so that we are less prone to be misled by
that analogy. Second, it does something else that | find
worth doing in philosophy. | agree with Wittgenstein when
he says that “Philosophy often solves a problem merely by
saying: ‘Here is no more difficulty than there.” (1980a,
§1000) According to Schroeder, the case “then loses its
disquieting uniqueness, its appearance of anomaly, and
begins to look once more as common as it is.” (2010, 364)
Moral perception will all too easily appear unique and
anomalous if one compares it to colour perception. Com-
paring it to emotion perception, by contrast, may make it
look less disquieting and anomalous. And that, | presume,
is something that defenders of moral perception will wel-
come.
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Oiticica: Kunst und Philosophie

Tatiane De Oliveira Elias

Belo Horizonte, Brasilien

Abstract

Qiticica war ein bedeutender brasilianischer Avantgarde-Kiinstler und innovativer Filmemacher, der Wert auf Erlebnis, Heraus-
forderung und Experimentieren in seiner Kunst legte. Er schuf Kunst im &ffentlichen Raum, Performances, Filme, Fotografien,
Videotapes und neue Kunsttheorien. Oiticica begann in den sechziger Jahren damit den Zuschauer als wichtiges Element in
seine Kunst einzubeziehen: Der Zuschauer wird zum Teilnehmer des Werks, das er handhaben kann, in das er hinein gehen
kann und mit dem er visuelle und taktile Erfahrungen machen kann. Inspiriert von der phdnomenologischen Philosophie des
Beriihrens des franzdsischen Philosophen Merleau-Ponty, raumt der Kunstler Oiticica Beriihrung und Korperlichkeit sowie der
Teilnahme der Zuschauer eine zentrale Rolle in seinem Werk ein. Eine besondere Inspiration waren fiir Qiticica auch die Theo-
rien von Herbert Marcuse und Frantz Fanon, was besonders in Oiticicas Solo-Ausstellung Eden in der Whitechapel Gallery im
Februar 1969 zu sehen war. Die neuen Werke, die er fir die Ausstellung schuf, waren durch urbane Raume inspiriert.

Oiticica sagte (iber die Installation Eden, dass es eine Whi-
techapel Experience sei, die Liste in Kreisen anbietet. Die
Zuschauer durchlaufen verschiedene Erfahrungen mit un-
terschiedlichen Werken. Zuerst missen sie Schuhe und
Socken ausziehen, dann betreten sie den Sand, den Oiti-
cica vorbereitet hat. In Oiticicas Worten ist Eden

ein experimenteller Ort, [...] wo alle menschlichen Er-
fahrungen als Mdglichkeit der menschlichen Spezies
erlaubt sind. Es ist eine Art von mythischem Platz fiir
Empfindungen, fir Handlungen, zur Erledigung von Sa-
chen und flr den Aufbau eines inneren Kosmos eines
jeden. Deswegen werden ,offene Vorschlage* und
selbst rohe Materialien gegeben, um ,Sachen zu ma-
chen®, die der Teilnehmer realisieren kann. (Qiticica
1986, S. 17; eigene Ubers.)

Firr die Ausstellung Eden in der Whitechapel Gallery lieR
sich Oiticica von den Theorien von Herbert Marcuse und
Frantz Fanon inspirieren, wie man aus Oiticicas Brief an
Lygia Clark vom 8. November 1968 entnehmen kann. In
diesem Brief schrieb Oiticica an Clark liber das Buch Eros
and Civilization (Eros und Kultur) von Herbert Marcuse.
Daraufhin entwickelte Oiticica sein Freizeitkonzept firr die
Ausstellung Eden, die er Crelazer nannte (Braga 2007, S.
123).

Im Buch Eros und Kultur schreibt Marcuse, dass Re-
pression und fehlende Freiheit einige Reflexe der Zivilisa-
tion sind, die Suche nach sofortiger Satisfaktion wird durch
die geplante zuklnftige Satisfaktion ersetzt, die Lust wird
dadurch eingeschrénkt und die Aktivitaten, die Spal} berei-
ten, werden durch die Arbeit ersetzt. In seinem Text be-
hauptet er, dass es mdglich ist, ein Leben mit dem Prinzip
der Freiheit zu fuhren.

Im Projekt Eden kann man den Einfluss von Marcuse im
Bezug auf die Konzeption von Zeit sehen, dadurch dass in
dieser Installation der Teilnehmer den Unterschied zwi-
schen der Arbeitszeit und der Freizeit verlieren solle (Oiti-
cica 2009, S. 59). In diesem Kontext schuf Oiticica den
Begriff Crelazer. Dies ist fir ihn ein Zustand, in dem die
Zeit keine Stunden hat und kein Ende, die Freizeit der
Teilnehmer zum Beispiel in der Ausstellung Eden, in der
sie mit dem Werk interagieren und Lust dabei empfinden.
Oiticica erzahlt, dass der Kiinstler Edward Pope seine
Ausstellung Eden in der Whitechapel Gallery in London
besuchte und in das Bett-Bdlide hineinging und dort lange
Zeit blieb. Die Zeit dort habe laut Oiticica keine Dauer, es
sei eine offene Zeit, in der man in der Lustaktivitat Empfin-

dungen wiederfindet. Der Crelazer sei eine erschaffende
Freizeit und nicht eine repressive Freizeit (Oiticica 1986, S.
120).

Auch Marcuses Theorie von produktiver und kreativer
Arbeit, eine Kritik an der Arbeit in einer kapitalistischen
Gesellschaft, die meistens entfremdete Arbeit ist, inspirier-
te Oiticica in seiner Ausstellung Eden in der Whitechapel
Gallery. Oiticica ist der Meinung, dass die Arbeit des
Kinstlers produktiv ist, nicht in dem Sinne der realen Pro-
duktion, aber in dem Sinn, dass es kreativ ist und nicht
alienierend, im Gegensatz zur Produktion in einer kapitalis-
tischen Gesellschaft. In dieser Hinsicht sei der Kiinstler am
Rand der Gesellschaft und hierbei verwendet Oiticica die
Theorie von Marcuse, dass der Kiinstler zu keiner sozialen
Klasse gehdrt, beziehungsweise nicht dem Drangen der
kapitalistischen Gesellschaft nach Produktion folgt. QOiticica
mochte die soziale Stellung des Kinstlers als Schopfer
verdeutlichen: Es handle sich fiir ihn nicht einfach darum,
am Rande der Gesellschaft zu stehen, sondern darum,
eine kritische Stellung zur alienierten Gesellschaft zu be-
ziehen, Mythen der dominierenden Klasse zu zerstoren,
die Repression zu kritisieren, kreativ zu sein (Figueredo
1998, S. 74-75).

Oiticica lieR sich in derselben Zeit auch von Frantz Fa-
non inspirieren. Laut Oiticica sei Fanon ein schwarzer ge-
waltsamer Revolutionar, sodass Marcuse im Vergleich da-
zu ein Metaphysiker sei (ebenda, S. 75).

Fanon pladiert fir die Verwendung der Gewalt, die fir
ihn politische Befreiung und die Therapie selbst des Inferi-
oritatsgefihls des Kolonialisierten in Bezug auf den Kolo-
nialherren bedeutet (s. Heitmeyer und Hagan 2003, S.
984). Er schreibt, dass man Europa nicht nachahmen sol-
le. Hier kann man eine Parallele ziehen mit Oiticicas Theo-
rie der Neuen Objektivitdt und mit seinem Text Brasil Diar-
réia (Brasilien Durchfall), in dem Oiticica gegen die Nach-
ahmung der europaischen und amerikanischen Kunst ist
und fiir die Schaffung einer eigenen brasilianischen Kunst
eintritt.

Fanon arbeitet in seinem Buch Die Verdammten dieser
Erde mit den Fragen der Dekolonialisierung, der Ge-
walt, der kulturellen Assimilierung, der Repression in den
Kolonien und dem Post-Kolonialismus in Afrika. Im Buch
rief er auf zur Befreiung vom Kolonialismus und zur Bil-
dung von nationalen Befreiungsbewegungen. Das Buch
erzahlt von Fanons Erfahrungen im Algerien-Krieg. Die
Revolution solle durch eine revolutionare Kultur unterstutzt
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werden, die authentisch national sei. Er unterscheidet zwi-
schen einer revolutiondren Kultur und einer pseudo-
nationalen Kultur, die in den meisten afrikanischen Lan-
dern vertreten sei, die sich mit der Folklore begnigten
(Burke 1976, S. 134). Qiticica lasst sich von der antikoloni-
alistischen Theorie und von der Idee einer revolutionaren
Kultur in diesem Buch inspirieren.

Oiticica, Fanon und Marcuse glauben an ein neues
Menschenbild, das durch Befreiung und Revolution kom-
men wird. Oiticica lasst sich von Fanons Theorie der Deko-
lonialisierung inspirieren und sieht die Kunst als einen
Weg zur totalen Freiheit, was er in seiner Ausstellung
Eden zu realisieren versucht. Er ist auf der Suche nach
einer nationalen Kunst, die nicht nationalistisch ist und die
befreit ist vom Kolonialismus.

Oiticica schuf das Projekt der Ausstellung Eden 1968,
als er noch in Brasilien war, vor seiner Reise nach London
mit den Ideen der kollektiven Kunst, der Teilnahme der
Zuschauer, der Guerilla in der Kunst gegen die konservati-
ven Standards von Kunstinstitutionen und inspiriert durch
Marcuses, Fanons und Marighellas Ideen. Er befand sich
im Kontext der Repression der brasilianischen Diktatur,
was seine kinstlerische Arbeit stark beeinflusste. Er kriti-
sierte nicht nur die Inhalte der Ideologie der Diktatur, son-
dern verwendete die Teilnahme des Koérpers an dem
Kunstwerk, die kollektive Teilnahme, billige Materialien als
eine kunstlerische Strategie, die mit der Verbreitung von
kinstlerischen Aktivitaten auRerhalb von traditionellen
Kunstinstitutionen in einer brasilianischen kiinstlerischen
Guerilla kulminierte.

1969 nahm Oiticica an dem Symposium First Internatio-
nal Tactile Sculpture Symposium Uber die Kunst des Tas-
tens teil, organisiert von August Coppola. Das Symposium
fand in der Gallery C des Instituts of Fine Arts des State
College in Long Beach vom 7. bis 12. Juli 1969 statt. An
diesem Symposium nahmen 15 Personen teil, unter die-
sen waren Professoren, Psychologen, Studenten, Musiker,
Choreografen, Tanzer, Designer und Kinstler wie Hélio
Oiticica, Lygia Clark und August Coppola. Auf diesem
Symposium diskutierten Psychologen und Professoren
Uber die Wichtigkeit des Berilihrens, der Emotion, der
kinstlerischen Werke und der Gesellschaft. August F.
Coppola sagte: ,Das Symposium sollte seine Uberzeu-
gung verdeutlichen, dass ,unsere Gesellschaft eine beriih-
rungs-verhungerte ist* (Oiticica 1969a, eigene Ubers.). Er
fallte dieses Urteil nach zehn Tagen der Erfahrung, mit
verbundenen Augen alles berthren zu dirfen, was er
sonst nicht sehen kdnnte (Oiticica 1969a).

Clark und Oiticica waren die einzigen Brasilianer, die
zum First International Tactile Sculpture Symposium ein-
geladen wurden. Oiticica und Lygia Clark thematisierten
seit den Neokonkretismus-Phasen (1959) die Teilnahme
der Zuschauer, die Wichtigkeit des Korpers in der Kunst,
des Berthrens und des Fuhlens der Kunstwerke durch das
Publikum. Sie lieRen sich hierbei von der phdnomenologi-
schen Philosophie des Beriihrens des franzdsischen Phi-
losophen Merleau-Ponty inspirieren, die in Brasilien durch
Mario Pedrosa und Ferreira Gullar verbreitet wurde.

Sowohl die Werke von Oiticica als auch von Lygia Clark
erhalten ihr ,Leben” durch die Interaktion des Teilnehmers
mit den Kunstwerken, beim Anziehen, bei der Bewegung,
durch die eigenen Erschaffungen, durch Beriihrung. Oitici-
ca schreibt in einer Tagebuchnotiz vom 28.12.1961, dass
er sich von Merleau-Pontys Begriff des Kdrperdaseins in
der Welt inspirieren lie3 (Hélio Oiticica, CD Projeto Hélio
Oiticica, 0182.59-p72.jpg). Nach Oiticica wurde das Prob-
lem der Mobilitdt des Zuschauers von ihm schon in seiner
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Werkserie Penetraveis (,Durchdringbare”) thematisiert,
und zwar mit Teilen, die bewegt werden konnten (Hélio
Oiticica, CD Projeto Hélio Oiticica, 2090.63-p1.jpg).

1. Das First International Tactile Sculpture
Symposium

Oiticica schrieb fiir die Teilnehmer des Symposiums eine
Einflihrung zu seinen und Clarks kiinstlerischen Arbeiten.
In diesem Text schreibt er tiber Clarks Werkserie Nostalgia
do Corpo Folgendes: Es gehe in diesem Werk um die Ent-
deckung des Korpers, ein sehr wichtiges Element in Clarks
Arbeiten. Es handle sich nicht um die Beziehung der Teil-
nehmer zu einem gegebenen Gegenstand, diese Bezie-
hung sei schon ubertroffen. Der Text sei keine Beschrei-
bung oder ein Katalog von Erfahrungen, sondern er zeige
die Idee der Gesamtheit ihrer Kunst.

Oiticica brachte das Werk Parangolé Estou possuido
(,Ich bin besessen®) mit. In diesem Parangolé bezieht sich
Oiticica auf das Geistwesen Moleque der Mangueira Sam-
ba-Schule — es ist ein Geistwesen des Kultes der afrobra-
silianischen Religion Ubanda, eine Mischung aus Christen-
tum, Spiritualismus, Katholizismus, Orixa-Kult und Catimbé
aus dem Nordwesten Brasiliens. Das Element malandrinho
hat als Haupteigenschaften die Gaunerei, die Liebe zur
Nacht, zum Spiel und zu Frauen. Wenn das Geistwesen
sich in einer Person manifestiert, wird diese besessen und
beginnt, die Eigenschaften des Geistwesens wie oben be-
schrieben zu haben. Das Element ist bekannt unter dem
Spitznamen Seu Malandrinho. Darliber hinaus werden in
diesem Werk die sozialen Probleme in den Favelas thema-
tisiert.

2. Der Text “The Senses Pointing Towards
a New Transformation”

Dieser Text, der sich mit Merleau-Pontys Philosophie be-
fasst, handelt vom menschlichen Verhalten und den Sin-
nen. Oiticica war der Meinung, dass man ein Kunstwerk
nicht nur unter dem asthetischen Gesichtspunkt betrach-
ten sollte, sondern auch als einen Appell an die Sinne.
Man kénne die Betrachtung und die Handlung nicht von-
einander isolieren (Qiticica 1969b). Lygia Clarks und seine
eigenen Werke folgten demselben Prinzip. Lygia Clark
schlagt in ihrer Werkserie Nostalgia do Corpo einfache
sensorische Erfahrungen vor, um das Bewusstsein daran
zu erinnern, dass der Korper etwas Lebendiges ist. Au-
Rerdem geht es um die Beziehung zwischen der Selbst-
kenntnis und der Kenntnis der anderen (ebenda, S. 2).
Oiticica zufolge seien Galerien und Museen unpassende
Orte fur das Ausstellen bestimmter Kunstgegenstéande; er
selbst brauche alternative Orte, um seine Kunst zu zeigen.
Nach Hélio Oiticica erfordert der Ubergang des Kunstfokus
vom Visuellen zu den anderen Sinnen (Tastsinn, Gehor-
sinn, Geruchssinn, Geschmackssinn) ein Bewusstsein der
Gesamtheit. Seine Behauptung stltzt sich auf die Rolle,
die der Korper (die Wichtigkeit des Verhaltens) fiir Maurice
Merleau-Ponty spielt. In dessen Philosophie erfolgen alle
Sinnesbeziehungen im menschlichen Kontext als ein ‘Kor-
per’ von Bedeutungen und nicht als Summe von Bedeu-
tungen, die von speziellen Kanalen empfangen werden
(Oiticica 1969b).

Im Text ,The Senses Pointing Towards a New Transfor-
mation“ stellt sich Oiticica endgultig gegen ein Kunstsys-
tem als Darstellung beziehungsweise gegen die Erschaf-
fung von Darstellungsgegensténden, die Ausstellungsplat-
ze erfordern, damit sie betrachtet werden kénnen (s. Hélio
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Qiticica, Tagebuch, 22. Dezember 1961, Rio de Janeiro, in
CD Projeto Hélio Oiticica, 018259-p50.jpg).

Das Thema selbst und die Diskussionen des Symposi-
ums enthalten einen Bezug zur Philosophie der Berlihrung
und zu Merleau-Pontys Denken: Die Teilnehmer berlihren
einander mit verbundenen Augen. Nach Merleau-Ponty
kénne der Blinde somit durch das Tasten und die Bewe-
gung des Korpers die zentrale Rolle der Leere empfinden.
Man brauche die Berlihrung im Alltag (Duarte 2004, S.
78). Fir die Zuschauer dieses Symposiums war der Tast-
sinn (die Berlihrung) der einzige Wegweiser.

Bei diesem Symposium waren auch junge amerikani-
sche Kunstler anwesend, wie beispielsweise der kaliforni-
sche Kinstler Richard Register, der die Performance
PREFOTEMMS auffiihrte, in der man Gegenstande berih-
ren sollte. Ein anderes Beispiel ist D. C. Prior Hall, ein De-
signer aus San Francisco, dessen Werk Pleasure Pit aus
Wassermatratzen bestand. Er verteilte Pamphlete mit fol-
gendem Inhalt: ,Es ist ein Freund, der in dich verliebt ist.
Der dich verlockt, in eine verziickte sinnliche Pracht zu
kriechen.“ (Qiticica 1969a, eigene Ubers.). Darunter stand:
,Das Pleasure Pit ist, als wirde man mit seinem Bett ins
Bett gehen* (Oiticica 1969a, eigene Ubers.). Der Direktor
der Gallery C, Carl Day, der mit Studenten das Labyrinth
aufbaute, in dem die Kunstwerke ausgestellt wurden,
meinte zum Symposium und zur angebotenen Berih-
rungserfahrung: ,Die Menschen machen sicher Dinge ka-
putt [...] Diese Erfahrung hat mich gelehrt, was fir ein Stier
der Mensch wirklich ist.* (Oiticica 1969a, eigene Ubers.).
Fir ihn war diese Erfahrung motivierend; die Menschen
sollten mehr Beriihrungen und &hnliche Dinge ausprobie-
ren. Fir viele Zuschauer war diese Erfahrung ganz neu.

Die Theorien von Ponty, Fanon und Marcuse waren sehr
wichtig fur die Entwicklung von Oiticica’s kiinstlerischem
Schaffen. Zusammenfassend kann man behaupten, dass
Qiticica die Grenzen der Kunst auslotete; er arbeitete mit
verschiedenen Medien, und verfasste dariiber hinaus zahl-
reiche Texte, die man im Zusammenhang mit seinen Wer-
ken analysieren, beziehungsweise nicht voneinander tren-
nen sollte.
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Reading the Tractatus and Seeing the World Rightly
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Abstract

If the cardinal problem of philosophy is to be found in the distinction between what can be said (= thought), and what cannot be
said but can only be shown in what is said, the task of making the logic of language perspicuous can be understood as a per-
ceptive exercise — and the TLP as an aesthetic endeavour that, in what it says and in the form in which it says what it says, al-
lows its readers to see the world rightly. In the end, this is both an ethical and an aesthetic achievement, for, what is then seen
should make one understand that what is more valuable is indescribable in language — and the way to do it justice, is to keep

silent about it.

1.

When, in 1919, Wittgenstein sends his book to Russell, he
tells him that all the affair of logical propositions is a corol-
lary and that the real, the cardinal problem of philosophy,
is related to the distinction between what can be said
(gesagt) — or, what is the same, what can be thought) —
and what cannot be said but can only be shown (gezeigt)
in what is said (cf. GBW, letter from Wittgenstein to Russell
dated 19.08.1919). In Wittgenstein's eyes, this was the
main business of his book. Moreover, the fundamental
thought (TLP 4.0312) he is putting forward, is described by
Wittgenstein as the impossibility of delegating logic by
mandate, that is, of there being something that can repre-
sent the logic of facts in language, in propositions: there
are no proxies or replacements for this, but we can see it if
nothing stands in our field of vision, hence the necessity of
making the logic of our language perspicuous to us.
Hence, also, the significance of vision, of images, models,
figures, configuration, pictures, picturing, form, and all the
plethora of terms related to Bild, understood as image or
model, such as: logisches Bild, lebendes Bild, Bildhaftig-
keit, abbildende interne Beziehung, Urbild, etc.

Making the nature of propositions clear, is a supporting
and grounding task for the solution of the chief problem of
the book: since it must distinguish between what can be
expressed in propositions and what can not be thus ex-
pressed but is nonetheless shown in what is uttered with
sense, the book, via the clarification of the nature of
propositions, should make logic perceptible (and illustrate
that logical form or the form of reality, its essential and
structural features, the internal relations between language
/ thought and world, are made visible in propositions with
sense).

In the TLP, ethics, aesthetics, the sense of life and the
world and the mystical, join logic as that which is not pos-
sible to express in language — this does not mean, how-
ever, that they are equivalent or of the same kind. In real-
ity, although ethics (one with aesthetics) is transcendental,
like logic, it is also supernatural, as Wittgenstein puts it in
the Lecture on Ethics.

Regarding logic, we have, on one hand, logical proposi-
tions, Scheinsétze, that are without sense, sinnlos. Tau-
tologies and contradictions constitute examples of such
propositions: the limits of language are grounded on the
logic of language and the bipolarity of propositions that
secure the possibility of representing a state of affairs in a
proposition and of it being compared to reality in order to
determine its truth or falsity. Tautologies and contradictions
are limiting-cases of language and thought — the first per-
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mits all states of affairs, the second, none — and for this
reason they are not images of any fact of the world, be-
cause they do not portray a possible situation (cf. TLP
4.461 and 4.463). On the other hand, we have to consider
propositions about logic and their unsinnigen character, for
they belong to a different kind of propositions without
sense, i.e., they are different from sinnlosen propositions.
We are not, here, dealing with propositions that are limit-
ing-cases, but with propositions that go beyond the limit of
what is sayable with sense. This has to do with logic being
transcendental, prior to any experience that we can de-
scribe with sense and compare with reality in order to in-
vestigate its truth or falsity. It is due to its transcendental
nature that one cannot establish a logical theory with
sense, and thus, the attempt to talk about logic, which
permeates the world, is unsinnig.

On its turn, ethics, that is one with aesthetics, does not
permeate the world — it is not only transcendental but also
supernatural. lts sphere is beyond the world and so be-
yond language, truly outside the limits of sense, that is to
say, beyond the limits of facts that we can portray in a
proposition. It has to do with value, with what stands past
the description allowed for in propositions. Propositions
that try to talk about this sphere are also unsinnig, and al-
though they might seem, at first blush, to say something
meaningful, logical analysis shall make clear that they do
nothing of the sort, and the reason for this is that they are
about what is higher than facts and cannot therefore be
pictured through words.

2,

Since the possibility of a proposition being an image of the
situation that it presents, is critical for it to represent a fact,
the notion of Bild, as we already saw, is crucial for under-
standing the book. In fact, vision pervades the Tractatus:
everywhere we have to exercise it, so much so that one
could say that the book is like a series of exercises of per-
ception that aim at extracting the logic of language from
everyday language: “Everyday language is part of the hu-
man organism and is no less complicated than it. It is hu-
manly impossible to gather immediately the logic of lan-
guage.” (TLP 4.002)

In addition to the difficulty that this remark points to, an-
other difficulty, related to the comprehension of the aim of
the book, has to do with the need of surpassing or over-
coming its propositions. This requires, on its turn, that we
understand the author, for only then can we see that what
he has said throughout, is Unsinn, nonsense: the compen-
sation for this is, though, that we are then capable of see-
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ing the “world rightly” (TLP 6.54). Wittgenstein refers to his
propositions as the ladder one has to climb up and then
throw away. The movement of going up corresponds to the
exercise of reading the Tractatus: its propositions are de-
grees of understanding — and vision. We are, in the end
(am Ende), capable of seeing what was concealed before
the nature of the proposition was made perspicuous: the
logic of language. Along with this capacity and knowledge,
another thing becomes clear — something that has to do
with overcoming the tendency and the inclination to speak
of what does not let itself be put into words, that is to say, it
becomes clear that we must try to be silent concerning all
the cases in which anything that we might say, will not do
and will not be enough to represent an excess, a surplus in
relation to the world of facts. This feeling is not suitable of
being communicated in a language with sense because it
is unnaussprechlich (TLP 6.522). Alfred Nordmann high-
lights the fact that with this word Wittgenstein means that
which cannot be put into words:

In ordinary contexts, the German “aussprechen” con-
cerns our ability to clearly speak, pronounce, or articu-
late words. As such, the German word is a hybrid of
sorts between “ausdriicken (to express, quite literally in
the sense of squeezing out)” and “sprechen (to speak).”
Wittgenstein’s use of “aussprechen” and the translation
“express in speech” therefore reflects that the word re-
fers to a particular mode of expression. [...] “Ausspre-
chen” is a special case of “ausdriicken” or expression: it
concerns what we put into words or language, thus
suggesting yet another translation of TLP 6.522: “There
is indeed what cannot be put into words.” (Nordmann
2005, pp. 50-51)

3.

In order to understand the essence of propositions, Witt-
genstein advises us to think of hieroglyphics and of how
they represent the facts that they describe in pictures (TLP
4.016). This advice has its roots in the Einfall, in the dis-
covery about language and about propositions being im-
ages of the realities for which they stand, to which Ray
Monk says that Wittgenstein gave enormous importance
(cf. Monk 1991, pp. 117-118). However, before we go on
to see what was this discovery, a small remark about the
word Einfall that we just used is due: we again turn to Al-
fred Nordmann, who speaks of Wittgenstein as having a
receptive spirit to discoveries while he works, as someone
able to be struck by an image as if by a new way of looking
to the world, or, better yet, as someone capable of turning
his own moments of seeing into and being invaded by a
new image of how things stand, into a decisive moment of
genuine, untainted clarity concerning the way in which
thought and language mirror the world in pictures. The Ein-
fall we mean is a famous example: the well known way in
which Wittgenstein saw very plainly before his eyes, how
logic could take care of itself, forgoing a doctrine, a system
of explanations with the objective of displaying the work-
ings of language to us. It consists of how a report of a case
in a court of law in Paris that portrayed a car accident us-
ing dolls, made him think of how in language (like in the
model presented as a 3d depiction of the cars, people and
houses that were part of the scene of the incident), we por-
tray the situations, the facts of the world, with words that
stand for things, arranged and related to one another in a
certain manner, in a given correlation and connexion. In
the Notebooks, in an entry listed on the 29" of September
of 1914, we can read that this was indeed the much
sought after answer to the problem he was facing and that
had to do with the ability of language to account for reality

while keeping silent about how it is able to do so, in other
words, by keeping silent about the logic of facts. For Witt-
genstein, the example really shows the way forward,
unless one is blind to see it: it is decisive because it shows
the internal relation between the dolls representing the
cars, the people and the houses, and the real cars, real
people, and real houses. Just two days after noting it
down, Wittgenstein says, “logic has to take care of itself”.
Someone who is not blind can, in principle, see the logic of
language — it suffices that it is first made clear — so that
afterwards there is nothing else left to say about it. The
Paris model is especially significant for constituting an ex-
ample of how logic shines through propositions with sense
that are images of the facts they describe: a model, like a
proposition, projects the form of its internal connection to
the state of affairs, without more elucidations, it depicts the
reciprocal position of its elements and represents what is
essential. It is for this reason that one can say that the
model was for Wittgenstein a touchstone to his philosophi-
cal undertaking in the TLP: showing how language and
thought mirror the world in propositions with sense, without
falling into pseudo propositions about the logic of facts —
well, at least as much as possible. Wittgenstein has to use
words to see his task through, which means to not com-
pletely follow the strictly correct method in philosophy (and
going beyond only saying propositions of science, that
have nothing to do with philosophy), to show that, when
someone wants “to say something metaphysical” (TLP
6.53), in what is said, some signals have not been given
precise meaning (Bedeutung).

4,

Even if Wittgenstein had not added the final propositions to
his book, in which he speaks of ethics and aesthetics — of
the sense of the world, the world of the happy man and the
solution to the riddle of life — we could still say that he was
pointing towards them and thus fulfilling the purpose that
he envisioned for his book, which we know, thanks to a
letter he wrote to von Ficker in 1919, was an ethical one.
The Tractatus would still draw the frontier line and delimit
the ethical from the inside, by keeping silent about it and
opening up the possibility, to his readers, of apprehending
or seeing that what is more valuable is ineffable in lan-
guage, untouchable in sinvollen propositions. Because it
delineates the limit of the sayable and simultaneously
shows the sphere of the inexpressible in language, the
Tractatus is an “ethical deed” (cf. Janik and Toulmin 1996,
pp. 167-201) and an aesthetic one also. It is through what
it says and in the form of saying it that Wittgenstein leads
the reader to the position from where he can see the world
correctly, and from where he can do justice to the feeling —
that cannot be put into words — of seeing the world as a
whole, and that is, for Wittgenstein, the mystical.

In TLP 6.54, Wittgenstein speaks of whomever reads the
book and understands its author, as someone that thus
acknowledges that its propositions are unsinnig. Under-
standing this rests on the comprehension brought about by
the distinction between propositions with sense and
propositions without sense, and within this last group, of
the particular case of the unsinnigen propositions that try
to state something that is not possible to make accessible
to others through discourse, but only understood silently,
through vision. In the end, the book opens up a new
space, made visible by a limiting task that nonetheless re-
veals the possibility of really attaining a just vision of the
world — one that can be pierced with value.
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Modeling Axis by Rotation
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Abstract

In this paper, the authors discuss OC 152 as an example of the idea of modeling as it is used in the contemporary philosophy of
science. In the first part, an analysis of OC 152 is supplied and three possible interpretations of the section. In the second part,
Schulte’s analysis of OC 152 is presented. In the third part, the “axis remarks” are interpreted in terms of blurring the distinction
between grammatical and experiential remarks in terms of their dynamism and connectedness to practice and activity. In the
fourth part, the “axis remarks” are interpreted in terms of “modeling” in contemporary philosophy of science.

1. 0C 152
OC 152 runs as follows:

| do not explicitly learn the propositions that stand fast
for me. | can discover them subsequently like the axis
around which a body rotates. This axis is not fixed in
the sense that anything holds it fast, but the movement
around it determines its immobility. (OC 152)

OC 151 suggests that what is claimed is absolutely certain
and a part of a method of doubt and inquiry, and OC 153
says that it gets its sense from the rest of our procedure of
judging. The first sentence of 152 is connected with 151
because if such remarks are learned at all, they are
learned implicitly, and to OC 153 which supplies an exam-
ple of it: “My hands don't disappear when | am not paying
attention to them.” The second says that such remarks are
discovered like “the axis around which a body rotates”.
This is an example of rotating bodies such as hinges,
planets, or gyroscopes. The third is important because it
differs between “hinges” (OC 341-3) and “axes” (OC 152).
Hinges of the door or elbow connect the immovable door-
frame and movable door, while the rotating body (a gyro-
scope or a planet) doesn’'t have an immovable part. The
last part of the last sentence seems crucial, since the rota-
tion of a body determines the immovability of an axis.
Hinges are the condition of a partial rotation of a door on a
doorframe. In OC, PI, and other works, Wittgenstein formu-
lates an opposite metaphor. When talking about founda-
tions, the metaphor would be of foundations that are carry-
ing the whole house. However Wittgenstein writes it is like
the roof that carries the whole house and its foundations
altogether. Similarly, here he isn’t claiming that an axis of
rotation is a condition of the rotation of a body, rather, that
the rotation of a rotating body determines the immovability
of its axis. As if an immovable axis is an effect, or a result
of a rotation.

Given that there is a consensus among scholars that
Wittgenstein  distinguishes between experiential and
grammatical remarks (PG, Pl), there is the possibility of a
third kind of remarks based on analysis supplied by J.
Schulte (see Schulte 2005, 59-75, Krka¢ 2012, 201-32,
Krka¢, Lukin, Mladi¢ 2013, 222-4, biri, Krka¢ 2014, 355-
68). Some questions can be raised.

(1) Is an axis metaphor (OC 152) different from a hinge
metaphor?

(2) Are there in Wittgenstein’s writings, besides grammati-
cal and experiential remarks, examples of axes remarks
(OC 152)?

(3) If (1) and (2), then which of these possibilities is more
plausible? (a) There are only two kinds of remarks (propo-
sitions), i.e. experiential and grammatical, while the “axis of

a rotating body” is just a metaphor, or at best a special
case of grammatical remarks which corresponds to the
series of similar philosophical distinctions between experi-
ential and rational, and analytic and synthetic (from Aristo-
tle to 20" century logical positivists and Quine). (b) There
are three kinds of remarks, namely grammatical, experien-
tial, and axis remarks (on the basis of Schulte’s analysis).
(c) There is only one kind of remarks, i.e. axis with gram-
matical and experiential being their radical cases (if one
connects OC 152 with say OC 94-99, 213, 308-9, 319-21,
in which Wittgenstein suggests that there is no sharp dif-
ference between experiential and grammatical remarks,
and consequently there is only one kind, while these are
only radical cases of this one kind).

2. Schulte on OC 152

The answer to (1) lies in the question: are axes and hinges
different? They both include the rotation of a body; how-
ever, they are different. Hinges include a fixed part of a
joint, axes don’t. Hinges allow partial rotation, axes allow
full. There are differences in geometrical, physical, and
engineering senses. Wittgenstein was aware of these dif-
ferences, which give sufficient grounds for differences be-
tween metaphors.

The answer to question (2) starts with a suggestion by
Schulte. He differentiates between the hinge and axis
metaphors, and comments on OC 152 (as “another im-
age”) in contrast to OC 341-3 in (Schulte 2005, 71).

Such an axis of rotation is a very different sort of thing
from the kind of hinge on which the previous image is
centered. Such an axis of rotation may be said to stand
fast, but it does not do any real work; nor does it hold
fast anything which in order to be able to move would
need its support. One may say that a certain object
would not move the way it does unless it, or one of its
parts, could be described as rotating around such and
such an axis. But that is a completely different kind of
statement from the claim, for instance, that a given door
turns on certain hinges. And because of this difference |
want to conclude that the image of the axis of rotation
applies to a different sort of proposition from that to
which the hinge image applies. It is propositions con-
veying basic rules or information that can be compared
with hinges while sentences expressing commonplaces
of the type discussed by Moore and Wittgenstein are
more like axis of rotation. (Schulte 2005, 71; see also
Schulte 2005, 70-3)

Schulte recognizes two metaphors. Axis-propositions are,
as Schulte suggests, like gestures or exclamations, and
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therefore quasi-propositions. Schulte does not explicate if
the hinge metaphor is a metaphor of grammatical remark.
If this is the case, and if the expression “basic rules” that
he uses suggests it, then what we have besides empirical
and grammatical are fact axis remarks. Hinges are a
metaphor for grammatical, while the axis is a metaphor of
a separate kind of remarks, what was previously referred
to as “hinge-propositions” by some scholars. Schulte’s in-
terpretation (or discovery?) claims that propositions like
“Cats do not grow on trees”, “Cars do not grow from the
ground,” or “We humans know that we have ten toes with-
out looking at them” are not hinge-remarks since hinges
are metaphors for grammatical remarks (Schulte 2005,
71).

3. Axis remarks

Let’s turn to issue (3) and assume that there are experien-
tial remarks, such as “Acorns grows on trees”, or “Squirrels
collect acorns”, and grammatical ones, such as “An acorn
is a part of a plant, not of an animal” or “A squirrel is an
animal, not a plant.”. Now let us imagine a boy Willard in
Akron, Ohio, watching oak trees in his backyard from his
room. He sees trees, acorns, and squirrels on trees. So,
he thinks: “Do squirrels grow on trees?” and he asks his
father. His father is surprised, but soon he commences to
explain. They conclude that squirrels don’t grow on trees
(axis) because they are animals and not plants (grammati-
cal). What kind of a remark is “Squirrels don’t grow on oak
trees”? It is not an experiential since there is no experi-
ence “This squirrel didn’t grow on a tree” and this is so be-
cause there is nothing that can be experienced. It is nei-
ther a grammatical remark since by analysis of “squirrel”
one cannot get “one that doesn’t grow on a tree” without
an additional premise.

Which are some features of axis remarks? (a) They are
implied and at the same time essentially manifested in and
by common actions. (b) If uttered outside of practical con-
text, they sound odd. (c) A lot of them are negative exis-
tential statements. (d) They are neither universal like
grammatical, nor particular and empirical like experiential,
yet they seem to be connected to them, as if they can turn
into them if needed.

In view of (d) axis remarks are like sand in the river im-
age (OC 95-9). If hard rocks creating the bank are a meta-
phor of grammatical remarks, waters of a river of experien-
tial remarks, then perhaps sand is the metaphor of axis
remarks. However, if this is so, then it suggests a bit more;
that sand has a dual nature. It can create a sandbar and
even a river bank by sedimentation, but it can also be
eroded and change the whole river. If sand is a metaphor
for axis remarks, then perhaps they are rudimentary, while
grammatical and experiential are derived, or they are a
kind of “middle remarks”, while grammatical and experien-
tial are radical forms. As if axis remarks are modeled by
rotation of experiential and grammatical around them.
However, based on mentioned sections it is hard to decide
whether the “axis of rotation” is a metaphor of grammatical
remarks (3a), so one would get the classical analytic-
synthetic distinction with a bit of pragmatic aftertaste, as in
Quine’s “Two Dogmas”. Is it a third kind of remarks, differ-
ent from experiential and grammatical (3b); or is it the only
kind of remarks with experiential and grammatical as their
radical cases (3c)? We are suggesting that (3c) is interest-
ing grounded on the connection between OC 152 and
other mentioned sections that suggest that there is no
strict difference between experiential and grammatical re-
marks.
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4. Modeling in OC

A section in Notebooks (NB, p. 20) runs as follows: “The
proposition is a model of reality as we imagine it". This
mention of a model is evidence that Wittgenstein uses the
term model in a similar sense as we do, which means that
if we consider his axis remarks as propositions, then we
can speak of those propositions as models of reality. In PI
141, the term model can be interpreted as the difference
between the model and modeling (“picture” and “applica-
tion”). Mentioning of the term paradigm can be interpreted
as model and as grammar (Pl 50, 57); this analysis could
also include concepts like “picture” (as a model) especially
as used in TLP and PI, and similar concepts.

In terms of the model/modeling distinction, the metaphor
of hinges can be interpreted as a remnant of Wittgen-
stein’s former interest in models and not, like axes, his
(implicit) focusing on modeling. There is development in
Wittgenstein from the awareness of the importance of phi-
losophical investigation of models to the more activity ori-
ented, which focuses on modeling. In his Pl period, Witt-
genstein was familiar with the idea of a model via Hertz
and Boltzmann, and it seems that he moves from “model”
as an entity (as in TLP) to “modeling” as an activity (prac-
tice).

The dynamics that Wittgenstein tries to grasp with meta-
phors in OC resembles dynamics of modeling as described
by philosophers of science (dynamical metaphors of rota-
tion and flow). There are a lot of interesting similarities be-
tween some parts of OC and some parts of recent philoso-
phy of scientific modeling. On the other hand, there is
some continuity in Wittgenstein’s dealing with models and
modeling. It is possible to show parallel development in
Wittgenstein and in the philosophy of science: from focus-
ing on models proper to focusing on the activity of model-
ing. Can some ideas about scientific modeling provide a
perspicuous presentation of some concepts in OC? There
is no doubt that Wittgenstein’s referential and deliberative
use of terms raises interpretive difficulties. Metaphors in
OC speak about elements, mechanisms and methods of
modeling, and modeling is something the philosophy of
science knows about.

In TLP the proposition is a picture and a model. Model-
ing is not per se interesting there as it is plain inference. In
P1, the problem is “application of the picture” (Pl 140, 374,
422-27), and OC seems to supply a solution. Here are
some examples. “[M]y understanding [is] only blindness to
my own lack of understanding.” (OC 418) If we have un-
derstanding of the model, we still may lack understanding
of the process of modeling. “Really ‘The proposition is ei-
ther true or false’ only means that it must be possible to
decide for or against it. But this does not say what the
ground for such a decision is like.” (OC 200) Modeling is
so pervasive in our life, and hidden because we lack con-
ceptual instruments to see it. We know that we are model-
ing when we manipulate the elements of modeling (with a
tool-box of modeling). These elements are: models, meta-
phors, analogies, abstractions, idealizations, templates,
skills, tacit knowledge, assumptions, ,pictures, and pic-
tures we have in OC (although there is no mentioning of
model or modeling in OC).

We “have” picture(s) (TLP) vs. we are “doing” something
with pictures (Pl and OC). “There is a picture in the fore-
ground, but the sense lies in the background, that is, the
application of the picture is not easy to survey.” (Pl 422)
“We form the picture [...] and this picture now helps us in
the judgment of various situations [...] but somewhere |
must begin with an assumption or a decision.” (OC 146)
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“[Wl]e work with [the picture].” (OC 147) World-picture “is
the substratum of all my enquiring [...].” (OC 162) It “is the
matter-of-course foundation for [...] research.” (OC 167)
We don't just see the picture, we do something with the
picture, we manipulate with it.

“[lt is not [...] seeing [...]; it is our acting [...].” (OC 204)
“[Plart of the whole picture which forms the starting point
[...]” (OC 209) “[T]he idea of ‘agreement with reality’ does
not have any clear application.” (OC 215) Representation
is not a relation; rather it is an activity of representing.
Hinges give us “our way of looking at things, and our re-
searches, their form” (OC 211), that is, a form of modeling.
“...there is no “sharp boundary between methodological
propositions and propositions within a method.” These sec-
tions are about dynamics and transformations in modeling.
The model (or picture) is not stable (OC 318). “I show that |
know [hinge proposition] by always drawing its conse-
quences” (OC 397). Drawing consequences from hinges
which are “tacit knowledge” is part of modeling. “But
doesn’t my drawing the consequences only show that |
accept this hypothesis?” (OC 399) No, hinges “do not
serve as foundations in the same way as hypotheses
which, if they turn out to be false, are replaced by others.
[...] ‘In the beginning was the deed.” (OC 402)
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Abstract

Environmental aesthetics is a new area in the contemporary philosophy, in which some aesthetic judgments are criticized to be
non-ecofriendly such as is the case with swamps, prairies, snakes or bats. This creates a problem for the ethics-aesthetics rela-
tion since, unlike Wittgenstein assumes, aesthetics and ethics are not “one and the same”. My aim in this paper is to find a way
to save the so-called ugly creatures from aesthetic prejudices and justify how they can still be aesthetically appreciated. | claim
there are two main reasons behind their condemnation: (1) biophilia thesis of Wilson and (2) the picturesque tradition left from
the 18th century. In contrast to these influences, | claim that (1) Carlson’s cognitive aesthetic approach along with guarantee of
self-existence, and (2) a holistic and multi-sensuous aesthetic appreciation of nature can save these creatures within our aes-

thetic agenda and prove that aesthetics and ethics are in harmony.

1. Introduction

Aesthetics and environmental ethics contradict each other
in some cases. For example, preserving landscapes with
spectacular scenic visions such as waterfalls, geological
formations, and smoky mountains are preferable to wet-
lands or prairies which seem to be just filthy and ugly. In
the same vein, dolphins or cute polar bears always win the
contest in comparison to fleas, flies, bats, snakes or spi-
ders. Dandelions and crabgrass are just “weeds” that has
to be torn away. The case of saving the threatened popu-
lation of timber rattlesnakes in North Carolina was not as
successful as of baby seals or bottlenose dolphins be-
cause “snakes” unfortunately “don’t have big brown warm
mammal eyes to blink” at us (Lintott, 2007, 381).

Then the question is: Is all nature really aesthetically ap-
preciable? What would happen if we sacrifice the cods and
be concerned rather with rhinos or lions or drain wetlands
or bogs? Actually, this means that the whole ecosystem is
at stake. This conflict leads us to question our aesthetic
appreciation once more and find a way to bring aesthetics
and ethics in harmony. We have to answer the following
two questions: (1) What is the reason for our negative re-
sponses towards these creatures? and (2) Can we trans-
form this non-ecofriendly aesthetics towards a more
ecofriendly one, so that aesthetics and ethics become one
and the same with each other as Wittgenstein (1998) as-
sumes (77)? My response to the first question is: (1) Wil-
son’s Biophilia thesis and (2) the picturesque tradition lead
us to appreciate nature non-ecofriendly. Against these
negative influences, | claim (1) knowledge can make us
acknowledge their aesthetic value and a guarantee of self-
existence can render Wilson’s thesis invalid, (2) in contrast
to the picturesque, a holistic and multi-sensuous aesthetic
appreciation of nature will strip our prejudices away.

2. Justification of Negative Responses:
Biophilia Thesis and Picturesque Tradition

Biophilia is Edward Wilson’s thesis (2000) that aims to jus-
tify the negative aesthetic responses towards the so-called
“ugly creatures” that have the potential to kill or harm hu-
mans. Wilson claims that due to our evolutionary heritage,
we tend to avoid snakes, bats, spiders, etc. and wetlands
(1-3). Some hidden evolutionary codes function in our
genes such as “[bJats may carry rabies, flies and mosqui-
toes various diseases, and some snakes and spiders are
poisonous” (Saito 2007, 246). For example, the disease
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malaria terminologically depends on the Greek word mi-
asma which denotes the poisonous air rising from the rot-
ting bogs. Malaria literally means “bad air” and those who
lived close to wetlands were inflicted with it due to breath-
ing (Rolston 2000, 585). A protist mosquito is the respon-
sible agent for malaria who spawned in stagnant or slow
moving waters, which justifies the condemnation of stag-
nant water in contrast to the flowing water. In short, ac-
cording to Wilson’s thesis, biophilia is the “innate tendency
to focus on life and lifelike processes” and abstain from the
reverse (Wilson 2000, 1).

The “picturesque” tradition left from the 18™ century func-
tions as a cultural code within our aesthetic appreciation.
Picturesque asserts that nature shall be viewed as a land-
scape painting where visual qualities are emphasized
(Hussey 1967, 4). The term pittoresco literally means “the
painter's view” referring “after the manner of painters”
(Hussey 1967, 9). In picturesque, since nature is experi-
enced as if an ‘ideal landscape painting’, the approach is
necessarily dominated by the sense of sight. Vision, col-
ors, the play of light, “textures, relative size and arrange-
ment or ‘composition’ of topographical masses like moun-
tains, valleys, lakes, woods, meadows, fields, streams and
so on” are the main parameters for determining aesthetic
response (Callicott 2007, 108).

| think our aesthetic responses towards nature are still
under this tradition’s influence. Jonas (1966) states that
how we interrelate with the world depends on our means
of perception which determines the way we make sense of
the world. It is obvious that “the world we accept is largely
a consequence of our reliance on sight or at least on a
particular kind of sight” (136). Following picturesque tradi-
tion “all the arts, painting, poetry, novel, architecture, even
music coalesced around the picturesque aesthetic”. The
result is indifference towards the non-scenic nature as the
case in “swamps, bogs, dunes, scrub, prairie, bottoms,
flats, deserts, and so on” (109).

3. Creating an Eco-friendly Aesthetics:
Knowledge, Guarantee of Self-Existence
and Multi-Sensuous, Holistic Approach

Against the biophilia thesis of Wilson, | will propose two
distinct arguments to save the so-called ugly living and
non-living beings. The first argument is the guarantee of
self existence. Wilson’s biophilia thesis is a strong argu-
ment to justify our negative aesthetic tendencies towards
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swamps, snakes and spiders; however, the story does not
end here. There are some contradictions with this exposi-
tion: what about the insect zoos or reptile zoos that we visit
in various national parks? What kind of pleasure do we
take in watching them? If they are purely against the bio-
philia thesis, then we should not be inclined to see them at
all. The phenomenon seems to be that when we guarantee
our concern for safety, the aesthetic appreciation domi-
nates the way we experience them: we feel pleasure or
amazement upon their composition of colors, smallness, or
colonization. Then, we can state that as long as we can
guarantee our survival, these natural beings can be appre-
ciated aesthetically. As Saito (2007) defends, distancing
ourselves via “a glass, window, moat or metal bars” the
problem of non-ecofriendly aesthetics can be solved. As
long as we have the sufficient convenience to explore and
appreciate the aesthetic value of these dangerous crea-
tures, we can acknowledge their aesthetic value (246).

This argument of the guarantee of self-existence resem-
bles the necessary condition of the aesthetic experience of
the sublime. Both Burke and Kant upon explaining the sub-
lime experience emphasize there should be proper dis-
tance between the subject and phenomenon (Burke 1998,
53; Kant KU, 5:260). This is the primary condition for sub-
lime aesthetic experience because then, the subject’s fac-
ulties and mode of the judgment will not be impaired by
being afraid and feeling terror. In other words, for a proper
aesthetic appreciation of the sublime to take place the sub-
ject shall have a safe distance between the natural phe-
nomena and herself so that the phenomenon does not
present a threat to her self-existence. Similarly, in the ex-
perience of bats, snakes, spiders or swamps, as long as
we preserve the safe distance to guarantee our self-
existence, we can gain aesthetic appreciation.

The second argument is the transformative role of
knowledge. Carlson (1995) declares that the act of appre-
ciation “has an essential cognitive component” (396). In
other words, science can be a means to base our aes-
thetic appreciation of nature upon objective grounds. Carl-
son makes an analogy with art; he presents examples of
courses that teach music appreciation. In these courses
information is provided so that the appreciator can gain a
particular “cognitive stance” (396). Carlson’s cognitivism is
based mainly upon Kendall Walton’s thesis (1970) that in
order to appreciate a Rembrandt in distinction from
Duchamp, one shall have acquaintance with the context,
the means of painting, etc. All these count as necessary
knowledge relevant to each work (336f).

In the same vein, knowledge shows us swamps are not
“biological wastelands” but rather rich “in biodiversity and
biomass productivity” as being “among the most fertile and
productive ecosystems in the world” (Rolston 2000, 586).
They are not mere wastelands that have to be drained but
rather “there are lives flourishing there”. Just because hu-
mans cannot dwell around them does not mean that they
are not home to any other creatures such as insects,
mammals and exotic plants: “mink, foxes, bobcats, lynx”
(Rolston 2000, 592).

However, Brady (1998) objects that although we can
lack info about the object, imagination encourages us to
have various perceptual experiences and “enriches appre-
ciation” (142). Caroll (2007) argues sometimes we appre-
ciate nature “less intellectively” but only by being “emo-
tionally moved” (170). In contrast to these, many scholars
defend Carlson’s cognitive model. Eaton (1998) underlines
the problem of relativity and sets a standard in aesthetic
appreciation of nature and introduces the concept of “in-
formed imagination” (151). She accepts Brady’s criticism

but adds that no plain imagination can function as a dis-
criminatory factor for aesthetic judgments without knowl-
edge. In the epistemology of aesthetics some standard
has to be presented which can enable us “to imagine well”
(150).

To exemplify, Bambi is a good case to reveal how com-
monly held aesthetic judgments might harm nature due to
lack of knowledge. Salten’s novel Bambi caused people to
have the idea that deer shall be protected in every case
due to their innocent and cute characteristics; however, in
the case of United States’ conservation policy, the end re-
sult was damage of the forests with their overpopulation.
They became “vermin” where several “songbirds and tree
species’ population decreased” (Eaton 1998, 152). In the
same vein, not only Callicott (1983) defends that “a land
aesthetic [...] appreciation can be developed through
knowledge of ecological relationships and the natural his-
tory of an environment” (350) but also Lintott (2007) is in
support of scientific cognitivism asserting that “the bias of
science is a useful tool in the aesthetic appreciation of na-
ture, especially when forging the way to an ecofriendly
aesthetic” (392). So, | also assert that the objection insist-
ing upon a scientific basis for appreciation of nature does
not “take all the fun out of it” but rather creates a standard
for justified aesthetic appreciation which saves the so-
called ugly creatures.

As a protest against the parochial vision of picturesque,
a new aesthetic approach arose beginning with the second
half of the 19" century. Leopold (1949) defended that na-
ture shall be appreciated as a three-dimensional surround-
ing with all the senses; not reduced to sight alone and
visualized as a two-dimensional painting (96). As a multi-
sensuous experience, appreciation of nature should in-
clude hearing, wherein the sounds of rain, waterfalls, in-
sects or birds integrate; the sense of touch where the
crudeness of a rock, humidity of mud, warmth of sun or
chill of a breeze shall interfere. In short, not only the eyes
but also ears, surface of the skin, the nose and tongue
shall play role.

Then, we cognize the interrelated nature of each being,
that we are “interlocked in one humming community of co-
operation and competitions, one biota” (ibid.). The cranes
and marshes come to form a whole; the crane cannot be
isolated from its wetland and “one cannot love crane and
hate marshes”. “The marsh itself is transformed by the
presence of cranes from a 'waste,’ 'Godforsaken’ mosquito
swamp, into a thing of precious beauty” (Callicott 2007,
111). | take this as a very important attempt of defense to
save the so-called ugly creatures and form the groundwork
of an eco-friendly aesthetics. If we can free ourselves from
the “prevailing visual bias” and let all our sensory percep-
tion get involved, the aesthetic approach and experience
of nature will totally differ. A rocky mountainous area takes
its aesthetic value as long as the ants and cods crawl upon
and the interesting smell and humidity of a swamp trans-
forms the experience we have. In short, all sensory modali-
ties “equally and indiscriminately” (Callicott 2007, 115)
should affect our aesthetic appreciation of nature unlike
the picturesque.

Saito’s “incompatible environments” argument also sup-
ports multi-sensuous and holistic appreciation of nature.
She asserts that when we experience the ugly creatures in
their own environments, the attitude becomes more disin-
terested and worries of self-preservation does not interfere
with aesthetic judgments. For example, “we condemn dan-
delions and other ‘weeds’ when they appear on our me-
ticulously maintained lawn or golf course”. In contrast, on a
wild meadow we do not react with such repulsion (Saito
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2007, 245). Evaluating each being as a part of its proper
environment will make us regain the proper eco-friendly
aesthetics we have lost. For example, a snake may raise
detestation when it “slithers” across the basement floor,
but if we experience it on a “forest floor” with a safe dis-
tance, we acknowledge its shiny skin, elaborate and
smooth movement and the tender noise as an integral part
of its own environment. In short, nature can be appreciated
as nature as long as we preserve our position within it as a
part, perceiving it in its totality with our all senses. This will
not only enrich our aesthetic agenda but also bring it in
harmony with environmental ethics.
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The Breath of Life: “Essentially Complex Totalities”*
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Abstract

| will suggest that the composition of MS 142 when viewed as a writing process helps us to unpackage subtle shifts in important
concepts. | illustrate this idea by making observations on the interplay between MS 152 and MS 142 and MS 157a&b, princi-
pally. | discuss the concept of Ubersichtlichkeit, and propose a migration of this concept from the early 1930s to the writing of
MS 142, with possible co-changes in the concepts of aspect perception and mathematical drawings of divisibility of groups.
Thus, rather than finding passages of the early 1930s in which a desire for a surveyability of our grammar can be read as proof
of Wittgenstein’s later views, | argue that this conception is best viewed as left behind as Wittgenstein moves further away from

philosophical dogmatism and a morphology of cultures.

* The term “essentially complex totalities” is used by Hans Sluga (2010). Waismann’s distinction between totalities and systems is not appropriate
here; indeed Sluga uses totalities as if they were open systems, which would fit Wittgenstein’s conception very well.

1. Writing as Process

In MS 152, traditionally dated 1936 by von Wright, Rhees
added the pencilled remark:

In this notebook page 5 to 37 and the first four lines of
38 are drafts of MS. “Philosophische Untersuchungen
Versuch eine Umarbeitung” Ende “36” in Band XI. The
reference to “47” on page 5 is to “(47)” in that MS. — 39
to the end are rather drafts to the (published) Philoso-
phische Untersuchungen. And the reference to “(47)”
on pp. 56 and 68 is to 47 of the Untersuchungen — not
as on p.5 to MS. of Bd. XI. (MS 152, 1)

Rhees reiterates this point in his letter to von Wright, May
13, 1977, and as a means of establishing the parameters
of dating the undated MS 152, he attempts an argument:
in conjunction with the argument that 157a has the date
9.2.37 and that this notebook seems to be a continuation
of the latter part of 152, it can be reasonably conjectured
that MS 152 was written before 9.2.37 (Rhees treats the
latter part of 157a and 157b as a unity). This is of impor-
tance for Rhees because he is trying to respond, in this
letter, to von Wright's larger question about the dating and
content of the 1938 Philosophische Untersuchungen to
which the 1938 Vorwort alludes.

For there to be a reference to ‘47’ of MS 115, which was
begun at the end of August 1936, in the first page of prose
in MS 152 — there is a series of computations on the first
pages of this notebook — it is clear that at least as far as
remark 47 in the attempted revision at the end of MS 115
had been completed by the time that MS 152 was started.
Furthermore, at MS 152, 8 Wittgenstein refers to ‘69’ (MS
115, 190-191), and at MS 152,38 there is the reference
“(siehe S. 253)” which is obviously to MS 115, 253 — two
facts that Rhees fails to record in his note at the opening
page of MS 152 or relay to von Wright in this particular
letter. However, Rhees does suggest that Wittgenstein
continued to work back and forth between these manu-
scripts, a conjecture which the further references to MS
115 could be taken to corroborate. While Rhees’ argument
successfully places the entire MS 152 between the end of
August 1936 and before 9.2.37, considering the other
numbers referenced in MS 152 from MS 115, the first part,
MS 153, 5-38 could presumably be between end of August
1936 and at or near the close of 1936 when the Umarbei-

tung is completed in the final section of MS 115. Given that
the Umarbeitung runs from pages 128-292 in MS 115, and
the final reference is to page 253, this is a strong indication
that the first section of MS 152 was completed by Novem-
ber 1936.

That the remainder of the text of MS 152 certainly treats
of what is begun in MS 142 at the end of 1936 when Witt-
genstein makes his breakthrough as to the appropriate
method to use for his book, and has the references to re-
mark numbers 3, 4 and 47 — which appear to be to MS
142: 3, 4 and 47 — | think it safe to conclude that MS 152
functions as a sounding board for what he has already
written, and what he was in the process of writing. For ex-
ample, looking at MS 152, 68, we find reference to “47” of
MS 142; in MS 142: Remark 56(58), which has as its
source in the Schulte edition MS 152, 63 and 70-71, it is
obvious that at this particular point in the process Wittgen-
stein is both copying and transforming ideas into MS 142
from the passages he has written and emended at MS
152, 63 and 70-71. In other words, at times he is referring
to already composed pages of MS 142, and at other times
he has used MS 152 to edge forward to and to develop
and clarify topics. We see this same process of composi-
tion in the 1938 summer section of MS 117: 127-148 when
Wittgenstein interwove his current writing with topics in TS
213, this evidence physically present in both MS 117 and
added remarks in TS 213. Even in the first passages which
follow what appears to be a conclusion of sorts at MS 152,
38, the opening of MS 142 with the Augustinian passages
is rehearsed in a very rough form (MS 152, pp. 38-40)
while nonetheless referring at MS 152, 42 to Remarks 3
and 4 in what is obviously an already written MS 142.

2. Change of Gear: names, existence,
genus

After the reference to ‘47’ at MS 152,68 there are no other
references to numbers in MS 142. However, presumably
Wittgenstein uses MS 152 as a rough draft of sorts for MS
142 as many passages survived through all revisions into
the published version of PU are present here. There is a
horizontal line drawn across page 69 at midpoint, which
acts as a form of signalling of change of gear in his inves-
tigation of the topic of names and existence, which com-
prises MS 152, 69-73. While this topic has been broached
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earlier, he continues it with a new freshness and originality
at MS 142: 53 (55), TS 220: 53(55); PU: 55.

The use of the horizontal at this point divides the mate-
rial which relates to the remarks from the beginning of MS
142 up to Remark 52(54) from the source pages 69-71
which act as a revisiting of the very difficult topic of naming
and existence as he prises apart the name from the bearer
and considers questions of universals and generality, of
relations of part to whole, of what, if anything, constitutes
an element of reality. Generally, from remarks 53(55)-
68(70) — except for 67(69) whose source is MS 115, 42 —
MS 142 [PU 56-71] is created while weaving back to the
pages in the 60s of MS 152 and forward to 69-77. It is
within these contexts that the exploration of language
games and the constellation of topics brought in to con-
sider ‘fuzzy borders’ must be understood.

MS 142: 69(71)- 85(87) is created from an interesting
combination of unsourced remarks, plus some remarks
sourced from the 40s of MS 115, and remarks sourced
from MS 152, spanning early pages going up to page 85 of
MS 152, which is very near the end at page 96. This pat-
tern of composition would strongly indicate that MS 152
has been concluded up to the last sourced remark of MS
152, 85 at least, and we know that MS 115: Remarks 40s
was written earlier, with the unsourced remarks acting as
integrating forces to move the argument along. The re-
marks at MS 142: 69(71), 70(72), 71(73) and 74(76), which
are unsourced in the Schulte critical edition, are just those
remarks which ask the philosophical question about ge-
nus, blurred edges, and applicability. Relatedly, in the pas-
sages on action-at- a-distance in TS 221,196 (BGM: 65)
Wittgenstein brings in the application of a rule, not ‘spooky’
action at a distance when explaining the divisibility of
groups: “What does the action at a distance of the picture
consist in?” — In the fact that | apply it”. Application is
something that one does, and recognises that one does it.

Interestingly, the last section of what concluded the first
tranche of typing of TS 220, pages 1-65, concluded at just
this point, MS 142:85. Furthermore, looking at the MS 142
facsimile we can readily see that this is the point, Remark
85, at which the smooth writing ends, and a much more
turbulent process for many pages is mapped out in MS
142 itself when Wittgenstein began his exploration and
exposition of the Sublime. MS 152 ends as source at this
point and MSS 157a&b take over as conversational part-
ners with MS 142.

3. Change of Aspect

It could also be argued that Wittgenstein’s conception of
aspect perception has also migrated as mathematical as-
pect perception in aligned with constructive proofs in what
appears to be a new sense in MS 157b. For example, in
the earlier notebooks the drawings of a series of strokes
being divided up in some way were not proofs in precisely
the same sense as those in the developed MS 117 of
1937/38. For example, in the 1929-39 MS 108,124 we
have an example of 11 strokes divided into three groups
with 2 remaining. This is, however, as Wittgenstein states,
an arithmetical construction, and, possibly, a geometrical
construction. There is a sense that the last or next group
needs to be filled, so to speak, the third side of the triangle
drawn. It has more in common with aspect perception
which is conceived as discovering and inventing connec-
tions, and concomitantly with Ubersichtlichkeit (a particular
Goethean interpretation of the colour polyhedron is often
cited for this interpretation). Also in MS 108,31 we find:
“Unser Grammatik fehlt es vor allem an Ubersichtlichkeit’.
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However, at MS 157b, 36r&v drawings very similar to
those of MS 108 nonetheless show how groups overlap or
can be divided in more than one way in what appears a
paradox. In addition, the drawings of MS 117 are particu-
larly apt to allow for mathematical surprise, as pieces of a
puzzle fall into place.

However, it is true that we are told that proof involves
perspicuity. At BGM I: 153: “Perspicuity is part of proof. If
the process by means of which | get a result were not sur-
veyable, | might indeed make a note that this number is
what comes out — but what fact is this supposed to confirm
for me? | don’t know ‘what is supposed to come out’ (1956,
45e). | suggest that it is possible that as the nature of the
drawings changed so did the use of the concept of Uber-
sichtlichkeit, that in a sense it becomes linked to construc-
tion and things fitting rather than an overview pre-
construction. Indeed, there is much more of a sense of
recognizing that the action is following a rule and not just
performing a bit of behaviour which could be made to ac-
cord with a rule.

Yet when we consider a grander, more inclusive form of
Ubersichtlichkeit, the paradigm starts to break down and
positive aspects of unsurveyablity that are emerging are,
as Hans Sluga points out, because “language contains
countless kinds of sentence and use, a ‘maze’ of little
streets and squares, and a ‘multitude’ of boroughs” (2010,
p. 194). He continues: “We thus end up with three charac-
teristics of unsurveyable totalities. (1) They typically con-
tain large numbers of items. (2) These are typically of
many different kinds that are related to each other in many
different ways. And (3) they are not closed but constantly
in transition” (2010, p. 195). Sluga suggests the fact that
one and the same picture can represent two different
things, as in aspect perception, defeats the Tractarian ar-
gument that representation is based on the representation
and that which is represented having similar structures. If
there is no guarantee that a representation is just of a cer-
tain thing (only), then representation itself can never offer
surveyability. As Sluga puts it: “our capacity for using
words, the command we have of our grammar, and our
ability to participate in the human form of life cannot be
due to our possession of a surveyable representation of
the use of our words, or our grammar, or of our form of life.
There are no such representations to be had” (2010, pp.
198-199). He argues, firstly, even if we might have survey-
able models of parts of the complex totality, we cannot get
a representation of it all. To believe so is a part-to whole
fallacy; secondly, we could think that we could get an ap-
proximate representation of some parts and a precise rep-
resentation of others and the precise bits, like a calculus,
would be a guide for the others.

But this is an illusion. Complexity is the breath of life.

4. Concluding remarks

What | have attempted to show is that the composition of
MS 142 when looked at carefully in terms of its composi-
tion sections as a writing process points to the junctures of
rupture or emphasis which continue through into the later
revisions. Thus the frisson at 55 when he considers the
separation of the name and the bearer takes on not the
easy and historically traceable resolution along Brentano
lines of intentionality. Rather, it is a rougher passage into
waters of what constitutes compositionality, which slides
into questions of divisibility and borders, and into the even
trickier waters of ‘how much can we take away and it is still
a broom; how blue need blue be to still be blue when it
approaches the fuzzy border’. The answers edge into us-
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ing applicability and application as criteria. Thus: when
does a broom become something which we would not
fetch when asked to fetch the broom in the corner, or when
asked to paint the wall blue we would not know what col-
our to use?

It is also interesting to note that it is just at the end of the
section on the Sublime, MS 142: 86(88)-110(112), pages
91-103/TS 220: 86-96, pages 66-77, that later operates as
another point of rupture or frisson when Wittgenstein de-
cided on the more radical revision in Swansea in 1943,
one which involved the cuttings and pastings involving
TSS 237, 238 and 239. For when the ideal was no longer
“a preconception to which reality must correspond” (2009,
PI 131) or as Sluga translates it “to which everything must
conform” (2010, p.200), we have learned to accept both
limited visibility and unclear borders. We also have moved
away from any form of cultural morphology, and, in the
final analysis, away from those particular aspects of
Spengler and Goethe.
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Abstract

This paper considers the three types of perception-specific blindness that occur within Wittgenstein’s work and argues that it is
possible to propose the idea of an aesthetic-blindness. From a reflection on Wittgenstein’s usage of colour-, aspect-, and mean-
ing-blindness it is suggested that what is lacking in all three types of blindness is not only the ability to perceive or experience a
particular aspect of something but more importantly the facility for participating in all associated language-games. For the aes-
thetically-blind it is impossible to produce an emotional reaction to a particular work despite understanding notions of form and
structure. The paper ends with a consideration on whether any form of aesthetic-blindness might be genuine.

There are three main types of perception-specific blind-
ness that appear throughout Wittgenstein's work: colour-,
meaning-, and aspect-blindness. Of these, it is only the
first which references a phenomenon that already holds a
place in our language-games. However, for the remaining
types, the general principle is the same. That is, there is a
particular feature or property that the ‘blind’ person cannot
distinguish. Despite the fact that colour-blindness is a
genuine condition, Wittgenstein’s applications are not in-
tended to represent the actual state. All the types of blind-
ness are interrogative tools used to challenge assumptions
about the world and our practices. They are a form of
question, a method of asking, ‘what if things were not this
way?’ It is the aim of this paper to apply this idea of blind-
ness to the field of aesthetics by reflecting upon whether it
is possible to be, and what it would mean to be, aestheti-
cally-blind.

The interpretations and applications of Wittgenstein's
use of the concept of blindness vary as much as with any
other area of his work. For example, meaning-blindness
has been taken as a demonstration that language is part of
life (Minar, 2010, p. 197) or an attempt to consider whether
the meaning-blind person is using language or words with
any meaning at all (Fox, 2010, p. 36). In contrast, aspect-
blindness has been applied to the inability of religious fun-
damentalists to see the world in more than one way (Rob-
inson, 2009, p. 124). In contrast, it is not usual to see the
various kinds examined closely in conjunction, or in rela-
tionship to aesthetics. In part this is because they are ac-
tually different dimensions of one concept, thus by consid-
ering ‘aspect-blindness’ the investigation might be seen as
all-inclusive. The aim here is to draw out the similarities
more systematically by considering their individual usage
in Wittgenstein’s work.

1. Wittgenstein’s Three Types of Blindness

Colour-blindness appears the most frequently, occurring at
least once in many of the texts. However, it is most present
in Remarks on Colour, usually as a method for examining
our concepts: “Imagine a tribe of colour-blind people [...]
they would not have the same colour concepts that we do”
(ROC, 1, §13); “The colour-blind not merely cannot learn to
use our colour words, they can't learn to use the word
“colour-blind” as a normal person does.” (ROC, I, §77) The
use of this idea indicates that what interests Wittgenstein is
not colour-blindness itself, but how it affects participation in
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language-games. In contrast, given that ‘meaning-
blindness’ is not a genuine phenomenon, at least a portion
of Wittgenstein’s reflections are centred on what such an
experience would entail.

In Zettel he states that the meaning-blind man will un-
derstand the sentence, “Tell him he is to go to the bank — |
mean the river bank” but not “Say the word bank and
mean the bank of the river.” (§ 183) The purpose of devel-
oping these thoughts is to extend the notion of ‘meaning
as use’ inwardly: “When | supposed the case of a ‘mean-
ing-blind’ man, this was because the experience of mean-
ing seems to have no importance in the use of language.”
(Remarks on the Philosophy of Psychology, |, § 202) The
meaning-blind person then is one who is unable to attach
meaning to a word. In contrast with colour-blindness it
might appear that if the meaning-blind person can 'go to
the bank’, their participation in language-games is abso-
lute. However, to interpret the argument in this way is to
neglect the important comments Wittgenstein makes about
experiencing the meaning of a word.

“Say some ambiguous word to yourself (‘ill'); if you now
experience it as a verb, try to hang on to this experience,
so that it lasts.” (RPP, I, § 194) To the non-meaning-blind,
this command might produce a strange feeling, but it
would not be impossible to imagine. However, to the
meaning-blind, the sentence itself would be senseless, as
would any questions about the experience. In this respect,
it is unnecessary to consider what relationship inner ex-
perience has to the seemingly externalised concept of
meaning as use, it is only important to acknowledge that
full participation in our language-games requires the ability
to consider something that is termed ‘experience.” As Vic-
tor J. Krebs argues, there is no “separability or independ-
ence of articulated experience from language.” (2010, p.
127) The lack of the facility for experience in the meaning-
blind renders the same diminished participation in particu-
lar language-games as colour-blindness.

Aspect-blindness is introduced by Wittgenstein as a re-
action to visual stimuli: “could there be human beings who
could not see something as something?” (Philosophy of
Psychology — A Fragment, Xl, § 257) If shown the same
picture twice, the aspect-blind person might name it as
different objects without recognising that it was the same.
Each time, the person would be perceiving the complete
object, not simply an aspect of it: “The aspect-blind man is
supposed not to see the aspects A change.” (PPF, XI, §
257) In parallel with the meaning-blind, there is an absent
experiential element entailing that the aspect-blind person
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cannot participate in all the language games associated
with an object. It is this parallel that Wittgenstein argued
made the concept of aspect-blindness important: “The im-
portance of the concept ‘aspect-blindness’ lies in the kin-
ship of seeing an aspect and experiencing the meaning of
a word.” (PPF, XI, § 234)

In addition to his recognition of the similarity between
aspect- and meaning-blindness, Wittgenstein did query
their connection to colour-blindness, asking of aspect-
blindness, “Would this defect be comparable, say, to col-
our-blindness or to not having absolute pitch?” (PPF, XI, §
257) The aim of the preceding discussion has therefore
not been an effort to express something unacknowledged
about Wittgenstein’s work, but to demonstrate shared ele-
ments that may be applied to aesthetics. To summarise
these then, the ‘blind’ person lacks the ability to perceive a
particular aspect or dimension; because they cannot per-
ceive it, they are unable to understand it or converse about
experiencing it; and because they cannot converse about
it, they are unable to participate in a certain type of lan-
guage-game.

2. The Subjective Element of Experience

In considering how issues of aspect-blindness might relate
to aesthetics, Christian Helmut Wenzel suggests that
rather than interpret Wittgenstein as a behaviourist only
concerned with outer criteria, a better reading of aspect-
blindness is as a disjunction between subjective and ob-
jective perceptions (2010, p. 210). The issue then be-
comes not that an aspect-blind person cannot see both the
rabbit and the duck, but that they do not experience a sub-
jective shift between the two perceptions. They do not rec-
ognise their “experiential togetherness,” an experience that
Wenzel argues is predicated on the ability to recognise
that two experiences are occurring simultaneously (p.
204). In part this argument aligns well with what has been
proposed about the experiential dimension of aspect-
blindness, however, although Wittgenstein does refer to
seemingly subjective elements and it is these references
upon which Wenzel justifies his stance, the current argu-
ment does not require that a subjective element be dem-
onstrated. It only requires that all language-games cannot
be completely participated in by the aspect-blind.

Bypassing the distinction between the subjective experi-
ence of an aspect and the objective judgement of an ob-
ject avoids one of the fundamental questions of aesthetics.
That is, the debate as to whether value is contained within
or projected onto an object. This debate is avoided as lan-
guage-games remain unchanged regardless of where the
value is ‘located.” This can be shown through a reflection
on the idea of colour. If the world is actually various
shades of grey but through biological structures is inter-
preted as the bright variety of colours that appear to us,
would our language-games change at all? The only reason
to say yes is a feeling of discomfort caused by the conse-
quence of the provided outsider-knowledge that we will
never possess. The debate is not dismissed, its relevance
simply collapses. There may be an objection that this is a
poor analogy with aesthetics as whilst it is generally im-
possible to force the mind to perceive a red object as
green, it is possible to change an aesthetic appreciation.
However, the analogy holds because the object itself does
not change. The new aspect will be perceived regardless
of whether it is a projection or not, in the same manner that
a person looking at the duck-rabbit will say “now it's a
duck!”

3. The Possibility of Aesthetic Blindness

Given the criteria for aspect-blindness, the most obvious
question relates to which aesthetic aspect or dimension a
person might be blind to. That is, what experience would
be missing and what language-games could not be partici-
pated in? This answer may be provided by Wittgenstein
when he states, “The most important thing in connection
with aesthetics is what may be called aesthetic reactions,
e.g. discontent, disgust, discomfort.” (Lectures on Aesthet-
ics, I, § 10) Both discontent and discomfort appear to be
related to a feeling of an object being ‘incorrect’ in some
way; a picture which is hung crookedly or a discordant mu-
sical note in a tuneful sequence. The aesthetically-blind
person would look at a crooked painting and not experi-
ence any sense of discomfort.

Although Wittgenstein’s focus on what is proper or cor-
rect implies a particular type of aesthetic judgment, it is
relatively simple to make a more general argument without
recourse to form. The aesthetically-blind person in this
case would be one who experienced no reaction to any
form of stimuli typically associated with aesthetics. They
would still be able to participate in some related language-
games, but not all. For example, an aesthetically-blind per-
son participating in an introductory art course might learn
what makes particular paintings valuable and could
achieve full marks when assessed, however, when shown
an unfamiliar work and asked what they felt, they would
not fully understand this language-game.

To revert to ‘feelings’ here might seem to move beyond
the stated interpretation of Wittgenstein’s work, that is, the
important feature is not a subjective assessment but rather
how aesthetic-blindness affects language-games. How-
ever, this is to neglect that Wittgenstein’s purview is not
only language. This is not to imply a desire to move to a
consideration of the subjective, but rather to examine be-
haviour in all its complexities: “To describe what [apprecia-
tion] consists in we would have to describe the whole envi-
ronment.” (LA, I, § 20) It is not merely that a person de-
scribes a picture as beautiful, but how they react to it and
what they do with it. A person who actually thinks a picture
is lovely, “dusts it carefully, looks at it often.” (LA, I, § 36)
The aesthetically-blind student might learn what objects it
is appropriate to call beautiful, but they will not linger over
these objects in an art gallery, nor perhaps go there at all.

4. Why Aesthetic-Blindness?

The discussion thus far has demonstrated that it is possi-
ble to conceive of such a phenomenon as aesthetic-
blindness. In keeping with the criteria, there is an aspect
unable to be perceived, aesthetic value; this aspect is un-
able to be understood, it cannot be expressed what it is
like to experience either beauty or aesthetic disgust; and
consequently, not all aesthetic language-games can be
participated in. The remaining factor to contemplate is why
this is important given that the stated conditions could po-
tentially cover every element of perception. That is, if the
conditions for aesthetic-blindness are not unique, they may
add nothing to philosophical contemplations. The answer
to this is one that moves outside the scope of Wittgen-
stein’s concerns.

One of the characteristics of Wittgenstein’s reflections on
blindness is that he was mostly unconcerned with whether
such a thing actually occurs. It is this which is the most
intriguing possibility with aesthetic-blindness. There are
some who do not feel anything when they read poetry.
They understand the words and the meaning, they under-
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stand the metaphor and the allusion, but they have no re-
action to the words that another might find full of feeling.
Likewise, a person might understand why people like
paintings to be hung straight, but not experience any
sense of discomfort when they notice that one is crooked.
Are these people afflicted with aesthetic-blindness? Whilst
a person may come to appreciate a particular piece, if an-
other is blind to the experience of it, they can no more
force themselves to feel something than the person who
could not see the red object as green.

This leads to the final question of this paper, which, like
those just offered, is unable to be answered here, or per-
haps at all. Judgments of aesthetic value are seen as re-
flections of cultural development, of education, of finesse
or understanding. In comparison, judgements of colour are
seen as biological or actual. The colour-blind person is not
criticised for their inability to see colour, this seems an ab-
surd proposition. The remaining question then, is this: Do
we treat those with aesthetic-blindness more harshly than
we treat the colour-blind and instead should acknowledge
that it is possible that some people are not ‘uncultured,” but
are merely incapable of seeing something as something
else?

Perception-specific blindness is used in Wittgenstein’'s
work as a means of reflecting upon the way in which our
inner experiences are reflected in our language-games.
There is no requirement that we refer to or examine these
experiences internally provided that an utter participation
in external language-games can be demonstrated. When
related to the field of aesthetics where there are many ref-
erences to experience and feeling, aspect-blindness takes
on a new dimension because it forces us to consider the
idea that aesthetic feeling, of some types or all, may be
difficult or impossible for some to experience.
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Some Notes on Writing a History of Editing Wittgenstein

Christian Erbacher

Siegen, Germany

Abstract

This paper presents conceptual links between a 4-year project to write a history of editing Wittgenstein and a freshly established
Collaborative Research Center at the University of Siegen (Germany). In contrast to exclusively tracing editorial-philological op-
erations in transforming manuscripts into published books, the here-presented project utilizes key concepts from the sociological
and media-ethnographic Collaborative Research Center ,Media of Cooperation* (MC), with the main objective to make present
again social processes and scholarly practices involved in the making of the posthumous editions from Wittgenstein‘s writings.
Three key concepts from MC are discussed to suggest how such a history of editing Wittgenstein may be written: Susan Star’s
boundary objects, Bruno Latour’s actors and Clifford Geertz’ thick description. Using these concepts, a history of editing Witt-
genstein ought to provide a thick description of how acting editors have translated Wittgenstein’s writings into boundary objects

for scholarly communities.

| first came into contact with scholars working on editions
of Wittgenstein’s writings on the Norwegian peninsula Os
in early July 2007. As a freshly appointed PhD-fellow, |
attended a conference devoted to the attempt of establish-
ing an internet-platform for philosophical texts and com-
puter-supported work on these. The most controversial
issue during this conference was the proposal to create a
so-called web-ontology for Wittgenstein's Nachlass. The
idea behind this web-ontology was that scholars should
firstly extract what Wittgenstein’s remarks are about and
secondly determine how these topics relate to each other.
Resulting from this, a conceptual grid was imagined that —
once linked to Wittgenstein’s manuscripts and typescripts -
would allow very efficient navigation through the corpus as
well as automatic responses to complex search queries. |
remember vividly the sunny afternoon when we discussed
this question in the conference room of our hotel. What |
was most struck by, however, were not so much the argu-
ments for and against the possibility to let machines per-
form logical operations on the very texts philosophers want
to understand. What | was most struck by was the fact that
about 20 philosophers from different countries and with
diverse backgrounds in ancient, pre-modern and modern
philosophy gathered in the middle of the most beautiful
Norwegian Fjord-landscape at the best time of the year —
in order to black out the room and to stare, like pupils at a
blackboard in their classroom, at the slides of a presenta-
tion about machine-readable relations and promises that
ontologies may enable computers to ,understand“ and
sreason”. Occupied with the impression of this situation, |
approached an Italian scholar during a coffee break. He
was a retired schoolteacher who had transcribed into his
computer the pre-socratic fragments that ought to become
part of the envisaged internet-platform. During the break,
he stood at a cliff, smoking a pipe that stuck out of his
white beard and watching the picturesque scenery of the
dark-blue water surrounded by archaic rocks. This man
seemed sympathetic to me and hence | expressed my
puzzlement. | told him that so far my idea of philosophizing
has been quite different from sitting in a darkened room on
an exceptionally bright and warm day and try to make ma-
chines ,reason” (which | regarded as neither possible nor
desirable). Instead, | said, | have always thought that phi-
losophers should use splendid occasions like this for com-
ing together, talking to each other and reason together in a
dialogue, from human to human, without machines be-
tween them, perhaps allowing the conversation to be in-

spired by the miraculous surrounding in which we hap-
pened to be in that very moment. In his reply, the Italian
scholar agreed that what | had in mind was rather what
philosophizing is, but to my surprise he added that our
work in the blacked-out classroom was all about providing
opportunities for doing exactly this.

In 2007, | didn’t understand this response and remained
skeptical; however, | felt that there was some truth in the
Italian scholar’s reply. Now, about ten years later, | shall try
to grasp better what it was that puzzled and interested me
then — and ever since: namely the very practices of schol-
ars who have devoted large parts of their lives and work to
editing the writings of philosophers, and in particular those
of Wittgenstein. As of today, we can look back to 65 years
of editing Wittgenstein’s writings. A description of this edi-
torial history promises to me most interesting insights into
the culture of the humanities in the 2™ half of the 20" cen-
tury. To gain some theoretical help for seeing more clearly
what we are looking at and for in this history and to receive
suggestions for how to write it, | will try to utilize three key
concepts from MC.

Talking about “the practices of scholars”, it is clear that |
am not only interested in the minute philological operations
on manuscripts in the history of editing Wittgenstein, but
rather in winning an understanding of the work of the
scholars who perform these operations. In this view, the
edited philosophical texts are not the sole focus of atten-
tion, but rather the starting point for describing which role
they and the editing of them have played in the scholarly
world. This is where | want to bring in the concept of
boundary objects by Susan L. Star. Derived from a histori-
cal case study in the sciences, boundary objects were a
proposal to analyze scientific work in complex institutional
settings (Star 1989, 387). According to Star, boundary ob-
jects enable scientists with diverse backgrounds, interests
and problems to cooperate. In order to fulfill this binding
function, boundary objects must be “both plastic enough to
adapt to local needs and the constraints of several parties
employing them, yet robust enough to maintain a common
identity across sites.” (Star 1989, 393) Using this definition,
we may regard Wittgenstein’s remarks as boundary ob-
jects, allowing for cooperation in diverse and complex
scholarly communities. | think it is fair to say that Wittgen-
stein-scholarship has proven the capacity of Wittgenstein’s
remarks to be both “plastic enough” to adapt to the prob-
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lems and needs of diverse interpreters and “yet robust
enough to maintain a common identity”. More specifically,
we may identify Wittgenstein’s remarks with a subtype of
boundary objects called “repositories” which are, according
to Star, “ordered ‘piles’ of objects which are indexed in a
standardized fashion” (Star 1989, 410). The literary form
and the very materiality of Wittgenstein’s remarks which
are ordered by numbering-systems may be seen as fea-
tures of such an “ordered pile of objects”. The practice of
interpreters seem to support what Star has identified as
the advantage of such a boundary object, namely that
“people from different worlds can use or borrow from the
‘pile’ for their own purposes without having to directly ne-
gotiate differences in purpose” (Star 1989, 410).

If we conceive of Wittgenstein’s remarks as a repository of
objects that mediate cooperation between scholars with
diverse interests and problems in changing constellations,
a description may follow in which ways they have fulfilled
this function for manifold groups during decades of Witt-
genstein-reception. Yet, this may become an infinite de-
scriptive endeavor and is not the focus of the here-
presented project. Quite in accordance with Star, we may
not only investigate how scholars use boundary objects,
but rather how they produce them in order to make coop-
eration possible. This shifts the focus of our interest to-
wards the processes, interactions and scholarly practices
involved in the making of Wittgenstein’s remarks, from the
first notes to publication. This interest in the making of
scholarly results we share with the author who provides
the second concept which | want to render fruitful for writ-
ing a history of editing Wittgenstein: Bruno Latour. With
Latour (e.g. 2007) we may say that the history of editing
Wittgenstein ought to allow us to take a look into the “labo-
ratories of philosophers”. Further, this description of the
daily work of philosophers ought to bring to life again the
social processes that have entered the preparation of
Wittgenstein’s writings. Of course, the first dimension that
comes to mind with such a focus is to describe what en-
tered Wittgenstein’s own creation, selection and composi-
tion of his remarks, including his biography, encounters
with discussions partners, lectures and last but not least
his working and writing practices. Wittgenstein-scholarship
has already shed a lot of light on this dimension. What re-
mains to be recognized more fully is the fact that the mak-
ing of Wittgenstein’s published works is not exhausted with
his own working acts: Wittgenstein did not publish anything
of his later philosophy; instead, he transferred to three of
his former students the task to publish what they thought fit
from about 18.000 pages that he had created between
1929-1951. Thus, the making available of Wittgenstein's
remarks extends to a second generation, and in fact goes
on until today. It is this trans-generational structure of
working on Wittgenstein’s writings that provides a most
interesting set-up for investigating rarely studied social
processes in the humanities. As Latour’s considerations on
Actor-Network-Theory are supposed to help making social
processes present again, the next concept from MC that |
would like to utilize for writing a history of editing Wittgen-
stein are his actors.

Latour’s concept of actor is intimately connected with the
insight that social processes ought not to be presented as
a “social explanation”, in our case e.g. an explanation for
how the editions of Wittgenstein’s writings look like today.
This would, according to Latour, turn the social into a vari-
able that remains empty — whereas we are interested in
seeing what we actually mean by these social processes.
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Hence, we ought to describe as neatly as possible the edi-
tors’ actions and interactions. For this description it is most
important that, again, the actors are not merely variables,
but intentional humans with a biography, thoughts, fears
and hopes, virtues and shortcomings, all of which enter
their dedicated work in philosophy. Only when full-blooded
actors do act in our account, the social processes we are
interested in will show up; if this is achieved (which is a
most difficult literary task), no additional explicit explana-
tion is necessary. In turn, without full-blooded actors there
won'’t emerge any social processes that may be perceived.
For writing the history of editing Wittgenstein this implies
that the editors have to enter the stage as humans that
make, in their individuality, a difference to the story. For
the era of the first three editors this means we will under-
stand their work only when we take into our account their
discussions and relationships with Wittgenstein and what
these acquaintanceships meant to them and for their edito-
rial decisions. Thus our account of editing Wittgenstein
has, in the first instance, a pyramidal set-up of relation-
ships:

Wittgenstein

Rush Rhees Georg Henrik von Wright

Elizabeth Anscombe

When describing this set-up as an action-network, it is im-
portant to remember that, characteristically, not only hu-
mans can be actors, but everything that initiates relevant
action. In this sense, the document of Wittgenstein’s last
will, for example, is an important actor that has set the
whole structure in motion.

Iv.

When we regard the editors as actors who made a differ-
ence we will be able to appreciate their distinct imprints on
Wittgenstein’s published works — but not as philological
deficits, rather as their translations (to use another of La-
tour’s terms) of the philosophy of their teacher and friend.
This brings me to the third and last concept from MC which
I would like to make fruitful for writing a history editing
Wittgenstein: Clifford Geertz’ thick description. Developed
as a writing method in ethnography, thick descriptions shall
bring us closer to understanding of what practitioners of
other cultures do. That is, the ethnographer is supposed
not only to record observed behavior but to present in his
writings his observations as meaningful acts. This is
achieved when the ethnographer recognizes what he per-
ceives within the meaningful frame of the culture in which
the observed behaviors have their function, i.e. are acts.
Now, the same holds for a description of acts and prac-
tices within scholarly cultures, as Geertz himself has
pointed out: “if you want to understand what a science is,
you should look in the first instance not at its theories or its
findings, and certainly not at what its apologists say about
it; you should look at what the practitioners of it do.”
(Geertz, 1983, 9-10) Like Latour’s descriptions of action-
networks, thick descriptions are essentially actor-oriented.
Hence, if we want to understand what has entered the ed-
iting of Wittgenstein’s writings, we have to reconstruct the
editors’ reasons and motives for, say, selecting and re-
constructing Wittgenstein’s remarks when producing uni-
fied books from diverse sources. This is very different from
judging their editions from the point of view of today’s edi-
torial sciences. The latter would be comparable to measur-
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ing the practices in another culture against the standards
of our western, science-orientied culture. By contrast, in a
thick description of the history of editing Wittgenstein, the
acts of the editors must be rendered intelligible as mean-
ingful acts within their frame of thought, including the
whole range of considerations, experiences and signifi-
cances which they attached to it.

V.

From the point we reached in this presentation, the history
of editing Wittgenstein becomes a case study of how texts
are passed on in the culture of the humanities. Two
threads may be further elaborated from here: a history of
editing Wittgenstein as presented here is, firstly, a most
interesting chapter in the history of philosophy, relating to
newer forms in the historiography of philosophy and illumi-
nating how traditions in philosophy actually develop and
change. Secondly, the latest changes in this tradition that
have come along with new standards in editorial sciences
and new technologies as well as new research policies
may illuminate the situation of the humanities today, as
“science and technology studies” (STS) have illuminated
the situation of the sciences in our current society. — These
two threads cannot be developed in detail here. So let me
conclude with another word on Geertz’ thick description: it
is essentially inspired by Wittgenstein's remarks on under-

standing other cultures. Hence the description of the his-
tory of editing Wittgenstein’s writings in the vein sketched
in this paper is a reflection of the consequences of Witt-
genstein’s thought applied to the history of his own writ-
ings.
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Abstract

In response to the contemporary arts that appeared in the 20" century, Arthur Danto proposed a new strategy: identify and ex-
plain an artwork by a certain artworld instead of more traditional definitions of art. Danto’s article, “Shapes of Artistic Pasts, East
and West”, attempts to uncover the philosophical and historical models of Chinese scholar-paintings by using the example of
Wan Shang-Lin. Through an analytical study of Danto, this paper finds that Chinese traditional art history is also a product of the
inheritance of a distinct Chinese artworld attendant in the paintings and rich in historical and theoretical atmosphere centered

around the painters’ aesthetic personalities and lives.

To seek to answer questions of art definition raised by con-
temporary art, Arthur Coleman Danto (1924-2013), an out-
standing American art critic and philosopher, put forward a
distinctly new theory of art that is founded in analytic phi-
losophy. Danto coined the term “artworld” in the essay
“The Artworld”, which was published in the Journal of Phi-
losophy in 1964. In the term artworld, Danto transferred
the focus of art criticism away from “What is art?” towards
“Why is art?” Compared with terms that developed from
the classic art studies and that focus on the artwork itself,
artworld brings out an opportunity to interpret Chinese an-
cient art closer to its true nature and within its own cultural
context.

1. Artworld in the “Lung-men Monk”

Visual imitation as the basic principle of the western clas-
sic arts was challenged when Marcel Duchamp submitted
his most influential artwork, “Fountain”, to the Society of
Independent Artists exhibition in 1917 under the pseudo-
nym R. Mutt. Especially after the 1960s, ready-mades,
such as Andy Warhol's “Brillo boxes” (1964), made art
challenging to define with a sufficiently open scope. How-
ever, with the establishment of artworld, a new direction of
art theory could be applied to contemporary art, different
from the classic system that was developed from Socrates
and Plato’s view of art as a mirror (the “IT”: Imitation The-
ory). In the case of ready-mades, “to see something as art
requires something the eye cannot decry, an atmosphere
of artistic theory, a knowledge of the history of art: an art-
world” (Danto 1964, 580). In other words, art is not art
without the identification from a certain artworld of theory
and history, since “What in the end makes the difference
between a Brillo box and a work of art consisting of a Brillo
Box is a certain theory of art” (Danto 1964, 581).

Here we can find some similar cases in Chinese art his-
tory: When Wang Xizhi (about ¢.303-c.361) wrote short
leisurely letters to his friends and relatives about healthi-
ness, diet, weather, etc., he did not purposefully make art.
So, how did Wang Xizhi's brush handwriting became calli-
graphic art, while most of the other comparable writings
disappeared in history as simply notes of daily life? There
must be a certain historical artworld to distinguish calligra-
phy from common writing. However, formal principles must
be applied to the writing itself as they are still needed for
quick judgments at first glance.

To better understand the ancient Chinese arts, Danto in-
advertently reinvented the Chinese historical artworld to
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some extent. In 1992, Danto published his collected pa-
pers Beyond the Brillo Box: The Visual Arts in Post-
Historical Perspective, within which the article “Shapes of
Artistic Pasts, East and West” compared the different art
histories of East and West. Written in 1989, the article was
inspired by the Chinese painting, “Lung-men monk”, exhib-
ited at the Metropolitan Museum in New York. Painted by
Wan Shang-Lin (1739-1813), it displays significant influ-
ence from Ni Tsan (1301-1374). Though he did not pur-
posely rebuild a Chinese artworld, as an art philosopher
from the west, Danto’s comparative research approach to
Wan’'s work offered a reference point to help understand
how Chinese ancient art is appreciated from a western
perspective. Thus, a Chinese artworld could be unearthed.
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2. Art History in the Chinese Artworld: In-
heritance by Imitating

Wan's painting is a typical example of scholar-paintings
with a large-scale inscription; an oddity from a western
perspective. These inscriptions were mostly written by the
artists themselves and less often by friends and different
owners along the course of the painting’s history. How-
ever, the combination of traditional painting and inscription
in the scholar-paintings conserved information from the
past and brought a certain historical artworld to the present
to be appreciated.

What the essential historical information is we can ex-
tract from Wan's inscription of “Lung-men monk™? Wan
writes: “| have seen two paintings of Lung-men monk by Ni
Kao-shi (Ni Tsan). [...] Both have some brushwork of ex-
cellent quality [...]. So, from memory, | have done this
copy. If it has some similarities, it is as Tso-Chan (Su
Tung-p’o) says, ‘similarity in surface only’. | feel embar-
rassed (for the quality of my work).” (Danto 1992, 116)

In the inscription, Wan expressed his esteem for two ear-
lier artists in humbling himself as if he was a pupil. One is
Su Shi (Su Tung-p’o 1037-1101) who wrote a poem for a
painting created by an official. From this poem, Chinese
scholar-artists were widely influenced by the sentence: “If
you evaluate paintings by the criteria of similarity, you can
find them from the neighborhood children” (Su 1982,
1525). Another artist respected by Wan is Ni Tsan who
innovated the scholar-paintings style; in particular ink-wash
landscape paintings with an emphasis on “expression of
the indwelling leisureliness” (Ni 1778, 17).

From Wan'’s inscription, we can sketch out a very impor-
tant historical thread of deliberate imitation of the powerful
model and theory from Su Shi and Ni Tsan. For the imita-
tion of the original artwork, Chinese criteria differed from
those of the West.

Wan'’s painting was preserved, not, | think, in the way
we preserve copies of Poussin made by Degas, i.e.,
because Degas himself achieved an independent stat-
ure, and anything from his hand has meaning and cer-
tainly value in even the crassest sense of that term. |
suspect, by contrast, that Wan’s painting would have
what value it has even if he did little else beyond imita-
tions of Ni Tsan, who himself did imitations of earlier
artists. (Danto 1992, 117)

In western art history, students learned from previous mas-
ters by way of imitation. In Chinese art history, artists
wanted to spiritually become the masters by imitating their
works. By purposefully maintaining a certain sequence of
imitation, their artwork can be further imitated by future
artists.

Danto also takes the example of Michael Baxandall: “Try
to imagine how Cezanne would look to us if Cubism had
never been invented” (Danto 1992, 118). Similarly, we can
also imagine if there was not the mainstream of scholar-
paintings in Chinese traditional art history, how would we
look upon Su Shi and Ni Tsan? As with the meaning of
Cezanne to Cubism, the tradition of the West's art history
is founded on creation, even creation in the technique of
“IT.” The difference in Chinese art history is that though
there must be something new continually put into every
practice of imitation of the predecessor, the imitation pur-
posely means to repeat and reinforce the precursor.

Through endless imitation, Chinese artists created a his-
torical sequence and a collection comparable, in terms of
endless worship, to the God of the Christian Bible, or as

Danto mentioned: “To say simply that one was ‘influenced
by Ni Tsan’ thus would be like reading, in a life of Saint
Paul, that he was ‘influenced by Jesus Christ” (Danto
1992, 120). As a result, the practice of imitating predeces-
sors in art history has an intentional directionality to a bet-
ter future in the West, and a better past in the East. The
utopia of the art, in the West and in the East, exists on
these two polar ends of history.

3. About the Theory of Chinese Artworld.:
Imitate What?

Consider, what is the highlight of utopia in Chinese art?
And how is it expressed in imitation of previous genera-
tions by future generations? What do the scholar-artists
want to learn and show from their predecessors?

Aesthetic emptiness is a widely accepted concept in the
appreciation of Chinese traditional paintings. Just as Danto
pointed out: “The paintings of Ni Tsan, however, are
marked by their abstract openness, their ‘boundless feel-
ing’. The empty paper becomes a kind of empty, dreamful
space from which the possibility of horizons has been sub-
tracted” (Danto 1992, 118). We do not know in what ways
or to what extent Wan'’s “Lung-men Monk” is visually simi-
lar to Ni Tsan’s original work, according to Wan’s memory,
but the “emptiness” is there, composed of the monk, trees,
rocks and the water, which are the typical items in Ni
Tsan’s paintings. When considering Wan Shang-Lin’s imi-
tation painting, it is not important, if Ni Tsan’s original
painting was attendant or not, or even if the image was or
was not visually similar to the original one.

Danto recognized that the emptiness does not mean ig-
norance within the lines and brushstrokes. Wan'’s inscrip-
tion exposed the importance of the brushwork. In fact,
such “emptiness” can only be achieved with free brush-
strokes. Just like Ni Tsan wrote: “When every boulder or
rock shows free and untrammelled ink strokes, then the
painting will have a scholar’s air. If it is too laborious, the
painting will resemble the work of a draftsman.” (Danto
1992, 119)

So, neither the visual similarity that Su Shi laughed at,
nor the draftsman’s air that Ni Tsan looked down upon
made the “avisual’' (Chou 2015) emptiness so different
from the western artworld. It is a kind of “scholar’s air”, in
other words, a kind of aesthetic personality trait of the
scholar. Only if the scholar's personality can be recognized
in the emptiness and recalls resonance from the imitator's
own structure, imitation in free brushstrokes is possible.
Danto has discovered this secret and he writes: “The imita-
tion cannot be outward indiscernibility: rather, the work
must flow forth from the same internal resources, and
painting in the style of Ni Tsan in consequence becomes a
form of spiritual exercise” (Danto 1992, 119).

Danto noticed that Ni Tsan was a noble recluse: “a man
for whom vulgarity was the evil to avoid” (Danto 1992,
120). He retained a spiritual realm in his paintings for the
artists imitating his paintings to experience. Such a kind of
spiritual exercise, on the one hand, can help the imitators
come closer to their model by building up their own per-
sonalities; on the other hand, “the same internal resource”
of the imitator is something of popular spiritual value to the
scholars’ class that can be vaunted. From this perspective,
we can understand the “embarrassment” Wan Shang-Lin
expressed in the inscription with such remarkable scale.

1 “Avisual” was created and frequently used in Chou’s book. Something av-
isual is neither visual nor anti-visual.
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Even more, we can understand another famous master Xu
Wei (1521-1593) of whom Zhen Bangiao (1693-
1765) and Qi Baishi (1864-1957) displayed the same as-
piration: if only to be a dog in Xu Wei’s house. The former
expressed it in a signet (Yuan 1790, 6:30) and the latter
wrote it in a poem (Wang 1996, 10:61).

This admiration from the imitator is already beyond rea-
sonable understanding in the western tradition. It is not just
artistic imitation and inheritance. It is akin to humble hom-
age.

4. The Inheritance of the Attendant Chinese
Artworld

Danto contributed to a Chinese artworld as belonging to
the past from a western perspective: The history of imita-
tion and the aesthetic emptiness of the scholar-paintings
combined as a reasonable background offers us a theory
and history-laden atmosphere to appreciate the Chinese
traditional paintings, more precisely, the scholar-paintings.

Moreover, there are still many more elements of Chinese
artworld which need to be detailed and expounded, such
as the differences and interplay between “write” and
“draw”, the relationship between the “scholar’'s air” and
technique, the using of signets, the history and the record
of history and so on. These, together with the deeper study
of brushwork, can recall a Chinese artworld as a kind of life
atmosphere around the artists’ aesthetic personalities,
which is leading us close to the classical ages.

Over a long historical period in China, people, especially
the scholars’ class, took their social roles seriously and
morally with respect to Confucian responsibility. Under
such outside pressure, they found an indwelling world
where they could rest. Taoist thought offered them a pos-
sibility to maintain the natural integrity internally. The moti-
vation of keeping a balance between the outside societal
pressures, the inner nature, and the corresponding behav-
iors that precipitated in the different personalities were
both hidden and expressed in all kinds of arts in the psy-
che of illustration. Because of the overwhelming Confucian
influence, educated citizens preferred to be scholars and
officials to extend their personal ethical virtues to the social
structure. From a traditional viewpoint, artists would be
ashamed to be famous because of their art, but they would
be proud, if their art was famous and appreciated by the
on-coming generations because of their personal spiritual
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virtues. So-called scholar-artists did not really mean they
preferred to be artists rather than scholars. Their artwork,
with the typical abstract schema, the emptiness, the callig-
raphy and the signets and so on, carried elite information
as much as possible to the present. This attendant art-
world makes it possible for us to trace back to the spiritual
and aesthetic life that they intended to bring to us, even if
the artworks are shown in modern museums now.

What a Chinese artworld is composed of is not only the
knowledge of art theory and history, but also different aes-
thetic personalities based on a certain spiritual vitality that
links the predecessors, imitators, and the subjects of the
arts. A Chinese artworld is more abstract especially in the
case of calligraphy. Only when the artist matches his vital-
ity to the vitality of the subject, or imitates the vitality of his
model, and expresses it by the vital brushwork in a lei-
surely situation, can the natural integrity be recalled. And it
is believed that the natural integrity is there, as something
like a paradise that we lost when civilization began.

In Danto’s artworld theory a certain artworld serves as
some authority to identify art. However, in contrast, we can
understand, in the Chinese case, that the inheritance of
arts by imitation through history is a kind of inheritance of
its artworld, avisual but ever attendant.
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Abstract

In this paper | present a recent research - FoP experiment - performed by a group of neuroscientists and researchers in robotics
and | try to raise conceptual questions about the conceptual scheme used by them. The aim is to drive the attention to the pos-
sibility of an enlightening philosophical activity that interacts with science - considering uses of words - and clarifies conceptual
relations. This proposal has its base on the philosophical method emerged from Wittgenstein’s texts, on Peter Hacker’s view on
the philosophical method as conceptual analysis, and conceptual analysis of the sciences, and also on my own interpretation
that highlights the evaluation of the role of our expressions in their context of use.

Introduction

In my recent work, | suggested that the Wittgensteinian
method of conceptual analysis, as it is considered by Peter
Hacker, can be seen as a conceptual evaluation. | high-
lighted that one of the most important techniques of analy-
sis is asking for the role that a given word or expression
plays in a given context (the notion of evaluation is directly
related to the notion of role). My approach of the analysis
also emphasizes the need of attention on the connexions
of the web of words of a given context, once the role of a
word or expression can only be identified in a context.

In a nutshell, according to Hacker, philosophy doesn’t
look for new information, it helps one to organize ideas
and information and also to investigate the use of central
concepts. Philosophy, therefore, is a perennial activity that
approaches conceptual points, as opposed to factual ones:
“The point is not a factual one. It is not a matter of fact that
only human beings and what behaves like human beings
can be said to be the subject of [...] psychological predi-
cates.” (Hacker et al. 2007, 20)

| agree with Hacker on this, but | defend that stating that
it makes no sense to assign psychological attributes to the
brain cannot be a regulation of the use of language to im-
pose what can be said. Stating the lack of sense, in this
case, can only help to guide thinking and scientific re-
search in order to indicate that there is confusion in under-
standing. As we see in Wittgenstein: "We want to establish
an order in our knowledge of the use of language: an order
for a particular purpose, one out of many possible orders,
not the order. « (Wittgenstein, 2009, §132).

In my view, the analysis is a type of evaluation that must
take place in contexts of use. Therefore, what | propose
now is to put the evaluative method of analysis into prac-
tice focusing on the question of what’s the role of a word
or expression in the scope taken by the neuroscientists
that performed the FoP research, described below. In this
paper, | present a first approach to their experiment and
my aim is to raise the questions that can drive us to a bet-
ter understanding of the role of the concepts involved in
the research. Therefore, further investigation should be
directed to the main concepts involved in the neuroscien-
tific research, namely, perception, sensation, illusion, feel-
ing of presence, and closely related ones, and, compara-
tively, to their different uses in different contexts.

The experiment

The recent study performed by a acknowledged group of
cognitive neuroscientist researchers, neurologists and re-
searchers in robotic systems, mechatronics and precision
engineering, aims to show that the feeling of presence
(FoP), reported by psychiatric patients, is caused by the
mistaken perception of source and identity of sensorimotor
(tactile, proprioceptive, and motor) signals of one’s own
body.

The strange sensation that somebody is nearby when
no one is actually present and cannot be seen (feeling
of a presence, FoP) is a fascinating feat of the human
mind [...]. Although it is described by neurological and
psychiatric patients [1, 2]1 and healthy individuals in dif-
ferent situations [1, 3, 4], it is not yet understood how
the phenomenon is triggered by the brain. (Blanke et al.
2014, 1)

According to the paper, the initial goal of the researchers is
to understand how the FoP phenomenon is triggered by
the brain. For this, they associate neural mechanisms with
FoP and point to the subtle balance of brain mechanisms
that generate the experiences of ‘self and ‘other’ advanc-
ing on the understanding of the brain mechanisms respon-
sible for hallucinations and schizophrenia.

Although mainly reported by psychiatric patients, FoP
can also occur in healthy individuals. The scientists men-
tion the case of a couple of climbers. One of them relates
having felt the presence of a third climber keeping a regu-
lar distance from them, on his right side, immediately out-
side of his field of vision, but, in fact, there was no one.
Scientists identify this sensation, reported by climbers, also
like feeling of presence (FoP) and claim that it is reported
in cases of physical exhaustion. They also indicate that
although studied by psychiatry, the neural origin is un-
known, but there was a case in which an electric stimulus
in the temporoparietal cerebral cortex induced FoP, sug-
gesting the importance of sensory-motor disorders in
evaluating cases FoP.

Based on that, the researchers performed their experi-
ment as follows: first, they made an analysis of brain le-
sions in patients who reported FoP based on a neurologi-
cal deficit analysis associated with the FoP. The results of
this analysis show a clear association between brain dam-
age and FoP. They claim that their data show that FoP is
an illusory own body perception associated with sensori-
motor loss and it is caused by lesions in three regions of

1 Figures of the experiment. Available on the appendix of the paper: Blanke et
al. 2014.
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the brain: temporoparietal, insular and frontoparietal cor-
tex. Further analysis, however, comparing different dam-
aged regions show, also according to the scientists, that
FoP is specifically associated with the frontoparietal re-
gion.

The researchers then developed an experiment in a con-
trol group - who do not report FoP - for inducing FoP. The
method of inducing Feeling of Presence involves generat-
ing sensorimotor conflicts. For this experiment, it was de-
veloped a robotic system, called master-slave, by means
of which, according to scientists, it would be possible to
investigate sensorimotor signals and their roles in the in-
duction of FoP. For this “We investigated whether the FoP
is associated with illusory touch sensations [...] and mislo-
calization of the body” (Blanke et al. 2014, 2), they say.
This procedure made it possible to create a robotically in-
duced FoP once it produces conflicting sensorimotor sig-
nals, according to the researchers.

This part of the experiment can be described as follows:
The participant of the experiment, standing, moves his
arms holding a primary mobile device in front of him. The
robot designed for the experiment is able to reproduce the
movements of the main device in the auxiliary device,
which is built into the wall behind the participant. What
happens is that the auxiliary device plays exactly the
movements of the participant's arm touching the partici-
pant's back synchronously. Then the participant feels like
he is touching himself. That is, according to the research-
ers “sensorimotor signals from the fingertip (forward-
extended arm) while a tactile cue is applied to the subject's
back induce the illusory feeling of touching one's own back
with one's own finger (self-touch) and bias self-location
toward the fingertip.” (Blanke et al. 2014, 2)

Similarly, a second time, the auxiliary device reproduces
the movements asynchronously, so that the patient feels
the touch, but not at the same time that he is moving his
arms. In this case, there were reports of location deviations
of one's own body that would be touching itself, reports of
feeling to be touched by other and FoP reports, the re-
searchers say.

More interesting effects were observed during stronger
sensorimotor conflicts; during asynchronous stimula-
tion, participants showed a drift in self-location in the
opposite, backward direction (p < 0.01) and reported
higher other touch than self-touch. Moreover, during
postcondition debriefing, five subjects reported to have
experienced a FoP (Supplemental Experimental Proce-
dures). In study 3 (Supplemental Experimental Proce-
dures), we investigated whether we could induce the
FoP experimentally, predicting that under asynchronous
stimulation without somatosensory force feedback (fin-
gertip), subjects would feel the presence of a person
that is touching them, associated with a backward drift
in self-location (toward the presence). (Blanke et al.
2014, 2)

The image below is presented on the paper to illustrate the
experiment. (Blanke et al. 2014, 4)
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How can philosophy of language interact
with the scientific research? Conceptual
questions on the FoP experiment

After a first reading of the FoP paper, it seems that the
conceptual problems of this research are an easy catch.
It's easy to identify the main ones, but dissolving them is a
very challenging task that, | believe, requires an approach
similar to the one developed by Peter Hacker in one of his
recent works: The Intellectual Powers.

On the one hand, the neuroscientists are considering the
neural conditions (which are not taken as brain lesion) as
an intermediate between the actual perception of some-
thing and the illusion — not only as a (physical) condition —
so, having an illusion, in this case (robot induced FoP), is
having a mistaken perception of something that is actually
perceived. My question in this case is: Wouldn't it be close
to a judgment? On the other hand, (regarding hallucina-
tions) they are considering that the neural conditions (in
this case, brain lesion) are the cause for perceiving some-
thing that is not actually perceived.

It is important to point out the difference between the
situation A, where we can point at an object (the robot)
that ‘incites’ the perception, and the situation B, where we
can’t point at an object that ‘incites’ the perception (the
hallucinations). Therefore, the easy to catch problem is
that they are neglecting an important distinction between
illusion and hallucination. But, can they do that based on
their view that the neural conditions are the very center of
the issue? Would it be the case that, although they can
consider the neural conditions as a physical condition (and
perhaps the same) for perception, misperception, illusion
and hallucination, the experiment doesn't show what they
think it shows, namely, that FoP is an own body percep-
tion? May they have induced sensorimotor conflicts, but
not induced neither illusions nor hallucinations in the con-
trol group? Would this imply that they can't say that FoP is
caused by misperceiving the source and identity of sen-
sorimotor signals based on their experiment? Do they have
to show that there is an inner source of sensorimotor sig-
nals in order to say that FoP is caused by misperceiving
the source and identity of sensory motor signal? What is
the role of the concept of perception? Is it used to refer to
both: external stimulus and brain activity? Are both the
same thing? Can this concept be used in both ways and
make sense in both cases?

What they did in this experiment was to relate illusions
(induced FoP) with areas of the brain. | believe that we
could also say that hallucinations can be triggered by
some kind of conflict in the brain, but can we understand
the conflict in the brain as misperceiving the source and
identity of sensorimotor-signals if we take ‘misperceiving
the source and identity of sensorimotor signals’ as having
the impression that one is being touched by a person
when one is really being touched by a robot? Is it possible
to understand that as a conflict in perceiving? Could the
conflict of sensorimotor signals be the cause of FoP
(induced) and also be a hallucinatory own body perception
(hallucinatory FoP)? In the case of the induced FoP, could
the conflict of sensorimotor signals be the cause of FoP
and also be an illusory perception? Is this only a matter of
definitions?

According to Hacker, there are several sources of
confusion involved in the concept of perception and “The
conceptual concern is the distinction between illusion, hal-
lucination and dreaming, on the one hand, and sense-
perception, on the other.” (Hacker, 2014, 260)



Can Philosophy of Language Be a Kind of Philosophy of Science? | Nara Miranda de Figueiredo

Our main question is: how can a factual stimulus, capa-
ble of generating illusions, be compared to hallucinations
that are not associated with any physical object?

Would the concept of sensorimotor-signal in the brain be
sufficient to identify illusions and hallucinations in relation
to the cerebral apparatus eliminating the need for the fac-
tual sources of perception? If so, can the neural condition
for a feeling be considered a source of perception? To
what extent? Is it possible that the role of ‘source of per-
ception’ of the concept of sensory-motor signals can be
maintained in the context in which we speak of an illusory
FoP generated by a robot; if so, in what sense?

My interlocutor could say that the conflicts in the sen-
sory-motor signals provoke both the illusion and hallucina-
tion, no matter the source of the conflict, if by a lesion or by
an actual perception of factual objects. If we conceive the
experiment under this view, most of the problems that my
questions suggest would be dissolved, but if we consider
the contrast between the role of the concept of sensorimo-
tor-signals in the brain in the experiment hypothesis, when
the sensorimotor conflict is caused by brain damage, not
generated by external stimuli, and its conceptual role in the
connection between external stimuli and FoP in the case
of the control group when the sensorimotor signals would
not be the cause of FoP, but only the intermediary be-
tween the external event and the FoP, we have a lot to
deal with.

According to Hacker’s perspective although brain injury
may be responsible for hallucinations and illusions, to the
extent that they are a neural condition for hallucinations or
illusions, that doesn’t mean that there is an internal per-
ception in any of the cases, either illusions or hallucina-
tions.

Considering that, | would say, on a first approach to the
scientific research, that the FoP experiment, despite its
undeniable contribution to the neuroscientific research in-
dicating that FoP is associated with an abnormal integra-
tion of sensorimotor signals caused by focal injury in the
frontoparietal cortex, does not show that FoP is an illusory
perception of the body itself (internal). This assumption is
based on the questions presented above, it is mainly fo-
cused on Hacker’s critique of a causal relationship be-
tween brain activity and the private perceptual event (the
feeling) and the very concept of perception considered by
the research. | believe that a possible alternative that could
avoid the problems in question would be conceiving brain
activity as a neural condition associated to the FoP. But
this is, for now, still speculation.
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Abstract

In this talk we draw a comparison between some ideas of two superficially different thinkers who are nonetheless thinking about
the state of things in the late 1930s. We use notions of “correctness” and “deterioration” from Wittgenstein’s Lectures on Aes-
thetics to frame Clement Greenberg’s discussion of “avant-garde” and “kitsch.” We thus begin to suggest the potential for using
Wittgenstein’s thoughts about aesthetics to underwrite a kind of aesthetic, artistic, and cultural criticism.

One purpose of this paper is to draw a comparison be-
tween an aspect of Wittgenstein’s thoughts about aesthet-
ics in his Lectures on Aesthetics (1938),' and the approach
that Clement Greenberg takes in his “Avant-garde and
Kitsch” (1939). A second purpose of this paper then will be
to begin to establish that Wittgenstein can be read as pro-
viding resources to underwrite a kind of aesthetic, artistic,
or cultural criticism.

In what follows we first address relevant ideas from the
LA, in particular what Wittgenstein says about “correct-
ness” and “cultural deterioration.” Second we will discuss
how Greenberg characterizes “kitsch” and “avant-garde,”
and why it's plausible to fit these together conceptually
with Wittgenstein’s remarks. What is important is how they
go about making the aesthetic judgments they do—what
they appeal to and why. In the last part of our paper we will
briefly examine a recent example of art criticism. The ex-
ample, while contrasting with Greenberg, also can usefully
be seen as underwritten by a Wittgensteinian approach to
criticism. Thus there is a third purpose our paper will serve,
namely, that of beginning to establish the practical useful-
ness of Wittgenstein’s thoughts about aesthetics.

1.

In (LA 1, 8), after having spent some time addressing the
word ‘beautiful’, Wittgenstein observes that “in real life,
when aesthetic judgments are made, aesthetic adjectives
such as ‘beautiful’, ‘fine’, etc., play hardly any role at all.
[...] The words you use are more akin to ‘right’ and ‘cor-
rect’ (as those words are used in ordinary speech) [...].”
Wittgenstein begins by suggesting a focus (e.g., words,
and ‘beautiful’ in particular) and then proceeds to refine
that focus (e.g., from words to applications and concomi-
tant actions). This process repeats, and the refinement is
often spurred on by a sensitivity to the “real life” uses(s) of
the words(s)/actions(s) under discussion. It is this way of
talking about things that is important, along with the moti-
vating and guiding sensitivity, rather than his particular
“conclusions” about aesthetic matters.?

(LA I, 8) offers another tentative assertion. If we pay at-
tention to the contexts in which we would think words like
“beautiful” might arise (say, in criticism), one thing we see
is that at least some of the time3, we employ other kinds of

1 Hereafter, “LA.” We will cite passages from the LA as “LA |, 4" where “I" is
the lecture number and “4” is the section number in (Wittgenstein 1966).

2 This resonates with a way to read the Philosophical Investigations, and also
why it might be appropriate to read the Investigations “aesthetically.”

3 See, e.g., (LA I, 23) for an aesthetic judgment in which our words are not
akin to “correct.”
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words that are more like “correct.” Words like this are not
exclusively “aesthetic adjectives” in the sense of being
seemingly directly about the form of the thing being con-
sidered, seemingly justified in virtue of its having an “aes-
thetic property.” Whether Wittgenstein is right in making
this claim about words used in making aesthetic judgments
is of course up to us to assess. This requires our reflecting
on our own linguistic experiences.

In (LA I, 12) Wittgenstein asks “How should poetry be
read? What is the correct way of reading it?” Initially this
might strike one as a strange question: how could there be
right and wrong ways of reading? What could it mean to
read a poem incorrectly, as long as one is reading the
poem’s actual words? Wittgenstein answers by suggesting
an experience that strikes us as relatively common. “A
man says it ought to be read this way and reads it out to
you. You say: ‘Oh yes. Now it makes sense.” The sugges-
tion is thus that it is understanding that provides the stan-
dard for correctness. The way in which it's read to you
leads you to understand something about the poem, and
this understanding is something you might not get from a
different form of reading.

If we relate these observations about “correct” back to
(LA I, 8), we're led to a suggestion about aesthetic judg-
ments. Aesthetic judgments reflect understanding, or lack
thereof, of the thing being judged. One thing the judger
(critic) is doing then is expressing her understanding (or
lack thereof).

Wittgenstein suggests that we can call something “cor-
rect” in different ways. In (LA I, 15) he distinguishes two
senses of “correct” (again, these should be generalizations
based on our “real life” uses). And if there are different
senses of correct, it is implicit from the preceding discus-
sion that these would correspond to different ways in
which we might come to understand an aesthetic object
(or, and this is not necessarily the same thing, to different
understandings of an aesthetic object).

The first sense of “correct” is when something is pro-
duced in accord with the established rules for the practice
of making that thing. So in music “one is drilled in harmony
and counterpoint” and for tailoring one learns “how long a
coat is to be, how wide the sleeve must be, etc.” (LA I, 15)
We might call this learning the technical details of the prac-
tice, as one does in an apprenticeship. The second sense
of correct is when “I develop a feeling for the rules.” (LA 1,
15) One then actually makes “an aesthetic judgment about
the thing which is according to the rules” in the first sense
(LA I, 15). This must mean that one makes a judgment
about the thing based on understanding the thing—one
sees why the rules are as they are, and this supplies a dif-
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ferent standard for judging something to be “correct.” In
particular, something could be “correct” even if it doesn’t
meet the normal “technical” expectations of the practice.
The thing could look different, be made differently, etc.

In (LA I, 22-3) Wittgenstein is at least expressing a kind
of cultural pessimism. In these sections he is talking about
judgments made from the perspective of the spectator. He
begins by making a distinction between the person who
knows nothing about suits and one who knows a lot—
notice the kind of example he uses here—and proceeds to
make glib dismissive remarks about “arts and crafts” and
portraiture in photography.

And then he generalizes: “You can get a picture of what
you may call a very high culture [...] and what happens
when this deteriorates.” (LA |, 22) He elaborates somewhat
by saying that deterioration involves “imitations,” “interest
in the minutest details,” and not knowing “where [things]
come from.” (LA I, 22) The implication here is that we are,
to some degree (in the late 1930s) in a state of deteriora-
tion. Notice that the characterization of deterioration he
gives might apply equally to the would-be appreciator, or
to the artist/craftsman producing the things to be appreci-
ated. Having a certain kind of knowledge—or lacking it—is
what is important, and this is seen in “what he says, how
he acts, etc.” (where “he” is, again, potentially the artist or
the spectator).

A footnote to (LA I, 23) gives one of the students’ differ-
ent versions of this part of the first lecture: “A period in
which everything is fixed and extraordinary care is lavished
on certain details; and a period in which everything is cop-
ied and nothing is thought about.” If we apply the discus-
sion of “correctness” to these comments about deteriora-
tion, we might characterize the deteriorating culture as one
focusing on the less thoughtful first sense of “correct”
(again, from either the production or the appreciation side).

2,

As a critic writing at the same time that Wittgenstein is lec-
turing on aesthetics, Greenberg seeks to explain the con-
temporary coexistence of two different kinds of cultural
expression, which he identifies as “kitsch” and “avant-
garde.” It's significant that Wittgenstein and Greenberg are
working in the late 1930s; the Anschluss occurred in Aus-
tria in March 1938 and the Nazis publicly condemned
Modern Art and embraced an academic figurative style in
their infamous exhibitions of 1937.* As a Marxist, Green-
berg additionally understood his social-historical moment
as being in the final phase of capitalism and thus in crisis.
In (Greenberg 1939), Greenberg describes the last phase
of "our own culture" (Greenberg 1939, 35) as character-
ized by decay, which resonates with Wittgenstein’s con-
sideration of deterioration in LA.

Again, Greenberg identifies the two kinds of cultural ex-
pression in this historic moment as “avant-garde” and
“kitsch.” For Greenberg, kitsch is a manifestation of a cul-
ture in decay. It is characterized “by an academicism in
which the really important issues are left untouched be-
cause they involve controversy, and in which creative ac-
tivity dwindles to virtuosity in the small details of form, all
larger questions being decided by the precedent of the old
masters”(Greenberg 1939, 35). Greenberg, like Wittgen-
stein, sees an increasing focus on the minutest details to
be characteristic of a period of deterioration.

4 Ausstellung ,Entartete Kunst“ and the ,GroRRe Deutsche Kunstaustellung®.

Not only does Greenberg's kitsch emerge out of the
condition of decay, but it also resonates with Wittgenstein’s
characterization of the first kind of correctness, which de-
pends on learning and following the rules. Greenberg
states that “Kitsch is mechanical and operates by formu-
las” (Greenberg 1939, 40). The rules to which kitsch ad-
heres are those of genuine culture and in so doing Green-
berg argues that kitsch deceives those who do not have a
sensitivity to the values of genuine culture. Wittgenstein’s
second sense of correctness requires such a sensitivity.
Greenberg states that “ersatz culture, kitsch, destined for
those who, insensible to the values of genuine culture, are
hungry nevertheless for the diversion that only culture of
some sort can provide” (Greenberg 1939, 39). Kitsch thus
requires the rules and constraints developed by or derived
from genuine culture, but ignores “the rest”, which is ar-
guably that which Wittgenstein would find important ac-
cording to his second kind of correctness. Thus kitsch dif-
fers fundamentally from genuine culture, to which the
avant-garde belongs.

For Greenberg, the industrial revolution has lead to this
particular social-historical condition in which both kitsch
and avant-garde culture are a part. Kitsch is a new com-
modity that not only emerges for those who are “insensi-
tive” to the values of genuine culture, but it also works to
instill a continued insensitivity in those who consume it.
Kitsch depends upon this genuine culture with its pre-
existing set of rules. Greenberg sees kitsch as a product of
industrial society and the development of a literate prole-
tariat who are incapable due to lack of time and education
of developing such a sensitivity to, and understanding of,
genuine culture.

Greenberg provides The New Yorker as an example of
kitsch that masquerades as high culture calling it "high
class kitsch" (AGK 41). In this way, kitsch can even dupe
those who believe themselves to be consumers of high
culture. If they lack a certain sensitivity, they will be unable
to distinguish genuine high culture from kitsch. Greenberg
attributes kitsch’s ability to extend its reach even into the
realm of high culture to the fact that it is mechanically re-
produced. In this regard, one might argue that it is neces-
sary to have a sense of Wittgenstein's second sense of
correctness in order to make a proper judgment. It is not
enough that the object simply follows the rules associated
with objects of high culture; according to Greenberg, “It is
not enough today, in a country like ours, to have an incli-
nation towards [genuine culture]; one must have a true
passion for it that will give him the power to resist the faked
article [...].” (Greenberg 1939, 40)

Alternatively, the avant-garde on which kitsch relies is
about “the expression of an absolute” (Greenberg 1939,
36) and is “valid solely on its own terms” (Greenberg 1939,
36). In discussing the appreciation of modern artist Pablo
Picasso, Greenberg points out how it requires time and
energy to “train” and for “conditioning” (Greenberg 1939,
46). For Greenberg, the correct reading of Picasso re-
quires someone (a critic?) to train and condition the indi-
vidual to enjoy Picasso in what Wittgenstein might call a
correct way in his second sense. And, in particular, one
would need to develop a sensitivity. In this way, Wittgen-
stein’s second sense of correct corresponds with Green-
berg’s notion of the avant-garde.

3.
In a recent New York Times article on the Belgian design

firm Studio Job, “kitsch” figures prominently as a term of
criticism. The article’s author, Blake Gopnik, quotes the
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head of the firm as saying, “We all live surrounded by
kitsch [...] and with things that we assume are good taste
but are bad taste—and the other way around. The world
we are living in is absolutely not clear” (Gopnik, 2016).
Gopnik explains that the firm’s work is fighting back
against “elegant modernism,” which is “the worst kitsch
you can get.” So they do not avoid “bad taste and excess”
with their work. They are of the view that “it's better to
make really nice, cool, unique pieces, and really do what
we want, instead of being a slave to the machinery of
some ltalian producer.” A motivating principle behind their
designs is that “almost every object they make fits some
‘normal’ design category,” but with a work they are “trying
to get to the root of archetypes.” So Gopnik says, “Don’t
expect to sit in a Job chair with any easel think of it as a
seat-shaped sculpture that sparks thoughts about what a
chair means, and about all the chairs that have come be-
fore it.”

We'd like to observe a few points about this discussion.
Studio Job preferences exactly the kind of work that
Greenberg is opposed to, and dismisses exactly the kind
of work Greenberg is known for championing. However,
the reasoning behind these aesthetic evaluations is the
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same: pervasiveness, mass production, formulas. Studio
Job can be characterized as operating from a position of
understanding or sensitivity to things being made today.
Their work can be seen as a reminder not to be “taken in”
by the mere appearance of a design, but rather to reflect
on the point of that appearance. And so they have the
kind of sensitivity that Wittgenstein discusses. What'’s in-
teresting is that this can lead in two, almost opposite, di-
rections when it comes to making actual aesthetic evalua-
tions. Surely this reflects something valuable about what
Wittgenstein has to say.
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Abstract

In a 1942 conversation with Rhees, Wittgenstein allegedly dismissed as nonsensical Kierkegaard’'s question, “Does a Human
Being have the Right to Let Himself Be Put to Death for the Truth?” This paper will examine in detail Kierkegaard’s essay, and
will argue that Wittgenstein failed to see the importance of Kierkegaard’s fundamental insights on moral language and religious
justification. Rather than a mere meaningless question, Kierkegaard’s aesthetic examination of this particular moral problem
offers a means of getting past the relativism of different world-views, and establishing universal moral norms independent of

systems of belief.

In “Some Developments in Wittgenstein’s View of Ethics,”
Rush Rhees notes that in a 1942 conversation with Ludwig
Wittgenstein, the latter remarked that it was “strange that
you could find books on ethics in which there was no men-
tion of a genuine ethical or moral problem” (1965, 21). To
illustrate this, Wittgenstein then allegedly made reference
to Sgren Kierkegaard’s 1847 ethico-religious essay: “Does
a Human Being have the Right to Let Himself Be Put to
Death for the Truth?” Rhees reports that Wittgenstein’s
reaction was the following: “For me this is not even a prob-
lem. | don’t know [w]hat it would be like to let oneself be
put to death for the truth. | don’t know how such a man
would have to feel, what state of mind he would be in, and
so forth” (Rhees 1965, 22). Wittgenstein's critique of
Kierkegaard's essay attests to the view that ethics, and
more generally aesthetics and religion, lie beyond the lim-
its of language, and that questions such as that asked by
Kierkegaard are in themselves meaningless, since lan-
guage can only express facts, and no description of facts
can ever imply an absolute moral judgement (Wittgenstein
2007, 143-55).

Wittgenstein's remarks here suggest that despite his
admiration, Wittgenstein in many ways misinterpreted
Kierkegaard’s thought, which was much closer to his own
than he seemed to have imagined. For Kierkegaard's
ethico-religious essays lead to the conclusion that, as
Wittgenstein himself suggests, these questions are them-
selves, if not meaningless, then at the very least non-
problems. Moreover, Kierkegaard goes a step further than
Wittgenstein in his analysis, and demonstrates that this
can be seen through a logical examination of the questions
themselves. Through a careful grammatical analysis of
what may be seen, in Wittgensteinian terms, as a “mean-
ingless” question, Kierkegaard shows that one can derive
meaningful, universally binding normative principles. In
what follows, we will analyse Kierkegaard’s arguments and
then demonstrate that they are compatible with Wittgen-
stein’s views on ethics and religious belief, while offering
perhaps more solid grounding for our contemporary un-
derstanding of the question.

“Does a Human Being have the Right to Let Himself Be
Put to Death for the Truth?” asks Kierkegaard. In other
words, can an individual ever determine that he legiti-
mately possesses a “truth” which, unbeknownst to the ma-
jority, is of such great importance that he can be consid-
ered justified in sacrificing his own life for it, despite the
fact that he has no objective grounding upon which to
found this decision? Can an individual legitimately become
a martyr for a cause which others do not see as valid?

Kierkegaard’s moral enquiry on the legitimacy and mean-
ingfulness of martyrdom is all the more pertinent to our
modern age, faced with the development of jihadism: is it
possible to understand violence (against oneself, and
against others) as “religiously justified”? Are there any
strong arguments that we can give which can demonstrate
that, whatever the context, whatever the motivations, such
justification is never possible?

For Wittgenstein, the response to this question was de-
cidedly: no. All moral judgements are value judgements,
and nothing about our world or our language enables us to
arrive at absolute value judgements (Wittgenstein 2007,
143-45). All ethical and religious language relies on some
form of allegorical expression which is a “misuse of lan-
guage” (Wittgenstein 2007, 159), insofar as the use of ex-
pression such as “correct” or “right” cannot correspond to
any facts about the world. And while we have the intuition
that some absolute value must exist, Wittgenstein notes
that we can give no real justification for this.

In many respects, Kierkegaard’s view of ethics is similar
to Wittgenstein’s own. Like Wittgenstein, Kierkegaard in-
sists on the fact that ethical questions are questions about
which we must keep silent, since “silence is the measure
of the capacity to act”, as opposed to the chatter of uncer-
tainty (1997, 56). Like Wittgenstein as well, Kierkegaard
insists on the absolute value of ethics, which cannot be
reduced down to relative value judgments. However, de-
spite this apparent parallel, Kierkegaard assumes that
some absolute, normative judgments can be articulated,
and thus that there are normative principles which can
serve to guide our actions, independent of our particular
life-views.

In his essay, Kierkegaard chooses to explore the ques-
tion of religious justification through a thought-experiment
presented as a “fiction” or a “poetical venture” (1997, 88).
Through this fiction, Kierkegaard invites us to examine a
very extreme case of what might be considered to be
moral solitude, and to question whether this extreme case
can lead to any absolute, definitive conclusions at all. The
case is that of a man brought up with a particular image of
Christ as “the Crucified One,” which is “the one and only
impression he had” (1997, 55). Living entirely within this
particular world-view, the man becomes so obsessed with
the image that it possesses his whole life, and he becomes
thoroughly convinced that the highest goal to which a hu-
man being can aspire is to imitate Christ—i.e.: to sacrifice
his life for the truth. His life question thus becomes: ought
he do it? Does he have the right to become a “voluntary
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collaborator in his death,” and simultaneously make others
guilty of committing a murder (1997, 71)?

Through a series of grammatical examinations, Kierke-
gaard tries to understand what the real meaning of letting
oneself be put to death for the truth would be. The individ-
ual who aspires to imitate Christ and become a martyr
supposes that by suffering death for the truth, he will help
to awaken others to this truth. Yet this presupposition
brings up two major problems: 1) how can one be sure that
one is really in absolute possession of the truth, and 2) if
by suffering death for the truth one makes others guilty of
a crime of murder, has one not oneself committed a worse
crime than had one left them in untruth?

For the purposes of the thought-experiment, we must
assume that this particular individual is indeed in posses-
sion of some absolute truth, and that it is for this reason
that he is to become a martyr, since if these two proposi-
tions are not true, then no religious justification is possible.
Even accepting these two propositions as true, however,
one must further consider that “those who put him to death
get a murder on their consciences” (1997, 84). Kierke-
gaard asks whether it is justifiable to knowingly commit
such an act which, from a moral perspective is certainly an
“offense” and “a cruelty to the others” (1997, 72). Can a
religious duty supersede a moral duty? Or, as Kierkegaard
asks: “Is my duty to the truth of such a nature [that it is ab-
solute], or does not my duty to my fellow beings rather bid
me to yield a little? How far does my duty to the truth
reach, and how far my duty toward others?” (1997, 68). Of
course, the martyr, from a religious perspective, believes
that he is acting in the interests of others. Yet Kierkegaard
points out that in reflecting in this way, “[o]ne never comes
to the real question” (1997, 67). How, indeed, can one as-
sume that one is awakening others to the truth, when si-
multaneously making them guilty of murder? The religious
thinker who claims that he is doing nothing other than imi-
tating Christ's example misses the point, since he fails to
see that Christ's self-sacrifice brought redemption, and
thus erased the guilt by the same act, whereas the death
of a “truth-witness” does not have that power, since the
truth-witness is and remains, despite his faith, a human
being (1997, 73).

But precisely as a human being, how can one know that
one is in absolute possession of the truth? To believe that
one is in possession of a truth that others do not recog-
nise, requires that one consider oneself to be essentially
different from other human beings. But, Kierkegaard asks:
“do | have the right to assume [...] that with regard to the
truth | stand so far removed from other people, so high
above them, so far ahead of them, that there is almost no
kinship between us?” (1997, 77). In order for an individual
to be justified in believing that he is in possession of a truth
which others ignore or refuse to accept, he would have to
assume that there is so great a “heterogeneity” between
himself and others that he might have access to a higher
truth than they do (1997, 83). And as Kierkegaard re-
marks, every “human being, simply as a human being, [is]
so relative in relation to other human beings” that he can in
no way be justified in appealing to some higher truth, and
has no grounds upon which to legitimate his claim to pos-
sessing an absolute truth (1997, 83).

Kierkegaard thus comes to the conclusion: “a human be-
ing does not have the right to let himself be put to death for
the truth” (1997, 84). And what is particularly interesting
about this conclusion is that Kierkegaard arrives at a cate-
gorical universal norm from the presentation of a particular
individual dilemma. In presenting this extreme case,
Kierkegaard presupposes a situation in which it is possible
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for an individual to be in possession of a religious truth,
that this really be a truth, and that the individual in question
is entirely convinced that his highest duty is to act in virtue
of this truth. Yet, as the demonstration shows, even from
within this extreme and isolated position, rational argumen-
tation can demonstrate to the individual that these convic-
tions are misguided. The categorical conclusion that one is
never justified in letting oneself be put to death for the truth
is thus independent of any form of religious justification or
psychological dispositions.

Wittgenstein’s reaction to the essay was to dismiss the
question itself, and in response to Rhee’s suggestion that
they discuss a more ordinary moral dilemma (a man’s de-
cision to sacrifice his research on cancer for his wife, or
sacrifice his duties to his wife for the benefit of humanity),
he remarks that the way in which the dilemma is to be an-
swered depends on the particular ethical framework and
form of life in which one finds himself (Rhees 1965, 23). In
the end, there is just no way of saying that any particular
ethics is superior to another; ethics “cannot be put into
words” (TLP §6.421). Of course, Wittgenstein’s general
view is that ethics is the path through which the individual
comes to lead a happy life; in this sense, there is no way
of establishing normative rules which one must follow, or
universal guidelines in the quest for meaningful existence.

However, Wittgenstein seems to have missed Kierke-
gaard’s point entirely, and his remarks seem to indicate
that he very probably never read this particular essay at
all. Kierkegaard would certainly have agreed with Wittgen-
stein about the fact that with regard to common moral di-
lemmas, we are often in a position where the answers we
offer depend on the social norms of the world we live in,
our belief systems and particular motivations. However,
this is precisely why Kierkegaard finds it necessary to write
about extreme, particular cases, and not general everyday
moral dilemmas. And it is through the analysis of these
extreme cases, portrayed through literary representation
and not abstractly written about in treaties on ethics, that
we may derive universally binding moral principles. In his
essay, Kierkegaard insists upon the fact that whatever a
person’s belief system or form of life, there are some uni-
versal moral principles which everyone, through reason
and logic, must admit. Even in the most extreme cases
where a religious belief system posits other values, and
even admitting that this belief system were true (i.e., corre-
sponding to an actual fact about reality), this does not offer
grounds for “suspending” the ethical. Kierkegaard comes
to the same conclusion in other texts, notably the Book on
Adler where he shows that no one can claim with authority
that he has had a revelation of the truth, and Fear and
Trembling, where he demonstrates that there is no “teleo-
logical suspension of the ethical” possible for contempo-
rary human beings. Moreover, Kierkegaard’s essay sug-
gests that Wittgenstein is wrong in saying that ethics is that
about which we must remain silent. For as long as an indi-
vidual remains silent, he closes himself off in his own
world-view, and considers himself fully justified in his be-
liefs. It is only through speech that he can come to ques-
tion these beliefs, and only through language that he is
able to recognise that his conviction was erroneous and to
come to understand himself.

Rather than a meaningless question, Kierkegaard’s liter-
ary/grammatical reflection on dying for the truth offers the
grounds for establishing some important conclusions.
Firstly, Kierkegaard suggests that martyrdom, and by ex-
tension the use of violence, can never be religiously justi-
fied. The argument presented here, which makes refer-
ence to the solitary individual, can moreover be extended
to the solitary community: any community which cuts itself
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off from dialogue with other forms of life might come to
similar conclusions, but Kierkegaard suggests that this is
never logically justifiable. Wittgenstein's remarks in On
Certainty go in this direction; Wittgenstein notes that cer-
tainty is established by our “belonging to a community
linked by science and education” (OC 298) and that our
judgments have to be in accordance with those of human-
ity in general in order to be considered either correct or
erroneous (OC 156). Second, Kierkegaard suggests that
while our forms of life and even our selfhood may differ
according to our religious or metaphysical beliefs, this is no
grounds for assuming that there is an ethical difference
between human beings. We have responsibilities toward
others because we are human beings and our responsibili-
ties extend to them as human beings: there is no teleologi-
cal suspension of the ethical.
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Abstract

When philosophers talk about the psychology of human beings they usually refer to their mental states, e.g. to what they be-
lieve, desire, fear, hope, etc. In this paper | am interested in what it means that someone believes something. Human beings
believe many things, and what they believe, i.e. their beliefs, develop in different ways. They acquire beliefs, they justify their
beliefs, they change their beliefs, and sometimes they give up their beliefs. In considering the question of what it means for
someone to have a belief, | take into account the development of someone’s beliefs. | also use some of Wittgenstein’s remarks
from On Certainty that consider how and under which circumstances we use our language in order to express that someone

believes something.

Human beings believe many things. They express what
they believe, for example, by saying “I believe that today is
Monday” or “I believe that someone knocked on the door”.
When a speaker expresses such beliefs, we can readily
view her as in a certain mental state of possessing a belief.
We seem to have a quite good idea of what a speaker be-
lieves in terms of the propositions that those beliefs ex-
press. For instance, we perfectly know what would make
the speaker’s belief that today is Monday to be true. That
is, we understand what that proposition means in terms of
its truth conditions. Thus, the propositional content of be-
liefs may explain how beliefs can be systematically organ-
ized. This picture is therefore quite attractive.

In this paper, however, | take a step back from it and
simply consider beliefs as something that we find our-
selves in. | argue that viewing beliefs as mental states un-
der certain truth conditions misses a crucial feature. In par-
ticular, this view misses the fact that someone who be-
lieves something has a certain attitude towards what he or
she believes. This becomes clear when we consider how
we use language in order to express our beliefs. Some of
our attitudes are determined by the logical status of those
sentences by which they are expressed. If this is correct,
the psychology of our beliefs might be improved by focus-
ing on attitudes rather than on the propositional content of
mental states.

1

Jenny believes that today is Monday. Accordingly, she
finds herself in a mental state. So far though, we have not
said anything about how she has come to possess this
belief. Wittgenstein remarks in this context that “the as-
sumption [...] forms the basis of action, and therefore,
naturally, of thought” (cf. Wittgenstein 1969 [hereafter:
OC], 411). It seems that Jenny’s assumption that today is
Monday leads her to find herself in a particular mental
state. What might be the reason for Jenny to express what
she believes to be true? One common purpose might be
that she wants herself to make sure that something is the
case. For example, she wants to make sure that today is
Monday because she has an important meeting that she
cannot miss.

The first step in order for her to make sure is to utter -
one might say hypothetically - her belief. She expresses
with her utterance that she intends to sustain her mental
state and that she does not intend to change it. Otherwise
she might rather express that she is quite undecided or
even indifferent towards what she believes. Yet in those
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cases we would not say that the speaker believes some-
thing whatsoever. The second step is to make sure that
she can keep on possessing her belief, i.e. that she can
sustain her mental state. One condition for taking this step
seems that Jenny must have admitted herself the possibil-
ity to make sure what she believes by means of evidence
(cf. OC 23). This condition is usually called fallibility. Falli-
bility implies that, although Jenny has the belief, she takes
into account the possibility that she might give up the belief
and that she eventually has to change her mental state. To
face the possibility that today might be Tuesday instead of
Monday is an example of what Wittgenstein calls a “practi-
cal doubt” (cf. OC 19). Notice that being in practical doubt
does not mean that the speaker is undecided or indifferent
regarding what she believes.

2

Jenny can rule out practical doubt, for example by taking a
look at the newspapers. Good evidence seems to decide if
she has to give up her current belief and if she has to
change her mental state. After she had a look at the
newspapers, her belief might be seen as justified. Fur-
thermore, the possibility for Jenny to make sure what she
believes allows her to change what she believes into
something that she knows. Instead of uttering what she
believes, she might therefore claim that she knows that
today is Monday.

One might wonder how this change can be explained if
we view beliefs as mental states. Before Jenny had any
empirical evidence for her belief, it was unclear if she could
reasonably persist in having that belief. With this evidence
at hand though, she can refer to it as justifying her belief
that, for instance, today is Monday and not Tuesday. In
that case, she may express the fact that she can sustain
her belief by uttering that she knows what she has be-
lieved so far. One condition for the possibility of denying
the change of her belief, as we said earlier, is that the
speaker takes into account the possibility that she might
change her mental state. One might be reminded on the
importance of this condition by the expression “| thought |
knew” (cf. OC 12). Knowledge or, as Wittgenstein puts it,
“subjective certainty” (cf. OC 194) requires the absence of
practical doubt. Only if there is no practical doubt the per-
son sustains her mental state and may claim that she
knows something.
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3

In addition to beliefs that imply fallibility, we usually have
also beliefs that seem infallible or certain. For example, |
believe that | am a human being, and | also believe that |
have two hands. In the case of these beliefs, it seems that
there can be no practical doubt, nor can these beliefs be
known. If | express the belief “| know that | am a human
being”, it is unclear how | could reasonably doubt this be-
lief. It is also unclear how | could have ruled out the practi-
cal doubt, respectively. Nevertheless, philosophers have
argued that those claims express knowledge, and that
knowledge can rule out philosophical doubt’.

| shall emphasize here again that one condition for a
speaker to say that she knows that she is a human being
is that she takes into account the possibility that she might
give up what she believes. In the case that someone be-
lieves that she is a human being it is, however, hardly con-
ceivable how the speaker might be able to eventually give
up her belief. One might thus argue that, in order to con-
clude that the speaker knows something, she does not
even need to take the possibility in account that she even-
tually has to give up what she believes and change her
mental state. The fact that she cannot even doubt what
she believes seems to show already that she knows some-
thing.

Yet this conclusion is mistaken for the following two rea-
sons. First, since we use the expression “I know” in cir-
cumstances in which a speaker can make sure what she
believes, the expression is misused in cases where this
possibility is excluded. Second, if the expression “I know”
was used in cases in which the speaker does not need to
make sure what she believes (because the possibility is
excluded), it would seem that her belief was, as Wittgen-
stein puts it, “a queer and extremely important mental
state” (cf. OC 6; see also OC 21, 367, 486 and PPF 19). In
those cases one must assume that that she knows some-
thing is not a result of making sure what the speaker be-
lieves, but that she knows something seems already to be
implied in what she believes, i.e. in her mental state.

4

The question of whether a speaker knows something or
not cannot be answered only by reference to a particular
mental state, i.e. only by reference to what someone be-
lieves. Rather, if a speaker knows something depends on
the possibility to make sure what she believes and to sus-
tain her mental state. Furthermore, not every belief implies
the possibility that a speaker knows what she believes.
Some beliefs cannot be expressed by saying that the
speaker knows what she believes without misusing the
expression “lI know”. Nevertheless we may also say in
those cases that the speaker believes something and that
she finds herself in a mental state. Thus, the view that be-
liefs can be described as mental states looks to be in ten-
sionZ. On the one hand, a speaker who believes something
can find herself in a mental state in which the possibility of
practical doubt is required in order to know something. On
the other hand, while the speaker believes something, she
also can find herself in a mental state in which the possibil-
ity of practical doubt is excluded. Since in both cases the

1 In contrast to practical doubt, philosophical doubt is specifically aimed to
cast doubt on our more fundamental beliefs, e.g. the belief that "I have two
hands" or that "I am a human being." A philosophical skeptic may question
whether there are any human beings in the first place and consequently, he
may cast doubt on my belief that | am a human being.

2 Wittgenstein’s following remark indicates the tension: “I believe that he is
suffering.” — Do | also believe that he isn't an automaton? Only reluctantly
could | use the word in both contexts.” (PPF 19)

belief is considered as mental state, one might wonder
how this crucial difference can be captured if beliefs are
viewed as mental states.

The answer to the preceding question leads back to how
someone begins to believe something. As we have seen,
in some cases we just assume what we intend to believe
and seek to justify our belief with good evidence. In other
cases, however, we possess our beliefs because we have
learnt certain facts. As Wittgenstein points out, “[a]s chil-
dren we learn facts [...] and we take them on trust” (cf. OC
159; see also OC 144, 160, 170f, 240, 286). Among other
things, children learn that they are human beings and that
they have two hands. Usually though, children do not take
into account the possibility that they may have to give up
what they learn, i.e. by abandoning or revising some be-
liefs they have adopted in their training. When a child
learns to believe that this is a hand while someone is say-
ing “perhaps this is a hand”, the practical doubt that is ex-
pressed in that sentence does not have any consequences
(cf. OC 450) because children lack the possibility to doubt
what they learn to believe. For a start, they sustain the
mental state in which, due to learning, they find them-
selves in.

5

Someone who believes something might deny changing
her mental state. In his remarks Wittgenstein refers to a
speaker who claims “with passion” that “[n]othing in the
world will convince me of the opposite!” (cf. OC 376, 380)
One might raise the question of how to make sense of this
utterance. | would argue that the speaker is expressing her
attitude towards what she believes. She is doing this by
letting others know that she is not ready to let anything
count as a disproof. Accordingly, she considers her mental
state as an “irreversible belief” (cf. OC 245). Wittgenstein’s
interpretation of the utterance seems to confirm this view:
“This “Nothing in the world” is obviously an attitude which
one hasn't got towards everything one believes or is cer-
tain of” (OC 381; my emphasis).

Concepts like “believe”, “surmise”, “doubt”, “be con-
vinced”, “know”, etc. are often used in order to describe
mental states. This kind of use is either confusing or even
wrong. Rather, we may say that they express a speaker’'s
attitude regarding the mental state she finds herself in°.
Apart from that, speaking of mental states is quite decent,
though, in order to clarify the attitudes’ point of reference.
One may therefore notice that our speech about attitudes
towards persons or things is only a shortening in order to
express our attitudes towards what we believe of persons
and things, i.e. towards our mental states.

6

Some of our attitudes towards what we believe are deter-
mined by the use of language. We may say of Jenny, for
example, that she believes that her friend is in pain. Given
some evidence, we might even say that she knows that
her friend is in pain. But can we say that a speaker be-
lieves or knows that a corpse is in pain? Of course, it does
not make sense to say something like that. Wittgenstein
explains why: “[A] corpse seems to us quite inaccessible to
pain. - Our attitude to what is alive and to what is dead is

3 Lars Hertzberg makes a similar point regarding desires in Hertzberg 1988.
He argues that when someone utters a desire (e. g. in order to give reasons
for action) one does not simply have a desire but rather expresses an attitude
towards this desire. A person forms an attitude while she learns when and
under which circumstances it is right to utter what she desires.
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not the same” (Pl 284). As well as we have learnt to be-
lieve that human beings have two hands we have learnt
that human beings can be in pain. It is hardly conceivable
how one might be able to give up these two beliefs in light
of new evidence. If Jenny is in pain she is objectively cer-
tain that she is in pain. This is what we call “being in pain”.
Regarding the corpse, however, we do not know what this
expression is supposed to mean. The concept, as Witt-
genstein remarks, is not able “to get a foothold” (ibid.) in
this context. The reason for this is not that we do not have
enough evidence to say that a corpse is in pain or not, but
that corpses are not the kind of thing that can be in pain. It
is not that we need to change our belief regarding this.
Rather, we cannot even form this belief because it lacks
the possibility to take an attitude towards it. The reason
why we cannot find an attitude is that the word “Pain" has
no application whatsoever in relation to a corpse”™. We be-
lieve different things of what is alive and what is dead, and
accordingly we have different attitudes towards these be-
liefs in each of both contexts.

It is our attitudes that strengthen, weaken or modify our
mental states. Yet we cannot adopt or abandon our atti-
tudes at will. As we have seen, the way we have learnt to
use certain concepts and the circumstances under which
we have learnt them determine the possibility of taking an
attitude towards a mental state®. The reason for this is that
we can only express our attitudes in a way that makes
sense to us. We may say that we are in pain and one
might even try not to believe that one is in pain, but we can
hardly imagine circumstances in which we may say that we
doubt, are convinced of, or know that we are in pain. We
may thus conclude that at least some of our attitudes to-
wards mental states are determined by the “logical status”
(cf. OC 53) of their expression. The investigation of atti-
tudes and their logical status might establish a new ap-
proach in the philosophy of psychology.

4 | am indebted to Edmund Dain’s excellent interpretation of Wittgenstein's
remark here although in this paper | am developing a slightly different under-
standing of what attitudes are than he does in Dain 2016.

5 For this point see also Winch 1980.
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Wittgenstein Reimagines Musical Depth
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Abstract

| explore and outline Wittgenstein's original response to the Romantic discourse concerning musical depth, from his middle-
period on. Schopenhauer and Spengler served as immediate sources for Wittgenstein's reliance on Romantic metaphors of
depth concerning music. The onset for his philosophic intervention in the discourse was his critique of Schenker’s view of music
and his general shift toward the ‘anthropological view’, which occurred at the same time. In his post-PI period Wittgenstein was
able to reimagine musical depth in terms of vertically interrelated language-games which facilitate Menschenkenntnis.

One of the most prominent features of German Romantic
thinking about music is the evocation of metaphors of
depth. Depth is one of two ideal types of the “German” in
music, which have reached full maturity and distinctive-
ness in the writings of philosophers, critics, music analysts
and composers around mid-nineteenth-century, and per-
severed almost without change well into the mid-twentieth-
century (Sponheuer 2002). This ideal type gives rise to a
chain of binary opposites, all revolving around sensuality
versus intellect. For example: melody/harmony, pro-
saic/poetic, physical/metaphysical, mechanical/organic,
civilization/culture, entertainment/ideas etc. The other ideal
type, which both contrasts and complements the first, is
the conception of the “German” in music as something
“universal” that brings the “purely human” to its fullest ex-
pression (ibid.).

Metaphors of depth were initially used to articulate an
anti-French, anti-rationalist aesthetics of music, but also to
expand the listener’s sense of inner space beyond the lim-
its prescribed by rationalism or by language, to convey the
sense in which music differs from linguistic and visual
modes of expression, and ultimately to create and transmit
a distinctly Germanic cluster of idealized values pertaining
to music, among them spirituality, inwardness, and seri-
ousness (Watkins 2011).

The Romantic writers began to imagine an interiority to
music similar in its uncanniness to the interiority of the lis-
tening subject. E. T. A. Hoffmann, in his epoch-making
Beethoven essays, was the first to attempt to penetrate the
‘inner structure’ of Beethoven’s music by means of analyti-
cal language, suggesting the presence of a ‘vertical’ di-
mension to music complementing its axis of ‘horizontal’ or
temporal unfolding. Ultimately, Romanticism exhibits what
Charles Taylor called ‘the expressivist turn’, conceiving
musical depth in terms of an inexhaustible inner domain
whose contents are not reducible, not collectible, not cal-
culable, hence could never be fully articulated (Taylor
1996, 390).

| would like now to explore and outline the philosophical
onset in Wittgenstein's original intervention in the Roman-
tic discourse concerning musical depth. The manifestation
of this discourse in Wittgenstein's middle-period is quite
straightforward. Consider the following passage from 1931:

Some people think music a primitive art because it has
only a few notes and rhythms. But it is only simple on
the surface; its substance [Korper] on the other hand,
which makes it possible to interpret this manifest con-
tent, has all the infinite complexity that's suggested in
the external forms of other arts and that music con-

ceals. In a certain sense it is the most sophisticated art
of all. (Wittgenstein 1998, 11)

This passage elegantly traverses the entire range of oppo-
sites pertaining to musical depth, ultimately pointing at the
ulterior sophistication of the art of music. Two immediate
sources stand out for Wittgenstein's reliance on metaphors
of depth. First, Arthur Schopenhauer, for whom “the unut-
terable depth of all music [...] by which also it is so fully
understood and yet so inexplicable, rests on the fact that it
restores to us all the emotions of our inmost nature [...].”
(Schopenhauer 1964, 341) Wittgenstein’s interest in
Schopenhauer, which was kindled at an early stage,
spanned in one form or other his entire career.

The second immediate source is Oswald Spengler. Witt-
genstein read Oswald Spengler's Decline of the West with
great enthusiasm in the spring of 1930. It deeply resonated
with Wittgenstein's own feeling of alienation from modern
life, and it had a significant impact on the emergence and
formulation of some of the most distinctive methodological
aspects of Wittgenstein's later philosophy.

While Schopenhauer framed for Wittgenstein the physi-
cal/metaphysical dialectic pertaining to musical depth,
Spengler framed the corresponding civilization/culture dia-
lectic. Spengler powerfully pursued the Romantic concep-
tion of artistic depth as a cultural characteristic of what he
idiosyncratically dubbed ‘Impressionism’, the mark of the
late hours of the ‘phase of accomplishment’ in Western
culture. For Spengler, music is a reflection of the Western
soul, its prime symbol, the ideal medium for expressing the
Faustian ideal of a striving toward infinite space. In a pas-
sage anticipating Wittgenstein's 1931 remark, which |
quoted above, Spengler writes: “Be the artist painter or
musician, his art consists in creating with a few strokes or
spots or tones an image of inexhaustible content, a micro-
cosm meet for the eyes or ears of the Faustian man; that
is, in laying the actuality of something objective which, so
to say, forces that actuality to become phenomenal.”
(Spengler 1939, 286)

Grafted on the impact of Spengler, we find also Wittgen-
stein's critical engagement with the music theory of
Heinrich Schenker, which was facilitated by conversations
with Felix Salzer, in particular between the years 1930-
1933 (Guter 2004, 2011 and 2015). Schenker, who was by
and large aligned with Spengler's cultural pessimism
(Almén 1996), framed for Wittgenstein also the mel-
ody/harmony dialectic pertaining to musical depth. Accord-
ing to Schenker all great masterworks possess a deep
structure, or background, which lends them not only their
coherence but also their cultural identity and value. As
Watkins points out, “for all its apparent formalization,
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Schenker’s notion of the background is emphatically not
just a musical concept. Instead, the background delineates
an imaginary space with abundant figurative overtones,
including those of nature, God, origin, genius, the soul and
Germanness — all by this point conventional associations
of depth.” (Watkins 2011, 25)

| would like to argue that at this particular nexus of the
impact of Spengler and Schenker, at that particular phase
in Wittgenstein's middle-period, as he was putting together
the Big Typescript, we begin to see the contour of his
unique, subtle intervention in the Romantic discourse con-
cerning musical depth.

| have shown elsewhere (Guter 2015) that Wittgenstein's
explicit dissatisfaction with Schenker's view of music was
grafted on his critique in the Big Typescript of Spengler's
philosophical dogmatism concerning the notion of proto-
type (Urbild). For Wittgenstein, the Schenkerian Ursatz,
the representation of the primal musical phenomenon
which has been conceived to encapsulate the essence of
tonality, is yet another example of an ill-conceived, dog-
matic use of the idea of Urbild. Schenker's mistake was to
extend the scope of statements true of tonality (in its pre-
articulated form) to particular instances of tonal music. In
this sense, the Schenkerian Ursatz becomes a useful heu-
ristic device that can be laid alongside the musical in-
stances under consideration as a measure, “not as a pre-
conception to which everything must conform” (Wittgen-
stein 1998, 30). It has a mere regulative use as a focal
point of our observation of the musical field. | maintain that
this is the reason why Wittgenstein told Salzer that Schen-
ker’s theory needs to be “boiled down.”

Yet “boiling down” Schenker's theory in this way created,
for Wittgenstein, a specific difficulty in rendering musical
depth: in what sense could he say that music “is the most
sophisticated art of all’? Hence it comes as no surprise
that his middle-period texts in particular include quite a few
tentative passages concerning the theory of harmony
(Harmonielehre). Strikingly, Wittgenstein worked out his
solution to this problem concerning musical depth in the
context of the major philosophic shift, which characterizes
his middle-period: his gradual moving away from the con-
ception of language as a system of fixed rules (a calculus),
which is prominent in the Big Typescript, and toward the
“anthropological view,” which characterizes his later work,
from the Philosophical Investigations on. The shift toward
the Philosophical Investigations is attributed to the stimu-
lus of Piero Sraffa’s criticism on Wittgenstein’s ideas dur-
ing this middle-period (Engelmann 2013).

Sraffa’s criticism prompted Wittgenstein to reconsider
the philosophical import of gestures, that is, signs, which
(when taken in isolation) we could not give a grammar for
them. Wittgenstein realized that the use of words meshes
with life. As Mauro Engelmann put it, “we have to look at
the environment, the surroundings, where the language
functions (the form of life). The understanding of a gesture
in our language may come before the capacity to explain
according to a calculus with fixed rules of ‘grammar”
(Engelmann 2013, 166). Wittgenstein's new idea was to
consider the purpose and the point of languages and lan-
guage-games as part of a form of life.

Wittgenstein's reworking of his notion of Harmonielehre
followed suit. While most of his references in the middle-
period to Harmonielehre render it as a standard example
for ‘grammar’ in the constitutive sense, that is, as a kind of
structure of language that determines the conditions of
sense and understanding, a necessary condition for lan-
guage, Wittgenstein came to realize, upon criticizing the
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music theory of Heinrich Schenker, that this was not a
good example. By 1936 his thinking about Harmonielehre
has already been fully entrenched in his newly developed
anthropological view:

Could one reason be given at all, why Harmonielehre is
the way it is? And, first and foremost, must such a rea-
son be given? It is here and it is part of our entire life.
(MS157a, 24-26; my translation, my emphasis)

The notion of Harmonielehre has now become circum-
scribed within the grand idea of language as a universal
medium (see Hintikka 1986). It has been “boiled down” to
a merely technical notion, hence drops out of considera-
tion for Wittgenstein. Indeed, the term disappears from his
writings hereafter. Wittgenstein now needs to reimagine
musical depth while realizing that tonality—the way we
experience and express certain relationships between mu-
sical tones—is affected by the way we recognize and de-
scribe things and ultimately by the kind of beings we are,
the purposes we have, our shared discriminatory capaci-
ties, and certain general features of the world we inhabit.

Wittgenstein's sustained response to this challenge
shows once again how closely related his thinking about
music was to the cutting edge of his philosophical ad-
vancement. In much of Wittgenstein's later writing on mu-
sic, the bulk of which belonging to his final, post-
Philosophical-Investigations period, he grappled with the
need to explicate the ‘infinite complexity’ of musical ges-
ture—what and how it speaks to us; why and how it is so
meaningful—while probing (in his various writings on phi-
losophical psychology) into the constitutive indefiniteness
of our concepts of the ‘inner’. In effect, his response to the
quintessentially Romantic characterization of musical
depth in terms of the listener's inner space (exemplified
vividly in the writings of Schopenhauer) was framed by
means of his overarching philosophical thrust to move be-
yond the pervasive inner/outer divide.

Two major late-vintage ideas shape the way Wittgen-
stein finally reimagines musical depth. First, the idea of
vertical interrelations between language-games. Not all
language-games function on the same logical level: some
language-games logically presuppose other language-
games, and so they tend to lend themselves to enormous
complexity as each move in such vertically-complex lan-
guage-game may presuppose sometimes countless other
corresponding moves in myriad other logically prior games.
This idea comes across most clearly when Wittgenstein
writes:

Doesn’t the theme point to anything beyond itself? Oh
yes! But this means: the impression it makes on me is
connected with things in its environment — for example,
with the existence of the German language and its into-
nation, but that means with the whole range of our lan-
guage games. If | say for instance: here it's as though a
conclusion were being drawn, here as though someone
were expressing agreement, or as though this were a
reply to what came before, — my understanding of it
presupposes my familiarity with conclusions, expres-
sions of agreement, replies. (Wittgenstein 1998, 59)

Wittgenstein is retaining here the essential metaphor of
verticality pertaining to musical depth, yet his point is that
when we have a sense of musical depth it is not because
understanding sends us further inwards into a determinate
mental state. Rather, musical depth is folded across the
unexpected topography of our actual language and pat-
terns of life, the similarities that give unity to the ways of
life of a culture.
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Second, the notion of Menschenkenntnis—our acquaint-
ance with, and knowledge of human nature. For Wittgen-
stein, Menschenkenntnis is not a body of theoretical
knowledge like psychology. Rather, it is more like a skill, or
a highly diverse cluster of skills, which some people have a
more intuitive grasp of than others, and it can be improved
by experience on the basis of ‘imponderable evidence’,
that is, “evidence which can make us certain about some-
one’s psychological state, without our being able to specify
what it is in their behavior that makes us so sure” (Ter
Hark 2004, 140).

Wittgenstein’s account of Menschenkenntnis is funda-
mental to his discussion of musical expression and musical
understanding. It lends a rich conceptual framework, also
cohesion, to many of Wittgenstein's late-vintage passages
in which he tracks and explores how musical meaning
(which he takes in an intransitive sense) is grounded in an
indefinite edifice of interrelated language-games which
admit imponderable evidence—evidence that cannot be
recognized or fully explained by mere reference to rules,
yet is accepted by those who are acquainted with the infi-
nite variation of human physiognomy. This idea captures
the essential dialectic of mechanical versus organic (irre-
ducible; not calculable) pertaining to musical depth. This
comes across clearly when Wittgenstein writes:

This musical phrase is a gesture for me. It creeps into
my life. | make it my own. Life's infinite variations are an
essential part of our life. And so precisely of the habit-
ual character of life. Expression consists for us <in> in-
calculability. (Wittgenstein 1998, 72)

Wittgenstein's final answer to the question concerning the
ulterior sophistication of music is this: “Appreciating music
is a manifestation of human life.” (ibid., 80) Read in con-
text, it encapsulates his comprehensive, forward thinking
about the philosophic entanglements of language and the
mind. It also renders music as a facilitator of Men-
schenkenntnis, thereby complementing the ideal type of
depth with the second ideal type of universality, as having
a sense of musical depth opens up possibilities for the
“purely human” to attain its fullest expression.
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New (Re)Search Possibilities for Wittgenstein's Nachlass II:
Advanced Search, Navigation and Feedback with the FinderApp

WITTFind

Max Hadersbeck, Alois Pichler, Daniel Bruder, Stefan Schweter

Munich, Germany and Bergen, Norway

Abstract

We present a new web-based approach to searching and researching Ludwig Wittgenstein’s philosophical Nachlass as made
available by the Wittgenstein Archives at the University of Bergen (WAB), on Wittgenstein Source (http://www.wittgenstein
source.org/). The approach uses highly sophisticated web-technology together with methods and tools from the field of compu-
tational linguistics that are developed at the Centrum fiir Informations- und Sprachverarbeitung (CIS) at the LMU Munich. Tools
include the full-form lexicon WiTTLex, the “FinderApp” WiTTFind, the symmetric autosuggestion tool SIS, a Facsimile Reader
with hit-highlighting and an Investigation Mode with an integrated FeedbackApp. The search-methods of the FinderApp include
a query language which allows the user to specify exact, lemmatized and grammatical search-queries and a semantic search
which permits content driven navigation for colour language and other selected areas. In 2014 our FinderApp WiTTFind won the
Open Humanity Award within the EU-Project Digitized Manuscripts to Europeana (DM2E).
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....wer im Stande ist uns einen Sack voll Rosinen
zu geben kann damit noch keinen Kuchen backen...”
(http://lwww.wittgensteinsource.org/Ms-136,92a_f)

1. “Since last time ...” (Kirchberg 2012)

In this paper we present the second generation of
WITTFind, a search engine application that allows users to
navigate through the text editions of the Bergen Nachlass
Edition (BNE) available on the Wittgenstein Archives’
(WAB) Open Access site Wittgenstein Source
(http://www.wittgen steinsource.org/). This edition gives
access in both facsimile and text editions to the Wittgen-
stein Nachlass, as it was catalogued by G. H. von Wright
(von Wright 1986). As of August 2016 the facsimile edition
is almost complete, while the text edition so far offers
around 5,000 pages in normalized and diplomatic ver-
sions. These pages were originally made available in 2009
through  the EU financed Discovery  project
(http://wab.uib.no/wab_discovery.page) and include the
following Nachlass parts: two items in English from the
Bertrand Russell Archives in Ontario, Canada: the “Notes
on Logic” manuscripts Ts-201a1 and Ts-201a2 (1913-14),
and eighteen items from the Wren Library at Trinity Col-
lege, Cambridge: the “Lecture on Ethics” manuscript Ms-
139a and the “Lecture on Ethics” fair copy typescript Ts-
207 (1929), both in English; the volumes (“Bande”) Ms-114
(1932-33) and Ms-115 (1933 and 1936), the notebooks
Ms-148, Ms-149, Ms-150, Ms-152, Ms-153a, Ms-153b, Ms-
154, Ms-155, Ms-156a (1931-36), the loose sheets Ms-140
(page 39v, 1936) and Ms-141 (ca. 1935) and the type-
scripts / typescript cuttings Ts-212 (1932), Ts-213 (the “Big
Typescript’, 1933), Ts-310 (the “Brown Book”, 1935) — all
except for the “Brown Book” mostly in German. It is for
these Nachlass items, and with them as pilots, that WAB
and the Centrum fir Informations- und Sprachverarbeitung
(CIS) have since 2011 cooperated on developing the ad-
vanced FinderApp WIiTTFind. In the course of 2016-17, the
BNE text editions will be extended to match the facsimile
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edition, and WiTTFind will be developed further to be ap-
plicable also to the additional Nachlass texts. As of today,
WITTFind offers advanced search functions for the 5,000
“Discovery” pages. The search results are displayed in the
normalized text edition with parallel highlighting of the re-
sult’s locus in the corresponding facsimile. Thanks to the
Investigation Mode and FeedbackApp features, WiTTFind
additionally offers the capability of studying WAB’s source
transcriptions and facsimiles in parallel and, moreover,
also to send feedback to the editors on the quality of the
transcriptions and facsimiles.
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Fig. 1: FinderApp WiTTFind
http://wittfind.cis.uni-muenchen.de

2. Symmetric Autosuggestion, Rule-based
Search and Lemmatized Search

Unlike standard (i.e. approximate) search capabilities as
e.g. found in Google Books (https://books.google.com/) or
the Open Library project (https://openlibrary.org/), the
FinderApp WiTTFind uses specifically tailored rule-based,
i.e. “focused”, search-technologies in conjunction with
electronic lexica and part-of-speech tagging. Moreover, it
provides lemmatized and inverse lemmatized searches.
User input is additionally supported by symmetric autosug-
gestion (Bruder 2012) that is coupled with frequency in-
formation on occurrences in the source. When entering
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more than four characters into the search box the symmet-
ric autosuggestion technology starts: The entered charac-
ter sequence is expanded to both the left and right to in-
clude all the words stored in the index that feature the
same sequence regardless of position (prefix, suffix, and,
as a novelty, in infix position). Base lemmas belonging to
the word, as well as morphological variants, are suggested
and their respective frequencies in the text are subse-
quently displayed.

WiTTFind | rates

Sokrates (20)
concentrate (19)
Es wurden -
concentrating (10)
concentrate (5)
Ts-213 1  concentrated (3)
concentrates (1)
(Ts-213,I-r[2 Apparat (19) itein Source Nor

Apparat (8) nsrer Betrachtu
Apparates (6) .

1)Das Vers

» o«

Fig. 2: “rates” expands to “Sok-rates”,
“Appa-rates” and lemmatizes

concent-rates”,

We show two examples of lemmatized autosuggestion
search for the characters “rates” (Figure 2) and “fiel” (Fig-
ure 1): We are offered (frequency numbers in parentheses)
the verb lemma “fallen” (139) as well as its morphological
variants “fallt” (69), “fallen” (38), “fiel” (13), “falle” (8), “fall”
(7), “fiele” (3) and “fielen” (1) — but also “einfallen” (43),
“wegfallen” (99) and “mi¥fallt” (2). Selecting one specific
suggestion reveals all occurrences of the specified word in
its sentence contexts that are subsequently dlsPIayed in
the browser with the corresponding “Satzsiglum”" with the
corresponding facsimile extract highlighted. WiTTFind al-
lows queries which include word form and syntactic as well
as semantic and sentence structure specifications (Had-
ersbeck et al. 2012).

3. Facsimile Reader with Investigation
Mode and Feedback-App

Clicking on the facsimile extract that is displayed concur-
rently with the highlighted search hit lets one enter the
WITTFind Facsimile Reader (Lindinger 2015) where the
user not only can view the facsimile in question, but thumb
and navigate along the found hits through the entire Nach-
lass item. To enable hit highlighting, a semi-automatic tool
was developed to extract the geometrical information of
remarks with the help of OCR, edition texts and methods
of approximate searching (Capsamun 2014). The reader
offers a double page view of the source as well as single
page views and zoom options for close inspection. Addi-
tional hits can be directly accessed within the reader, thus
allowing a quick overview of the occurrences in their differ-
ent contexts. Clicking the zones of specific remarks (“Be-
merkungen”) in the reader takes one to Investigation Mode
that gives a detailed view of WiTTFind’s XML transcription
alongside the facsimile. In Investigation Mode, scholars
can not only study or compare either the transcription® or

1 The “Satzsiglum” is derived from WAB's sigla for the single Nachlass re-
marks (“Bemerkungen”). The example from Figure 3 serves as a short expla-
nation: “Ms-115,118[3]_1" denotes the first sentence in the remark that is
composed by the third text block on page 118 of Wittgenstein Nachlass item
Ms-115. For a more detailed explanation of the sigla system see Pichler 2010:
p.164f.

2 WAB's transcriptions of the Wittgenstein Nachlass are marked up in XML. All
outputs, whether diplomatic, normalized, metadata or other — including the
outputs created for WittFind — are produced via XSLT transformation from the

the facsimile of the source in detail, but also report mis-
takes, deficiencies and desiderata via the integrated
FeedbackApp to the editors at WAB. This feedback func-
tionality is of great use to the editors and can be regarded
as a kind of crowdsourcing. At the same time, it also offers
benefits to users wanting to learn about transcription tech-
niques and markup. By comparing the facsimile with the
XML transcription the user sees which codes (“tags”) were
used for recording which writing acts, e.g. <del> for dele-
tions, <add> for insertions, <emph> for emphasis etc. By
displaying the use of attributes and attribute values such
as <emph rend="us1"> (for the encoding of passages with
one straight underlining) and <emph rend="uw1”> (for the
encoding of passages with a wavy underlining) along with
the corresponding facsimile that contains the passages
underlined, the tool also offers a small transcription school
for aspiring digital philologists, and introduces them to the
use of XML elements, attributes and attribute values in the
tradition of TEl guided encoding (TEl 2007). The XML
transcriptions shown in Investigation Mode can be dis-
played in different variants: From the open access XML
variant at WAB to a reduced XML transcription which is
used from the FinderApp. The user fascinated with markup
will nevertheless find enough markup and codes accessi-
ble in this mode to have his thirst for text encoding matters
satisfied, as well as the editors for having their need for
correction of the most visible errors.?
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Fig. 3: Investigation Mode and Feedback App

"de" "field PhilosophyOfLanguage_pub:W-
"hibef 0"><seg "wabmarks-
Augustinus, Aurelius: Confessiones” 1="1981 18" "de"
"Biesenbach_Augustinusl0">
<s tes" tind]_2">Wer <choice " ”><orig "l "> das Lermen der Spraches/orig>
<orig "alt2"><add rend="im" T sot <lof> denkt
vorerst an eine <del d_c">gewisses/dal> Klasse von<iof>
<choice "dsl"><otig alt]"><del " 4" >Sulbstantive: <fdel><forig> <otig
"alt2"><add SWE oun e etwa<r’add></ong></chmce>

1,5 del>

tin zweiter L|me</rmg> <orig "4lt2"><add iy

e, wie<del "dnpe">,

<choice
entfernt<fadd></orig></choice> an W
L<fdel><Ibl>

,<cotr "ra"> <fcor>
j<fadd>,

si<fse<irs> <fab>

Fig. 4 Full XM-transcription for Satzsiglum
Ms-115,118[3]_1

XML transcriptions (on the process, methods and tools see more in Pichler
and Bruvik 2014).

3 A number of alternative text editions as well as “Interactive dynamic presen-
tation” of the WAB text archive of the Nachlass can be found at:
(http://wab.uib.no/transform/wab.php?modus=opsjoner).
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4. Computational Linguistic Tools and
Software Development

Our FinderApp WITTFind is based upon the electronic
lexicon WiTTLex which stores the vocabulary in 58,000
entries with full-form, lemma, morphological, word-form
and semantic information. The texts of the 5000 pages
were provided by WAB in XML format that along with an
XSLT style sheet permits their conversion to readable
normalized HTML output. In order to allow for syntactic
disambiguation in WiTTLex, this output is preprocessed
using a state of the art part-of-speech tagger, namely the
treetagger (Schmid 1995). With the additional help of local
grammar techniques, even separated particle-verb con-
structions like “fallt ... heraus” (from “herausfallen)
(http://wittgensteinsource.org/Ts-213,1r[1]_n) can be dis-
ambiguated and thus, unlike classic search engines, ulti-
mately also found (see Fig. 5).

ung, fallt aus unsrer Betrochtung heraus

1) Das Verstsnen, dls Welnue, fAlll 6us wnarer Jstrachiung hersus,{s.1)

Fig. 5: Particle Verb separation and disambiguation

The symmetric autosuggestion feature, another tool within
our FinderApp, implements the novel index structure SIS —
Symmetric Index Structures (cf. for a reference implemen-
tation and proof of concept http://sis.cis.Imu.de), a highly
efficient implementation of Symmetric Directed Acyclic
Word Graphs (Gerdjikov 2012). All our software develop-
ment around WITTFind is carried out using professional
open-source software development best practices includ-
ing git revision control together with test driven develop-
ment (TDD), continuous integration (CI) and integrated
build system (gitlabci).

5. Guided Navigation and Semantic Search

To enable users to access the Nachlass through content
rather than string, word or phrase search only (Falch et al.
2013), WiTTFind has commenced to provide facilities for
semantic category based searches. This includes search-
ing for adjectives, numerals, proper nouns and temporalia.
Special attention was paid to the handling of adjectives. To
this end, eleven groups out of around 7000 adjectives
were annotated semantically and together with stylistic
information stored in WiTTLex (see Fig. 6). As a result, the
user can browse through semantical classes of adjectives
and follow channels of stylistic “flavour”. Among the adjec-
tives, special attention was again given to the word field of
colours (Krey 2014). Here, the subcategories Grundfarbe,
Zwischenfarbe, Transparenz, Glanz, and Farbigkeit were
applied. That Wittgenstein himself deals in his “Big Type-
script” (http://wittgensteinsource.org/Ts-213_f) subchapter
“Phanomenologie” (http://wittgensteinsource.org/Ts-
213,436r[1]_n) with issues of colour and colour mixture
was taken into account in our classifications (see Fig. 7).
One lesson from this work was that the application of a
standard linguistic classification schemes does not suffice
to provide the classifications and tools the Wittgenstein
researcher will find useful.*

4 Complementary work on semantically guided navigation includes the con-
ceptual ontology for Wittgenstein’s philosophy of mathematics and psychology
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Moore-Satze — Normen auf totem Gleis?

Shogo Hashimoto

Gottingen, Deutschland

Abstract

G.E.Moore hat bestimmte Erfahrungssatze, bspw. ,Hier ist eine Hand", als trivial oder gewiss wahr behandelt. Satze diese Art
werden in UG ausgiebig behandelt. lhre géngige Bezeichnung ist dementsprechend ,Moore-Sétze“. Ein Satz dieser Art, — z. B.
p —, ist nur allzu klar, so dass wir im Alltag in Bezug auf ihn Knowledge-Claims wie ,Ich weif3, dass p“ normalerweise nicht erhe-
ben. Die Trivialitdt der Moore-Satze beschreibt Ludwig Wittgenstein so, dass sie ,auf ein totes Geleise verschoben® worden sei-
en (UG §210). Welche Rolle spielen dann aber diese ,auf ein totes Geleise verschobenen* Satze in unserer Sprache? Fungie-
ren Moore-Satze als Normen, deren Regeln wir sténdig folgen, weil sie die Grundlagen unserer Lebensform ausmachen? Oder
gehdren die Moore-Satze zwar zu unserer Sprache, werden aber nie gebraucht, weil sie gleichsam kaum einen Nutzen haben?
In diesem Paper werde ich zeigen, dass entgegen der Erwartung die zweite Deutung plausibler ist.

l. Moore-Satze und ihre Trivialitat

Die sogenannten Moore-Satze sind trivial oder gewiss
wahr. Von diesem Sondercharakter sagt Wittgenstein
bspw. so: Ein vernlnftiger Mensch zweifelt nie daran; kein
Irrtum ist darin mdglich; oder man kann sich darin nicht
irren. Als Moore-Séatze kann man aus UG z. B. folgende
von einem Sprecher formulierte Ich-Satze entnehmen: ,Ich
habe zwei Hande", ,Die Erde hat schon lange vor meiner
Geburt existiert”, ,Niemand war auf dem Mond*, ,Ich war
nie in Kleinasien“ (in dem Fall, etwa bezogen auf Wittgen-
stein selbst, bei dem dies véllig klar war). Die Moore-Satze
sind uns so gewiss, dass wir ihre Sicherheit durch andere
Satze nicht bekraftigen missen. Weil Moore-Satze fir uns
feststehen und allzu trivial sind, tauchen sie im Alltag nicht
auf, und wir duRern sie normalerweise nicht. Diesen Cha-
rakter beschreibt Wittgenstein metaphorisch so:

Bekraftigt mein Telephongesprach mit N.Y. meine
Uberzeugung, daR die Erde existiert?

Manches scheint uns festzustehen, und es scheidet
aus dem Verkehr aus. Es wird sozusagen auf ein totes
Geleise verschoben. (UG §210)

Moore-Sétze wie ,Die Erde existiert” erscheinen in unserer
Sprache wie Zige, die ohne weitere Verwendung auf ein
nicht befahrenes Gleis abgestellt wurden. Welche Rolle
spielen dann aber im Sprachspiel diese Satze?

Il. MN-Deutung

Eine Antwort auf die Frage, welche Rolle Moore-Séatze
spielen, ware die Folgende: Sie seien zwar trivial, wiirden
jedoch als Normen die Fundamente des Sprachspiels
ausmachen. Die Deutung von ,Moore-Satzen als Normen*
wird bspw. von Michael Kober (vgl. Kober 1993, 208) dar-
gelegt und im Folgenden als MN-Deutung bezeichnet.

Es gibt tatsachlich in €] Paragraphen, die von ,Normen*
handeln und somit die obige Lesart heranziehen kdnnten.
Wie §§96-99 in UG zeigen, kénnte man sich vorstellen,
dass gewisse Erfahrungssatze sozusagen ,erstarrt* waren.
Solche Erfahrungssatze haben nicht den gleichen Status
wie andere und lassen sich festlegen (UG §167). Der fol-
gende Teil in §167 zeigt genau diesen Punkt: ,man [kann]
ihn [=einen Satz] vom Erfahrungssatz zu einer Norm [oder
alternativ zu einer Regel] der Beschreibung machen®.
Wenn man sich Wittgenstein’s Nachlass ansieht, sieht
man das Wort ,Norm* Uber dem Wort ,Regel“ kleinge-
schrieben (MS174 35v). Mit dem Hinweis auf diese Stelle
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schreibt Kober, ,dall es in bezug auf Gewillheit angemes-
sener ist, von ,Norm‘ statt von ,Regel' zu sprechen” (Kober
1993, 206). Denn er erkennt im Wort ,Norm“ die Mehrdeu-
tigkeit, die sowohl ,normal“ als auch ,normativ* umfasst.
Beide Wérter seien jeweils deskriptiv und praskriptiv. Die-
se Beschreibung kénnte z. B. zu dem Satz in UG §567,
,~Wasser siedet bei 100°C*, gut passen. Durch empirische
Untersuchungen wurde festgestellt, bei wie viel Grad Was-
ser siedet. Der Siedepunkt wurde spater als ,100°C* defi-
niert. In der Vergangenheit, als man diese Tatsache ent-
deckt hatte, konnte man ,Ich weil3, dass Wasser bei dieser
bestimmten Gradzahl siedet” als einen Knowledge-Claim
mit Recht erheben; mit der Zeit ist diese Tatsache jedoch
zur ,Norm“ erstarrt. Die vollkommene Sicherheit dieses
Satzes wurde, so Robert Greenleaf Brice, gleichsam er-
reicht (,arrived at‘) (Brice 2014, 24).

Gewisse Erfahrungssatze werden in unserem Sprach-
spiel als sozusagen ,erstarrt” behandelt und werden we-
gen ihrer vollkommenen Sicherheit seinem Fundament
zugeordnet. Der MN-Deutung nach ist dieser Ubergang
nun nichts anderes als das ,auf ein totes Geleise vorscho-
ben worden“ sein. Zwar wirden die ,erstarrten“ Satze im
alltaglichen Gesprach nicht mehr geduBert, aber sie
herrschten im Fundament des Sprachspiels und galten als
unausgesprochene Regeln. Gilt aber diese Sichtweise
ebenso beim Beispielssatz in UG §210, ,Die Erde exis-
tiert“, in dem von ,einem toten Geleise“ die Rede ist?

lll. Unterschiede zwischen Normen und
Moore-Satzen

Brice unterscheidet zwischen den sogenannten Angelsat-
zen (,Hinge-Propositions®), deren man sich vollig gewiss
ist, zwischen den Uberaus fundamentalen Satzen (,Die
Erde existiert) und den anderen Angelsatzen (,Wasser
siedet bei 100°C*) (Brice 2014, 22-4). Ich halte diese Un-
terscheidung fiir plausibel und betrachte es als irrefiihrend,
dass Satze beider Arten unter derselben Terminologie zu-
sammengefasst werden. Ich bestreite zwar nicht, dass
gewisse Erfahrungssatze als Normen behandelt werden,
denke aber, dass dies den Satzen der ersten Art, die ei-
gentlich ausschliellich ,Moore-Satze* genannt werden
sollen, nicht ganz entspricht. Der wesentliche Charakter
auBert sich vielmehr in den folgenden Paragraphen:

»lch kann mich darin nicht irren; und schlimmstenfalls
mache ich aus meinem Satze eine Norm.«
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»lch kann mich darin nicht irren: ich bin heute bei ihm
gewesen.«

»lch kann mich darin nicht irren; sollte aber doch etwas
gegen meinen Satz zu sprechen scheinen, so werde
ich, gegen den Schein, an ihm festhalten.« (UG §§634-
636)

Nur ,schlimmstenfalls®, z. B. gegen den Schein, halt man
bspw. am Moore-Satz ,Ich bin heute bei ihm gewesen®
fest. Ich finde den ,schlimmsten® Fall allzu aulRergewdhn-
lich und ggf. dem Fall gleichend, den Skeptiker ins Spiel
bringen. Abgesehen von solchen ,schlimmsten® Fallen hat
der Moore-Satz keinen normativen Charakter, sondern ist
meines Erachtens einfach trivial klar. Unter dem Ausdruck
Lauf ein totes Geleise" verstehe ich also einfach eine Ana-
logie zu der Vorortung in unserem Sprachspiel, an dem
Satze weder ausgesprochen noch an sich verwendet wer-
den. Die Satze, die auf diesen Platz ,verschoben® wurden,
namlich Moore-Satze, haben im Sprachspiel kaum einen
Nutzen.

Angenommen, dass Moore-Sétze irgendwelche Normen
waren, dann muissten wir von ihnen beim Handeln, Den-
ken, etc. geleitet werden. Dies wirde zeigen, dass sich
Moore-Séatze in weiterer Hinsicht duRerten, als dass sie
bloR trivial wahr seien. Was sie inhaltlich liefern, misste
somit viel sinnvoller fiir unser Alltagsleben sein. Die Satze
Lch war nie in Kleinasien®, ,Ich habe zwei Hande" etc.
scheinen aber, auch intuitiv betrachtet, nicht so beschaffen
zu sein, als ob wir uns im Alltag nach ihnen als Normen
richten wiirden. Wenn es der Fall ware, dann héatten
Moore-Sétze selbst nach Kobers Auffassung einen pra-
skriptiven Charakter, der wie der Charakter von Regeln
beschaffen ware. In seinem Big Typescript beschreibt
Wittgenstein bezuglich der Regeln den praskriptiven Cha-
rakter so, dass ,erst alle Regeln das Spiel, die Sprache,
charakterisieren, und daR diese Regeln nicht einer Wirk-
lichkeit verantwortlich sind“. Weiterhin schreibt er: ,eigent-
lich kénnen ja Regeln nicht kollidieren, auRer sie wider-
sprechen einander® (BT, 184f.). Dies wirft die Frage auf,
wie deskriptive Erfahrungssatze und praskriptive Normen
ineinander Ubergehen. Angenommen ich wirde tatsachlich
nach Kleinasien fliegen, wie sdhe dann der normative Satz
aus? Solche Falle, in denen das Gegenteil eines Moore-
Satzes wahr wird, halte ich nicht unbedingt fiir auflerge-
wohnlich, sondern eventuell realistisch. Wirde mich die
Norm nicht dennoch dazu zwingen, zu denken, ich sei
noch nie in Kleinasien gewesen, falls ich es praktisch fan-
de, nach wie vor an den Satz festzuhalten? Der normative
Charakter kann in Wirklichkeit nicht durch Tatsachen be-
einflusst werden.

AuBerdem bin ich der Ansicht, dass Moore-Satze sogar
keinen regelartigen Charakter haben. Denn es fehlt ihnen
ein Hauptcharakteristikum des Regelfolgens. Wie néamlich
kénnten wir ihnen entgegenhandeln?

In Wittgensteins Schriften sind einige Verwandtschaften
zwischen grammatischen Satzen und Moore-Séatzen er-
sichtlich. So weist PU §251 darauf hin, dass grammatische
Satze ebenso die Form von Erfahrungssatzen besitzen
kénnen, und auch, dass ihr Gegenteil fir uns nicht vor-
stellbar ist. Dazu gehort bspw. ,Jeder Stab hat eine Lan-
ge”, ,Ein Meter ist so und so lang“. Solche grammatischen
Satze zeigen aber im Wesentlichen, wie Wérter wie ,Stab“
und ,Meter” gebraucht werden. Im Gegensatz zu ihnen
dienen Moore-Satze nicht als ,Hinweise® auf die
Gebrauchsweise von Wértern. Die Wahrheit eines Moore-
Satzes — z. B. ,Ich habe zwei Hande" — liegt nicht darin,
dass ich verstehe, wie die im Satz liegenden Worter ver-
wendet werden sollen.

Wenn es um grammatische Satze geht, kdnnten wir ei-
nen Schuler testen und prifen, ob er sie verstanden hat,
oder ob er richtig darauf vorbereitet worden ist, wie be-
stimmte Wérter gebraucht werden sollten. Zur Uberpriifung
ob er das Wort ,gelb” verstanden hat, konnten wir ihn auf-
fordern: “Bring mir eine gelbe Blume!” Hierbei ist klar, was
eine richtige Reaktion oder was ein Fehler ist. Zum Be-
herrschen einer Regel muss man wissen, welche Reaktion
richtig oder falsch ist. Denn “[d]Jas Uben im Gebrauch der
Regel zeigt auch, was ein Fehler in ihrer Verwendung ist”
(UG §29).

Bei Moore-Satzen handelt es sich hingegen nicht um die
Beherrschung der Gebrauchsweise von Wortern. Der Un-
terschied zeigt sich z. B. in UG §§70-5. In §71 wird ein
Freund ins Spiel gebracht, der sich plétzlich einbilden wiir-
de, er hatte seit langem bei einer anderen Adresse als bei
seiner tatsachlichen Adresse A gewohnt. Hier wird ange-
nommen, dass der Freund bereits die Gebrauchsweise
einschlagiger Worter wie ,Stralenname®, ,Hausnummer®
kenne und unzahlige Male den Hausnamen, die Haus-
nummer, Briefe, etc., die auf seine Anschrift hinweisen,
wahrgenommen hatte. Bei dem Freund héatte der Satz ,Ich
wohne an der Adresse A“ ein Moore-Satz sein sollen, aber
wie ware es, wenn er auf einmal anfinge, nicht so zu den-
ken? Wittgenstein behandelt vielmehr den falschlichen
Glauben dieses Freundes nicht als einen ,Irrtum*, sondern
eher als eine ,Geistesstérung®. Der falschliche Glaube die-
ser Art lasst sich im Gegensatz zum ,Irrtum® nicht in das
richtige Wissen einordnen (UG §74). Mit anderen Worten:
Er Iasst sich nicht korrigieren, wahrend ein Irrtum korrigier-
bar ist.

Bei ,vernilnftigen* Menschen ist ein Irrtum bei Moore-
Satzen ausgeschlossen. In ihnen kénnen sie sich nicht
irren. Dies macht den Irrtum und somit das Testen des
Irtums unmdglich. Nehmen wir nun an, dass ich einen
Schiiler priifen wiirde, ob er versteht, dass er zwei Hande
hat. Was ware dann ein Kriterium fiir sein Verstéandnis?
Wenn er antworten wiirde, dass er drei Hande habe, dann
wurde ich nicht sagen, dass er einer Norm falsch gefolgt
ware, sondern hielte ihn Wittgenstein folgend eher fir
,geistesgestort”. In diesem Fall kdnnte ich seinen falschli-
chen Glauben nicht korrigieren, sodass ich ihn nicht zum
richtigen Wissen bringen kdnnte. Moore-Satze haben also
nichts mit dem Training, dem Beherrschen von Techniken,
etc. zu tun.

In Anbetracht dieser Argumentation stehe ich der MN-
Deutung misstrauisch gegeniiber. Daher wiirde ich sagen,
dass eine solche Normativitat keine wesentliche Rolle bei
den Moore-Sétzen spielt und dass sie in unserem Sprach-
spiel keine Normen oder Regeln mehr sind. Meiner Mei-
nung nach sind sie einfach trivial wahr, diese Trivialitat
spielt aber doch eine entscheidende Rolle in unserem
Sprachspiel.

IV. Die Funktion von Moore-Satzen

Bei Moore-Satzen mussen eigentlich die Begriindung bzw.
die Rechtfertigung nicht zu einem Ende kommen, denn
diese Satze konnen sich ebenfalls auf Evidenz stutzen.
Bspw. schreibt Wittgenstein Uber die Evidenz fir den
Moore-Satz ,Die Erde hat schon lange vor meiner Geburt
existiert” folgendes:

Was wir historische Evidenz nennen, deutet darauf hin,
die Erde habe schon lange vor meiner Geburt existiert;
- die entgegengesetzte Hypothese hat nichts fur sich.
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Wenn nun alles fur eine Hypothese, nichts gegen sie
spricht — ist sie dann gewi wahr? Man kann sie so be-
zeichnen. [...]. (UG §§ 190f.)

Dementsprechend dient die historische Evidenz dem Un-
termauern des Moore-Satzes. Zur Evidenz dieser Art zahit
Wittgenstein auch ,die Evidenz der Sinne®, ,die unseres
Gedachtnisses” etc.. Sie weisen auf andere Moore-Satze
hin. Allerdings &ufRert sich ein groRer Unterschied zwi-
schen Moore-Satzen und Erfahrungssatzen im folgenden
Punkt: Durch die Rechtfertigung zeigen wir auf, dass Er-
fahrungssatze wahr sind; hingegen bedarf die Wahrheit
von Moore-Satzen weder Rechtfertigung noch Begriin-
dung. Denn wir wissen bereits als ,Common-Sense” in
unserem Sprachspiel, dass Moore-Satze wahr sind. Im
Nachhinein kénnten wir sagen, dass verschiedene Sorten
der Evidenz auf die Wahrheit verschiedener Moore-Satze
hinweisen. Die Rechtfertigung von Erfahrungssatzen ist
sozusagen ein top-down Verfahren: Wir haben die Satze
zu rechtfertigen, um zu zeigen, dass sie wahr sind. Hinge-
gen ist die Rechtfertigung von Moore-Satzen ein bottom-
up Verfahren: Wir wissen bereits, dass Moore-Satze wahr
sind, und erkennen an der Wahrheit der Moore-Satze,
dass eine bestimmte Evidenz ihrer Rechtfertigung dient.

Dieses bottom-up Verfahren bei Moore-Satzen bringt ei-
ne andere Tatsache mit sich. Diesen Punkt beleuchten
Wittgensteins né&here Betrachtungen der Moore-Satze.
Hier zitiere ich von seinen Manuskripten die Passagen, die
den §§201-2 in UG entsprechen:

Denk, jemand fragte: »lIst es wirklich richtig daf® wir uns
auf die Evidenz unsres Gedachtnisses (oder unsrer
Sinne) verlassen wie wir es tun?« // »Haben wir recht,
uns auf unsre Sinne & unser Gedachtnis zu verlassen,
wie wir's tun?« //

Moores gewisse Satze sagen beinahe aus, wir hatten
ein Recht, uns auf diese Evidenz zu verlassen. (MS
175 2r-3v)

Bei der zweiten Variante, die Wittgenstein im ersten Zitat
auffiihrt, ist es deutlich klarer, dass die zweite Passage
(UG §202) als Antwort auf die Frage der ersten Passage
(UG §201) dient. Dementsprechend zeigt ,diese Evidenz*
in der zweiten Passage offensichtlich ,unsre Sinne & unser
Gedéachtnis®. Fernerhin zeigen Moore-Satze, obwohl nicht
auf explizite Weise, dass wir darin Recht haben, uns auf
unsere Sinne, unser Gedachtnis etc. als Evidenz zu ver-
lassen. Moore-Satze werden in unserem Sprachspiel nicht
verwendet, haben aber die Funktion uns dazu zu bringen,
dass wir uns auf eine bestimmte Evidenz verlassen.
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Nun mochte ich einzelne Falle dieser wesentlichen
Funktion der Moore-Séatze betrachten. Prima facie scheint
z. B. der Moore-Satz ,Ich war nie in Kleinasien“ gar nicht
verwendbar zu sein, geschweige denn als Norm oder Re-
gel zu fungieren, aber seine Trivialitdt macht unser Ge-
dachtnis als Evidenz zuverlassig. Ebenso kénnen wir uns
bei den Satzen ,Ich habe zwei Hande" und ,Die Erde hat
schon lange vor meiner Geburt existiert” jeweils auf unsere
Sinne und die historische Evidenz verlassen. Was als Evi-
denz gilt, legt u. a. ein Denksystem nahe. Wie UG §108
zeigt, fungierte der Satz ,Niemand war auf dem Mond" in
den 1950er-Jahren, als Wittgenstein UG niederschrieb, als
ein Moore-Satz im damaligen System der Physik. Der Satz
war fir die damaligen Menschen trivial wahr, weil sie sich
auf die Erfahrung des damaligen physikalischen Systems
gesttitzt haben. Solche verschiedenen Arten zuverlassiger
Evidenz gehoéren zum Fundament des Sprachspiels. Sie
befinden sich am Ende der Rechtfertigung in unserem
Sprachspiel und gehéren zu unserem Handeln, das dem
Sprachspiel zugrunde liegt (UG §204).

Die Evidenz ist unter gewdhnlichen Umstanden ebenso
sicher wie Moore-Satze (UG §250). Weil sie in unserem
Sprachspiel gewiss sind, ist auch die Evidenz fir sie ge-
wiss. Moore-Satze machen also die betreffende Evidenz
so zuverlassig, dass wir ohne Zweifel unsere Sinne, unser
Gedachtnis etc. als Evidenz weiterhin anwenden kénnen.
Die ,auf ein totes Geleise verschobenen® Satze werden
zwar nicht mehr verwendet, dienen aber dennoch dazu,
bestimmte Evidenzen zu sichern.
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Wittgenstein in Tagore’s Dark Chamber:
An Examination of the Influence on Wittgenstein’s Philosophy of
Tagore’s The King of the Dark Chamber
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Abstract

It is a widely accepted fact that the influences on Wittgenstein by the traditional philosophy are very limited. Among this ‘limited’
group of philosophers, Rabindranath Tagore was the notable ‘one & only’ thinker from the outside of the Western world. In a
letter to Paul Engelmann, Wittgenstein discusses Tagore’s play, The King of the Dark Chamber, and indicates that he disagrees
with the ‘object of inquiry’ of the drama. However, few months later, in another letter to Ludwig Hansel, Wittgenstein claimed that
his earlier opinion on the drama should be revised and drama has something grand. | would like to locate this study in the theo-
retical space between Wittgenstein’s two positions on The Dark Chambers. In particular, this study explores Wittgenstein’s dis-
cussion of Tagore’s play within the context and the process of his philosophical development and examines whether Tagore’s
creative works influence Wittgenstein’s later philosophy (the Philosophical Investigations).

Introduction

It is a widely discussed fact that Ludwig Wittgenstein's
reading of other philosophers was very ‘limited’ and very
‘selective’. Even among those ‘limited’ thinkers whom Witt-
genstein mentioned in his writings, Rabindranath Tagore is
a notably less documented person by Wittgensteinians.
Tagore was an Indian poet and Wittgenstein’s contempo-
rary. Tagore seems to have been one of the ‘most known’
Indian thinkers at that time, since he was the first Indian
who was awarded the prestigious Nobel Prize for his con-
tributions to literature in 1913. Wittgenstein mentioned Ta-
gore’s drama The Kings of the Dark Chamber in his letters
to (a) Paul Engelmann on the 23" October 1921 and (b)
Ludwig Hansel in November 1921.

These were the only two occasions that we see these
Tagore-Wittgenstein interventions (if we might call it an
intervention). Beside these two instances it was docu-
mented that Wittgenstein read Tagore’s poems when he
had a meeting with group of philosophers from the Vienna
Circle in 1927. This ‘poetry reading’ has been given differ-
ent interpretations by scholars on the subject. Janik and
Toulmin (1973, 215) claim that this should be read an indi-
cation for Wittgenstein’s counter-attitude towards his posi-
tion in Tractatus Logico Philosophicus. They further state
that “If, on their first meeting, Wittgenstein insisted on
reading the Vienna Circle philosophers the poetry of Ta-
gore” that shows that “Wittgenstein openly dissociated
himself from the ‘technical’ and ‘professional’ conception of
philosophy” (1973, 257) which was advocated by the Trac-
tatus.

My objective in this paper is to engage with Wittgen-
stein’s direct readings of Tagore’s The King of the Dark
Chamber and to examine an indirect conceptual relation-
ship of Wittgenstein teachings and Tagore’s thinking. And |
contend that there are philosophical notions behind Ta-
gore’s The Dark Chamber and argue that there was a sig-
nificant theoretical influence on Wittgenstein’s later think-
ing from this Tagore’s creative work. In particular, | exam-
ine (a) a possible ‘conceptual relationship’ between the
later Wittgenstein’s considerations of a private language
and Tagore’s concept of inner sensation; and (b) Wittgen-
stein’s thought-experiment of the ‘beetle in the box’ and
Tagore’s motive of ‘Queen in the dark chamber’. By exam-
ining this, this paper argues that there is a correlation be-

tween Tagore’s idea of individual internal awakening and
outer manifestation in his dramatic expression and Witt-
genstein’s notions of inner and outer in the Philosophical
Investigations.

Wittgenstein’s communications on Tagore

In a letter to Paul Engelmann from the 23" October 1921,
Wittgenstein mentioned that he read Tagore’s drama The
King of the Dark Chamber and was rather critical of the
content of it. He rather indicated his disagreement with
Tagore’s works. Wittgenstein wrote that it seems to him
that this drama made him feeling that the “wisdom has
come out of the ice-box”. He further wrote,

| should not be surprised to learn that he got it all sec-
ond-hand by reading and listening (exactly as so many
among us acquire their knowledge of Christian wisdom)
rather than from his own genuine feeling. Perhaps |
don’t understand his tone; to me it does not ring like a
tone of a man possessed by the truth. (Like for instance
Ibsen’s tone.). It is possible, however, that here the
translation leaves a chasm which | cannot bridge. | read
with interest throughout, but without being gripped. That
does not seem to be a good sign. (Engelmann 1967,
25)

However, Wittgenstein, in a later letter to Ludwig Hansel,
mentioned that he is rereading Tagore’s Dark Chamber
and this time with more pleasure. He says, “I now believe
that there is indeed something grand here” in The King of
the Dark Chamber (Hansel 1951, 276).

Wittgenstein’s readings of Tagore’s play can be catego-
rized by two main positions: (a) The disagreement with
what Tagore presented through the drama and (b) chang-
ing the position of it though without outlining the area or
points which he disagreed earlier and agrees now.

| locate my interest in this study in the space between
Wittgenstein’s contrasting positions concerning Tagore’s
The King of the Dark Chamber and engage in mapping the
indirect conceptual relationship that these two prominent
thinkers shared in between.
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Content of Tagore’s The King of The Dark
Chamber

The play is about a King who is not visible throughout the
play. It is also about the King's ‘relationship’ with his
Queen Sudarshana and other characters. The Queen has
been kept in a dark chamber where she cannot see the
King. It seems the relationship between Sudarshana, the
Queen, and the King is symbolic and not real. Since the
Dark Chamber doesn’t allow the Queen to see who the
King is, she has to ‘construct’ an imaginative structure in
order to fulfill her desire to think that the King should be a
handsome person. This relationship between the King as
imagined by the Queen and the Queen as a real person
could be read as a relationship between man and the Di-
vine on the one hand, and for some, a romantic relation-
ship between two equally powerful individuals in the other.

The King is unseen by his subjects; some of them ques-
tion his very existence. There are other important charac-
ters in the play, including the maidservant Surangama and
others who are so loyal and worshipful to him that they do
not even request to see him. The subjects have need to
seek proof of the King’s existence; they believe him to be
real and great. Only those who have disarmed their own
pride in subjection to their King know him. They have a
sense of when the King is nearing and when he is present.
But the Queen who keeps equal ‘existence’ to the King in
her imaginary world cannot reach him. However later part
of the drama presents the each character of the play as
having its own ‘imaginary existence’ of the King, which
might not meet his real existence. Moreover, the King as a
person might not exist at all.

The play also deals with the “inner” aspects of an indi-
vidual's spiritual and personal awakening, in relation to
beauty and truth. The following discussion between the
Queen and the Servant shows the relationship between
“sense” and “without seen”.

SUDARSHANA. How can you perceive when he
comes?

SURANGAMA. | cannot say: | seem to hear his foot-
steps in my own heart.

Being his servant of this dark chamber, | have devel-
oped a sense-l can know and feel without seeing. (Ta-
gore 1914, 53)

Tagore in the later Wittgenstein’s works

The passages of Wittgenstein’s texts that are relevant to
this study are primarily Sections 243 to 307 of the Philoso-
phical Investigation. There are two main areas of inquiry
that Wittgenstein engages in these sections: the private
language argument and the notions of inner and outer.

The discussion of the private language argument goes to
show that the meaningfulness of psychologically related
concepts such as “pain”, “sensation” etc. depends upon
the possibilities of producing public criteria for the applica-
tion of those concepts (McGinn 1997, 115). This position
was established by Wittgenstein’s argument in the PI,
§258, which claims that the private sensation “has no
meaning because there is no way of fixing that a future
use of ‘S’ is correct” (McGinn 1997, 129). The idea of ‘pri-
vate’ experience as “self ascription of an ‘inner process’ [is]
criterionless”; the nature of such inner processes without
outward criteria is meaningless (Budd 1989, 61). This
study compares Wittgenstein’s position with the conceptual
picture that Tagore’s Dark Chamber brought with regard to
the concept of internal imaginative function of the ‘other’
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(the King) in the Queen’s mind. The existence of the King
functions as the ‘entity of non-existence’ on the one hand
and the ‘disciplined social order’ itself represents the exis-
tence of the King on the other.

The second issue of importance is found in §§281-307
where Wittgenstein argues that the meaning of a word is
not fixed throughout the practice. Here, the central issue is
the idea that the inner understanding of the idea of a pri-
vate object and its outer manifestation is possible only
within the public linguistic use. The problematics of having
a private ostensive definition, which Wittgenstein dis-
cusses in §§243-281, is very important here. Tagore's
concept of outer manifestation of the inner feeling (the in-
fluence of the King on the servant/ order of the king with-
out his real representation) shows interesting parallels to
this idea. The grammar of traditional ordinary language-
game as Wittgenstein presented through Augustinian
words does not fit in defining the meaning in inward picture
of the concept.

Wittgenstein’s argument of the “beetle in the box” is cen-
tral to this analysis. According to this argument we all have
our own box (pain as a private object in the body) that has
a beetle is inside which only a person having that box can
see. All agents have, so to speak, their own feelings which
are analogous to beetles in their boxes/bodies. But the
beetles drop out. What remains are the boxes/bodies with
their public manifestations.

Wittgenstein raises several issues: first, (a) whether
these two (private object and its public grammar) do not
connect at all, or (b) whether we could have some com-
mon understanding of the using beetle as something in
different boxes and one set of problems; Second, whether
(c) the inside of the boxes are always changing, or rather
(d) there might not be anything at all in the boxes. It seems
that this analysis is shown in the idea of the dark chamber
in Tagore’s play. The dark chamber as the Queen’s box
and “beetle” as the King, which has different manifestation
for each of the participants to the discussion (the Queen,
the Servant, other kings) show very interesting parallels to
each other.

Conclusion

The dark chamber in the play is analogous to the box in
Wittgenstein’s terms. The queen has contact with the king
only in the chamber. What is left for her is only her imagi-
nation. Other people experience the King’'s existence/
presence through the order of the kingdom (although there
are some who doubt). The queen has, so to speak, only a
private experience with the king. He is her beetle in the
box. What she needs is a public experience of him. That is
why she goes out to seek after him. The king lets her go,
but says that he will be everywhere: “I shall show myself
again and again, from every side of the crowd.” (Tagore
1914, 61) The king is, as matter of fact, visible only in the
order.
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Abstract

Lukrez zeichnet zu Beginn des 2. Buches von De rerum natura das Bild eines Schiffes in Seenot — gesehen vom sicheren Ufer
aus. Hans Blumenberg hat das Motiv als ,Schiffbruch mit Zuschauer® aufgegriffen. Es exemplifiziert ein Verhaltnis zwischen
Naturgewalt und reflexiver Reserve; (ibertragen auf kiinstlerische Darstellungen zwischen Asthetik und Natur. Der Beitrag ana-
lysiert diese Bezlige schematisch und wendet die Analyse auf Blumenbergs Motiv an. Das Photo der Folgen eines Schiffbruchs
hat, zweitens, 2015 international Betroffenheit ausgeldst. Sie folgt asthetisch-moralischen Beweggriinden und muss, so wird
argumentiert, durch die Anerkennung des Faktors Natur ergdnzt werden. Natur gehdrt mitbestimmend zu einem Kunstwerk, das

diesen Schiffbruch im Gedachtnis halt.

JAsthetik der Natur* ist ein zwiespéltiger Titel. Er operiert
mit der impliziten Opposition zwischen Kultur und Natur,
nimmt sie aber gleichzeitig zurtick, sofern beide als Ge-
genstand asthetischer Betrachtung erscheinen. Traditionell
ist unter dieser Uberschrift in vielfaltigen Abschattierungen
das Verhaltnis zwischen kognitiven und affektiven Be-
stimmungsgrinden des Sinneswesens Mensch behandelt
worden (vgl. etwa Post 2010). Doch das Thema wird auch
in einer naturalistischen Variante verhandelt. lhr zufolge
untersucht die Asthetik der Natur phylogenetische Deter-
minationen (ehemals das Werk des Schopfergottes), die
menschliches Wohlgefallen bestimmen und als Grundlage
sublimierter ,Kunst‘-Formen anzunehmen sind (vgl. Koch
2008).

Die folgenden Uberlegungen halten sich aus diesem
Konflikt heraus. Eingangs wird eine Sprachregelung vor-
geschlagen, die ,natlrliche® und ,kunstliche® Momente
schematisch unterscheidet. Davon ausgehend wird, als
Beispiel fir die Anwendung der Skizze, das Naturelement
Meer in den Blick genommen. Dabei wird die Systematik
deutlich, in welcher Meereskrafte und Kunstwerke mitein-
ander verkoppelt sein kénnen. Diese Uberlegungen orien-
tieren sich nicht an subjektiven Konstitutionsleistungen.
Sie schlieRen mit Bemerkungen Uber eine Kunstaktion,
welche der Natur den Vorrang lasst.

1. Ein Schema

Kunstlerische Gestaltung wird seit der griechischen Antike
als formendes Hervorbringen beschrieben. Diesem form-
gebenden Aspekt entspricht die Prdgung durch Formen,
traditionell ein Kennzeichen der Materie. Fragen der Na-
turasthetik verlangen eine Analyse dieses formnehmenden
Moments und kdnnen es nicht bei seiner Passivitat be-
wenden lassen. Architektonische Entwirfe kdnnen, zum
Beispiel, Landschaftsformationen aufnehmen, und sich an
ihnen orientieren. Im Extremfall besteht bei ,ready mades”
oder ,found footage* die Gestaltung geradezu in der Uber-
nahme externer Formen. Im Ubernommenen liegt, in die-
sen Beispielen, das formgebende Prinzip. Eine Uberprii-
fung des simplen Form-Materie-Musters ist angezeigt. Zur
Kunstpraxis gehort, erstens, ein Anteil Passivitdt und die
entgegengenommene Form ist, zweitens, ein Bestim-
mungsfaktor fiir Werke.

Dass Kunstlerinnen sich von ihrer Umgebung inspirieren
lassen, wird weithin anerkannt. Oft liegt in dieser Betrach-
tung der Akzent nichtsdestoweniger auf ihrer Formgebung.
Der Platz auf der Sitzflache eines Stuhls und nicht die ei-
gene Materialitdt macht die Fettecke Joseph Beuys’ zu
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Bestandteilen einer ,Kunstinstallation“ (Clewing 2005).
Beuys' (asthetische) Formgebung beruht jedoch auf einer
(sit venia verbo) Formnehmung. Er nimmt Fett gerade we-
gen seiner ,Formschwache® . Es ist (in vergleichbar gerin-
gem Mal) geformt und wird Gberformt. Der Punkt berlhrt
eine Schlisselfrage der Naturasthetik. Wie ist das Verhalt-
nis der beiden Formen zu verstehen? Erhebt die kinstleri-
sche Intervention vorliegende Materialien (formgebend)
erst zu ihrem besonderen Status? Oder enthalten sie von
sich aus bereits Charakteristika, welche in einer spateren
Intervention (formnehmend) quasi freigelegt werden?

Der Zusammenhang wird in den nachsten Abschnitten
an zwei Beispielen verdeutlicht. Schematisch lasst sich die
Verschrankung durch eine Indizierung des Terminus
,Form® anzeigen. Materie tritt in aller Regel nicht in unge-
stalteten Agglomeraten auf. Sie ist durch natirliche Pro-
zesse zu einer bestimmten Konsistenz stabilisiert und/oder
handwerklich bearbeitet. In ,Kunstwerken“ werden diese
Ergebnisse zum Gegenstand weiterer Gestaltung. Gebil-
de, die der Formnahme durch kunstlerische Tatigkeit vor-
liegen, kdnnen als Komposita aus ,Form,/Materie “ notiert
werden; sie werden im Kunst-Griff (der Formgebung,) als
Materie, behandelt. Die Nomenklatur ist banal. Sie erweist
sich dennoch als nitzlich, wenn es darum geht, die kom-
plexen Wechselabhangigkeiten, die sich fiir Naturanteile in
der Kunst ergeben, diskursiv auseinanderzulegen.

2. Ein Schiffbruch

Farbenprachtige Himmelsformationen oder imposante Fel-
sen sind beliebte ,Natursujets® wie — am anderen Ende der
Skala — entwurzelte Baume und reiBende Wasserfalle.
Eine Stufe anspruchsvoller erscheinen eine Ruine oder ein
gekentertes Schiff. Im ersten Fall ist das formnehmende,
Verfahren eine imitatio. Ihr Ausgangspunkt liegt in einem
anonymen Prozess, der durch die darstellende Behand-
lung in die Sphare des Beachtlichen, Eindrucksvollen,
Schoénen ,gehoben” wird. Der symbolische Gehalt des Er-
gebnisses liegt zur Ganze auf der Seite der Betrachtung.
Ein nachster Schritt sind Formen,/Materie,, die Spuren der
Menschenwelt bereits in sich enthalten. Die asthetische
Formung; eines gekenterten Schiffes setzt sich zur Form;,
eines Beforderungsmittels in Beziehung. Ein Thema, in
dem sich diese Interferenz verdichtet, ist der ,Schiffbruch
mit Zuschauern®, dem Hans Blumenberg eine Studie ge-
widmet hat (Blumenberg 1997).

Die ,Asthetik und Moral des Zuschauers® entwickelt
Blumenberg rund um eine Lagebeschreibung bei Lukrez.
Es sei angenehm (,suave“) vom sicheren Ufer aus ein
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Schiff in Seenot zu betrachten (Lukrez 1986, 2. Buch, 1-4).
Lukrez beschreibt die Selbstbestatigung der philosophi-
schen Reserve gegenliber dem Andrang der Welt. Das
sprachliche Bild, dessen er sich bedient, eignet sich gut fur
Gemalde, wie sie etwa Claude Vernet oder William Turner
ausgefihrt haben. Sie sind formnehmend,, dramatische
Wiedergaben eines Sturmes, in dem Seefahrer der Macht
des Meeres unterliegen. Forms/Materie, dieses Sujets ist
ein Uberlebenskampf. Weil darin Menschen involviert sind,
ist die Formgebung, nicht blo3 Imitation. Sie bewirkt zu-
satzlich eine Identifikation. Der Effekt des Bildes kommt
vom Wissen, dass das abgebildete Ereignis, so wie seine
piktorale Wiedergabe, von einer zweifachen Verfassung
des menschlichen Lebens handelt. Im einen Fall um seine
Gefahrdung, im anderen um die gesicherte Distanz, aus
welcher alleine sie sich darstellen lasst.

Bilder vom Schiffbruch flihren Menschen unter dem Dik-
tat der Physik und als Beobachterinnen physikalischer Er-
eignisse vor Augen. (Entsprechend gibt es die Physik als
wissenschaftliche Disziplin nur, weil Forscherinnen ihr un-
terworfen und von ihr distanziert sind.) Die Pointe lasst
sich als ein Formenspiel fassen: die Formnahme; ist auf
eine Formi/Materie; gerichtet, die, parallel zur Formgabe,,
einen menschliche Anteil enthalt. Nicht verklausuliert: das
Werk des Malers zeigt Mensch-in-Natur; es dreht sich dar-
um, dass Menschen zum Spielball des Meeres werden,
auch und besonders angesichts der Tatsache, dass es
sich um dieselben Wesen handelt, die aus diesen Verhalt-
nissen (innerhalb des Bildes) ein Wohlgefihl und (im
Kunstgenuss) Schénheit gewinnen. Die Rolle ,natirlicher”
Phanomene erschopft sich in diesem Beispiel nicht darin,
als Input in eine Formgebung zu fungieren. Der Homo sa-
piens (ein Naturphanomen) begegnet in einer Doppelrolle:
sowohl in seinen (Kunst-)Werken, als auch in den Gestal-
ten, die ihnen zugrunde liegen.

3. Noch ein Schiffbruch

Die Moral, welche in Blumenbergs Kapitellberschrift an-
gesprochen ist, hangt daran, dass sich die Auslieferung an
Naturereignisse, anders als diese selbst, zwischen zwei
Beteiligungsformen aufbaut: der Existenz der Opfer und
der Emphase der Zeuginnen. Zwischen Akteuren in Ge-
fahr und jenen in Beobachtungsposition bestehen, ausge-
sprochen oder nicht, Bindungen der Solidaritat. Die Form-
nahme, des Form-Materie-Ensembles; bezieht (im Bei-
spiel) hilflose Individuen auf solche mit Sitz in einem Ha-
fen. Wie sollen sie sich verhalten? Die Frage stellt sich im
faktischen Notfall der Seerettung und ebenso fiir Produkte
mit &sthetischem Anspruch. Menschen-in-Natur, als ge-
fahrdet dargestellt, sind keine I'art-pour-I'art Objekte.

Ein realer Schiffbruch ereignete sich vergangenes Jahr.
Am 2.9.2015 kenterte ein Schlauchboot mit 16 Passagie-
ren beim Versuch, aus der Turkei zur griechischen Insel
Kos Uberzusetzen. Der 3-jdhrige Alan Kurdi gehorte zu
den Toten. Das Photo seiner angeschwemmten Leiche
verbreitete sich schnell im Social Web und fand weltweite
Resonanz (Death 2016). Affektive und gedankliche Fakto-
ren machten es zu einer lkone der Erschitterung Gber das
Flichtlingsschicksal. Seine Wirksamkeit bezieht es aus der
Formnahme; eines Naturgeschehens, in dem ein kleines
Kind zu Tod gekommen ist. Die letale Kollision zwischen
dem Meer und dem Wagnis einer Uberfahrt wird in eine
Abbildung gebracht. Der Sandstrand als flaches Grab des
Kindes ergibt ein eindringliches Memento Mori. In der Re-
zeption des Bildes ist vorwiegend vom Versagen politi-
scher Systeme und einer Krise der Humanitat gesprochen
worden. Doch das ist nur der eine Teil der Konstellation
eines Schiffbruchs.

Zugespitzt formuliert: das Photo handelt ebenso sehr
vom Sieg des Meeres, wie vom Scheitern von Menschen,
welche die Naturgewalten herausfordern. Es unterscheidet
sich von Photos, die z.B. nach dem Amoklauf in einer
Volksschule zu machen sind. Dort ist die Sterblichkeit ein
Hintergrund, vor welchem die Unfassbarkeit wahnhafter
Zustande aufblitzt. Die Szene an der Kiste von Bodrum ist
konstitutiv von der Unfassbarkeit der Natur gepragt, mit
der Menschen sich anlegen. Die Aufnahme ist eine Doku-
mentation, die in eine moralische Umgebung einbezogen
werden kann. Die politische und humanitare Misere, in de-
ren Rahmen sich die photographierte Episode zugetragen
hat, bestimmte die Rezeption. Die Identifikation mit dem
Totenbild aus einem Bootsungliick setzte eine Kette von
Klagen, Vorwiirfen und Aufrufen in Gang. Das ist jedoch
nicht die ganze Geschichte. Die Erschitterung, welche
das Bild des toten Alan Kurdi hervorruft, beruht auch auf
der Demonstration, dass niemand etwas gegen den Tod
ausrichtet. Der Materie-Anteil des Form-Materie-
Kompositums; schlagt in seiner Asthetisierung durch.

4. Schiffbruch mit Kurzschluss

Ein Grund dafiir, dass die Rolle der Naturgesetze im Bild
des toten Alan Kurdi kaum mitgedacht wird, ist der Modus
seiner Verbreitung. Es ist nicht bloR schlagartig in den
mafgeblichen Nachrichtenkanalen der Mediengesellschaft
verteilt worden. In der Echokammer dieser Transportmittel
ist auch die Nachricht Uber die globale Verbreitung einer
Nachricht ein Wirkungsfaktor. Zum Wirbel der Mitteilungen
und der Spuren, die beide im Social Web ziehen, hat das
factum brutum der Lebensgefahr auf hoher See nichts bei-
zutragen. Wenn man es entsprechend wirdigt, legt sich
die Frage nahe, aus welchen Griinden Migrantinnen (m/w)
eher den Tod riskieren, als die Alternativen des Uberle-
bens. Das ist kein Thema der Moral, sondern ein Ausloser
zur Kritik der politischen Gesamtverfassung der Region.
Sie muss auch eine Problematisierung der Menschenopfer
einschlieen, zu denen sich die Betroffenen selbst ent-
schlielRen. Das Bild, das innerhalb eines dichten Gewirrs
von Vermittlungsoperationen auf die Betrachterinnen ftrifft,
ist auch ein Epitaph, ein Gedenkstein eines Naturereignis-
ses.

Christian Geyer hat es als Reaktion auf den Albtraum
des Syrienkrieges ausgesprochen: ,Unser Albtraum ist,
dass wir solche Albtrdume nur in abgeleiteten, von der
Deutungsmaschinerie erhitzten Kategorien wie Fluchtursa-
chen, Einzelfallprifung und Kriminalittsstatistik wahrzu-
nehmen gewdhnt sind.“ (Geyer 2016, S.9) Nachrichten
Uber tragische Todesfélle werden medial umstandslos in
den Tagesablauf von Informationskonsumentinnen einge-
speist und dort, wenn (berhaupt, nur oberflachlich bear-
beitet. Das quasi-Okologische Gleichgewicht, das jede
Person zwischen ihrem Hoffnungspotenzial und ihrer End-
lichkeit herstellen muss, ist tberfordert. Im Anschluss an
den Schifforuch September 2015 ist an mehreren Stellen
auf einen aktionistischen Notbehelf zurlickgegriffen wor-
den.

Die Spruchtafel ,Je suis Charlie” wurde nach den Pariser
Anschlagen vom 7. Janner 2015 in unterschiedlichen Kon-
texten als Geste der Solidaritat mit dem Satiremagazin
eingesetzt. Nach diesem Muster tauchten schnell Plakate,
Sticker und Webgraphiken mit der Aufschrift ,Je suis Ay-
lan®“ auf (z.B. Visual Transaction 2016). Das ist ein Gegen-
zug zum Albtraum, den Christian Geyer heraufbeschwort,
namlich die verbale Identifikation mit der Figur, die tot am
Strand liegt. Diese rhetorische Intervention ignoriert alle
Nuancen, die in der Darstellung eines externen, medial
durchformten, Sachverhaltes liegen. Als Demonstration ist
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sie verstandlich, aber es muss auch erlaubt sein, darauf
hinzuweisen, dass es sich um eine sehr bescheidene poli-
tisch-proklamative Kundgebung handelt. Sowohl der
menschliche, als auch der schicksalshafte Anteil der Tra-
gddie sind ausgeblendet. Der Spruch beschwért die condi-
tion humaine unter einem besonderen Blickwinkel, namlich
der Betroffenheit einzelner Manifestantinnen, die sich in
die Trauergemeinde hineinreklamieren.

5. Ubersichtliche Darstellung

Althergebrachte Zeichen der Anteilnahme an einem To-
desfall sind schwarze Armschleifen in der Verwandtschaft,
der Trauerflor auf einer Fahne oder eine Schweigeminute.
Die beschriebenen Spruchtafeln bieten demgegeniber
einen Slogan. Zwischen traditionellen Gebrauchen und
aktuellen Solidaritatskundgebungen ist Platz fir kiinstleri-
sche Darstellung. Eine Verarbeitung des diskutierten Pho-
tos schlieRt den vorliegenden Beitrag ab. Es soll gezeigt
werden, dass die Unverfligbarkeit von Naturablaufen darin
ein Gegengewicht zur asthetisch-moralischen Achse der
Betroffenheit darstellt. Formal gesprochen wird in der Bri-
cke der Empathie eine Komponente des Form-Materie-
Komplexes; (das menschliche Schicksal) formnehmend,
aufgegriffen und mit der korrespondierenden Komponente
der Formgebung; (Betroffenheit der Betrachterin) verschal-
tet. Weniger umstandlich formuliert handelt es sich um die
schaudernde Anteilnahme am Geschick fremder Akteure,
welche Blumenbergs ,Schifforuch mit Zuschauer® in eine
einpragsame Formel bringt.

Zuseherinnen identifizieren sich demonstrativ mit der Not
von Mitmenschen, die sie nicht sind. Sie bezeichnen sich
sogar mit deren Namen. Offensichtlich ist das ein Ubertra-
gener Gebrauch des Satzteils ,Je suis ...". Jeder weil},
dass er — wortlich genommen — nicht zutrifft. Die Diagnose
erinnert an einen berlhmten asthetischen Effekt. R. Ma-
grittes Schriftzug ,Ceci n’est pas une pipe“ unter dem Ab-
bild einer Pfeife zeigt, was zu diesem Thema zu sagen ist.
Identifikationen, die wir mit Hilfe von Darstellungen vor-
nehmen, enthalten ein Element von Willkiir; Semiotik ver-
bindet die Bruchstelle zwischen Zeichen und Bezeichne-
tem. Die Botschaft ist auch im vorliegenden Fall zu beach-
ten.

Der chinesische Kinstler Ai Weiwei hat sich an jener
Stelle, an der Alan Kurdi an den Strand geschwemmt wur-
de, in Positur gelegt. Ein Kritiker findet: ,To pose as Kurdi
is a crude piece of identification with the dead boy.“ (Rat-
man 2016). Er mokiert sich dartiber mit der Bemerkung, Ai
Weiwei sehe “a good deal heavier” aus, als das Kleinkind.
Das ist eine kurzsichtige Lesart der Szene, die Ai Weiwei
konstruiert. Gerade die abfallige Bemerkung uber dessen
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Korperfille gibt jedoch Anlass fir einen Blickwechsel.
Dickleibigkeit ist in dieser Inszenierung ein Beitrag der Na-
tur.

Der abgebildete Kérper Alan Kurdis wird durch den Kor-
per einer weltbekannten Figur ersetzt. Selbstverstandlich
ist es nicht Alan Kurdis Korper. Der Titel des Bildes kdnnte
Llch bin nicht Alan Kurdi“ lauten. Seinen Effekt bezieht es
allerdings nicht aus der Reflexion eines Darstellungsver-
haltnisses, sondern aus einer Naturgegebenheit. In der
Terminologie des eingangs entwickelten Schemas ausge-
driickt: ein Betrachter auf der Ebene der Formgebungs, (ein
Zuseher am Strand) legt seinen Korper an die Stelle, auf
welche er formnehmend, hinweisen will. Er ist auf der
Ebene des Form-Materie-Komplexes; das Wesen aus
Fleisch und Blut, das er formgebend, zum Denkmal des
Todes Alan Kurdis erhebt. Inm vorzuhalten, seine korperli-
chen Eigenschaften seien nicht jene Alan Kurdis, ist so
verfehlt, wie gegen eine Nachbildung des Kindes aus Stein
oder Metall aufzutreten.

Niru Ratman halt Ai Weiwei vor, er ware nicht in dersel-
ben Position wie Alan Kurdi, denn dieser kdnnte nach der
Photosession nicht aufstehen und den Ort verlassen. Er
moralisiert. Die Strandszene halt Schiffbrichige und teil-
nehmende Beobachtung zusammen und auseinander. Sie
tut das, indem sie dem Abbild einer Leiche, d.h. eines
Menschen auf der Rickkehr zur bloRen Natur, das Abbild
eines Menschen unterschiebt, der diesem Vorgang vorlau-
fig widersteht. Eine Gegenstimme zur mentalen Identifika-
tion ist die Bewegung, durch die sich Ai Weiwei mit einem
leblosen Korper in eine Reihe stellt. So entsteht Kunst aus
Natur.
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Recollecting Rush Rhees

Liam Hughes

Swansea, Wales

Abstract

This brief recollection is primarily an acknowledgement of a personal debt of gratitude to Rush Rhees. It may serve as a re-
minder that apart from his contribution to making Wittgenstein’s works accessible, he developed his own distinctive philosophi-
cal voice. By casting a particular light on the man and his work | hope to encourage a re-reading. In the early part of this paper, |
focus on his seminars and the impression they made on those who attended, while in the remainder, | comment briefly on wider
issues; editing Wittgenstein, making his works more understandable through teaching and writing, as well as his own unique

contribution to philosophy.

When | arrived in Swansea in 1981 to do post-graduate
research, what | knew about Rush Rhees was perhaps
similar to anyone with a nodding acquaintance of philoso-
phy — namely, that he was one of Wittgenstein’s literary
executors, and that he was both an editor of and a com-
mentator on his work. | did not know about his close
friendship with Wittgenstein or his discussions with him
regarding parts of the Philosophical Investigations (Pl) and
its ordering (Rhees 2006, p. 257). Understandably, | was
unaware of the reverence with which he was held as a
teacher. Around this time Rush Rhees returned to Swan-
sea from London and began giving lectures attended
mainly by teaching staff from various disciplines. He was
introducing Wittgenstein’s “Lectures, on ‘Private Experi-
ence’ and ‘Sense Data™. These were instigated by Profes-
sor Phillips, then Head of the Philosophy Department and
former student of Rhees’, who wanted him involved. After
a small number of sessions, Rhees told Phillips that he no
longer wished to continue. Without knowing the precise
reasons, | suspect that he felt he was lecturing; merely
increasing the audience’s knowledge of a famous philoso-
pher, when he wanted simply to teach those interested in
philosophy. So he switched to giving weekly seminars to a
small group of post-graduate students, of which | was part.

1. Rhees’ Seminars

These took place once a week on Wednesdays, lasting
about two hours though they often continued until we were
evicted by the cleaners. There was a nucleus of about five
or six of us with periodic visits from overseas students or
staff. Rhees helped us greatly to understand Wittgen-
stein’s works but more importantly he showed us by ex-
ample an approach to philosophy and thereby gave us a
sense of what it was or could be. Though in the twilight of
his life, already in his late-70’s, Rhees never missed a
session over a six-year period. He lectured without refer-
ring to notes, though he would sometimes consult a vol-
ume of Wittgenstein’s work usually the German Suhrkamp
Taschenbuch edition, which was well-thumbed with notes
and cross-references in the margins.

Rhees did not conform to the common notion of a great
lecturer — there was nothing smooth or slick about his
presentation, he was not interested in pleasing his audi-
ence and he did not make the topics he was dealing with
simpler or more digestible. However, he left no one in any
doubt about the importance of what he was discussing
even if one did not always fully understand it. His delivery
was slow and measured punctuated with occasional si-
lences — he worked through philosophical problems anew
— so there was a sense of vulnerability and drama. The

slowness was not due to lack of preparation or an inade-
quate grasp of his material but reflected the care he took in
selecting just the right word, the appropriate expression to
which he paid great attention. If one was thinking along
with him one was not conscious of the passage of time
because of the uncertainty of the direction of his train of
thought and the possibility of surprise. It carried a certain
tension, which underlined the difficulty of the subject.

What one learns can only be gauged sometime after the
event, but the common experience of those attending the
seminars, was that of difficulty. While we were encouraged
to contribute to discussion, sometimes our fear of talking
nonsense or our inability to express ourselves with the re-
quired rigour could render us virtually speechless. Becom-
ing full participants in the seminars was a slow, sometimes
painful process. As a result students certainties began to
waver and some questioned the viability of their research
topics.

One could feel the strong link with Wittgenstein in Rhees’
determination to share his understanding and his evident
desire to be true to his teacher at all times. The approach
was sometimes text-based — the Tractatus, Philosophical
Investigations, The Blue and Brown Books, On Certainty;
at other times he would take a problem such as ‘the nature
of causality’ or ‘time’, or ‘what it means to follow a rule’ and
examine it mainly through Wittgensteinian lenses but he
would also provide some historical context. He ranged
widely over topics much beyond the Wittgensteinian cor-
pus. Whichever approach was adopted, Rhees wanted us
to understand that Wittgenstein had taught a method,
which he was passing on. The natural question to ask is
what that method consisted of. There is no simple answer,
though a number of things can be said. In fact, there is not
just one method. Firstly, philosophy is an activity rather
than a body of knowledge — it is something one must en-
gage with oneself, which is one source of its difficulty
(Wittgenstein 1974, T 4.112). Rhees suggested it was a
good idea to have the Tractatus to hand when reading Pl
as the two works were often in dialogue with one another.
He disliked talk of early and late Wittgenstein, because he
wanted to emphasise the continuity of Wittgenstein’s inter-
est in logic in PI, although now he was likely to talk more
about grammar or conceptual analysis. The difficult proc-
ess of conceptual analysis is a key part of the method and
everywhere to be found in Wittgenstein’s PI, dealing with
scepticism, privacy, mastery of a concept, following a rule
and so on. A fundamental feature is the use of examples —
for which Wittgenstein had a particular genius. These
could be used to ground a discussion, to show other pos-
sibilities and to dislodge one’s mind from its habitual ruts. It
helped us see what this method was against — namely,
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seeking a definition, craving generality and thereby despis-
ing the particular case. Related to this was what was called
the ‘anthropological method’, the use of imaginary cases
as a liberating force — showing other possibilities were
conceivable and moreover there was no necessity to our
own practices. In contrast to science, philosophy is con-
templative, and so it can consider cases that do not exist
in actuality; seeing how things might be done differently in
mathematics, science, or ethics from how they in fact are.
Thus we see better what our own practices are like, but do
not have to be (Citron 2015, p. 39). Rhees stressed the
unity of philosophy suggesting that whatever problem you
started with you would quickly stumble on others which
you would have to deal with. He alluded to Wittgenstein’s
use of the analogy between philosophy and a map or a city
— how with time one sees major routes and smaller ones
and how parts are linked, the familiar and unfamiliar, how
one might get lost and so on.

The most important element of Wittgenstein’s teaching
however, could not be set out in sentences — rather it had
to be seen unfold in practice, in his struggles in lectures,
writings or conversations. Attending Rhees’ seminars, one
felt his fidelity to that aspect of Wittgenstein’s practice —
providing a model of how to do this kind of philosophy, in
his own way but with the same spirit of seriousness. You
were shown rather than told. He emphasised that doing
philosophy required patience and that with time one devel-
oped ‘a nose’ for where the crux of a problem lay. One had
to ‘stick around’, stay with the problems, to make advances
in understanding. Like Wittgenstein, the man and the phi-
losopher were of a piece, so knowing the person perhaps
helps with understanding the work.

2. Rhees as Philosopher

As the seminars progressed we became interested in
Rhees’ philosophical writings, his life and his work with
Wittgenstein. Rhees took considerable pains editing Witt-
genstein’s corpus and when he was criticised for his edito-
rial decisions, not printing the Big Typescript as it stood, he
responded with characteristic honesty, “In any editing |
have done | have asked again and again what Wittgen-
stein would have wanted. This has guided me in what |
have decided to leave out and what | have decided to in-
clude.” (Rhees 1996, p. 56) Wittgenstein had entrusted
him and his two other executors with the task and he was
carrying it out with judgement based on his detailed
knowledge of Wittgenstein’s working methods and stan-
dards. The seriousness with which he undertook the task
can be seen in correspondence between the executors
(Erbacher and Krebs 2015, p. 4).

The more we got to know Rhees, the more our respect
for him grew, both as a person and philosopher. He
showed great humility in his dealings with us, frequently
dismissive of his own undoubted philosophical abilities and
achievements. This of course was no affectation adopted
in his later years — one has only to look at his job applica-
tions when much younger, to see his humility and extraor-
dinary candour. (Rhees 2006, p. 270-1) Further, when the
opportunity to attain academic promotion arose, he was
quick to turn it down. It manifested itself too in his reluc-
tance to have his work published no doubt feeling it failed
to meet his exacting standards.

Attending his seminars it often crossed my mind that
Rhees’ career had been eclipsed by Wittgenstein, and that
he suffered by being in his shadow. | began to change my
mind however, when | read his excellent critical essay on
“Wittgenstein’s Builders”, expressing his reservations
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about the notion of “language games”, along with the de-
velopment of his ideas on the notion of a private language.
(Rhees 1970, p. 71-84) With the appearance of several
books published posthumously, edited by Phillips, the view
of his independence as a thinker has been greatly
strengthened. Rhees’ intellectual honesty is shown in the
critical position he adopts to those he admires, such as
Simone WEeil, or his contemporaries like Norman Malcolm.
| suppose one might trace that thread of fearless critical
engagement back to his troubled days in Rochester Uni-
versity from which he was expelled.

While Rhees’ method of doing philosophy is greatly in-
fluenced by Wittgenstein, his conception of it is arguably
different. For instance, he is much more interested in the
history of philosophy and appreciates what we can learn
by tracing arguments over time. He wanted to place Witt-
genstein’s discussions in line with those of the early Greek
philosophers notably, Plato. Though Rhees himself goes
to considerable lengths to minimise the difference between
his views and Wittgenstein’s it is useful to just compare
what each has said, to highlight the areas of tension. From
the start there is a strong tendency in Wittgenstein to want
to get problems solved in philosophy — this business- like
approach continued | think over time. In the Preface to the
Tractatus, “the truth of the thoughts that are here commu-
nicated seem to me unassailable and definitive. | therefore
believe myself to have found on all essential points, the
final solution of the problems” (Wittgenstein 1974, p. 4);
“The real discovery is the one that makes me capable of
stopping doing philosophy when | want to.” (Pl 133) Writ-
ing in 1933, in “Philosophy”, he argues that philosophical
problems arise from confusions in our language. The role
of the philosopher is to make plain what is unclear or con-
fusing with the aim of providing a “perspicuous representa-
tion” of the grammar of concepts. “The problems are dis-
solved in the actual sense of the word — like a lump of
sugar in water.” or “If | am correct, then philosophical prob-
lems must be completely solvable.” (Wittgenstein 1993, p.
181-183).In the same article, he speaks of problems in
philosophy being like an illness that requires treatment.
Though Rhees accepts the analogy between treating a
disorder using psycho-analysis with treating a philosophi-
cal problem; he takes issue with the notion of philosophical
perplexity being analogous to an iliness because it's not as
if the person who is never troubled by such questions is
somehow ‘healthy’. If the philosopher gets clear about her
puzzlement, she is not restored to the where she was be-
fore being puzzled. Rhees claims that to be a philosopher
one must see the problems in a certain way. “Not wanting
to dismiss the questions, nor to ‘get rid of them’ through
any sort of answer, or to show that they are a needless
worry to be put out of mind. (Wittgenstein sometimes
spoke about this in a way that was misleading and con-
trary to his own practice.)” (Rhees 20086, p. xiii) In later dis-
cussions with Rhees, Wittgenstein rejected his idea of PI
133, that what he wanted was something that would en-
able him to stop philosophy whenever he wished — saying
that “is a lie: for | cannot stop it” (Rhees 2006, p. 261).

Rhees does not speak of solutions to philosophical prob-
lems — philosophy is not about removing certain kinds of
unease, or disease, the difficulties are not ultimately
solved by conceptual analysis or the removal of concep-
tual confusion, though that will be part of it. The problems
are not problems with language, “The man who is puzzled
about the nature of thought is not puzzled about language;
he is puzzled about thought.” (Fann 1967, p. 74-78) He
would agree with Wittgenstein that there is an aspect to
philosophical practice that is not purely intellectual but in-
volves character — a matter of the will and thereby has a
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moral dimension. (Rhees 1969, p. 169-172) Philosophy for
Rhees is discussion involving the growth and development
of the understanding — there are no ultimate solutions.

While Rush Rhees will be remembered as one of the lit-
erary executors of Wittgenstein’s will, intimately involved in
the publication and dissemination of his works; for me he
was the embodiment of the ideal philosopher — a person of
integrity, with a vocation to developing understanding
through attentive and honest discussion.

Acknowledgement
| am grateful to Hywel Davies for his critical comments and
Howard Mounce for directing me to relevant sources.

Literature

Citron, Gabriel (ed.) 2015 “Wittgenstein’s Philosophical Conversa-
tions with Rush Rhees (1939-50): from the Notes of Rush Rhees”,
Mind, vol. 124 (493), pp. 1-71.

Erbacher, Christian and Krebs, Sophia 2015 “The First Nine
Months of Editing Wittgenstein, Letters from GEM Anscombe &
Rush Rhees to G H von Wright”, Nordic Wittgenstein Review 4
(no.1), 195-231.

Fann, K. T. 1967 Ludwig Wittgenstein: The Man and his Philoso-
phy, Sussex: Harvester Press.

Rhees, Rush 2006, Wittgenstein and the Possibility of Discourse,
2" ed., ed. D. Z. Phillips, Oxford: Blackwell.

Rhees, Rush 1996 “On Editing Wittgenstein”, ed. D.Z. Phillips, Phi-
losophical Investigations vol. 19 no. 1 January, 55-61.

Rhees, Rush 1970 Discussions of Wittgenstein, London: Routledge
& Kegan Paul.

Rhees, Rush 1969 Without Answers, London: Routledge & Kegan
Paul.

Wittgenstein, Ludwig 1974 Tractatus Logico-Philosophicus, Lon-
don: Routledge & Kegan Paul.

Wittgenstein, Ludwig 1974 Philosophical Investigations, Oxford:
Blackwell.

Wittgenstein, Ludwig 1993 Philosophical Occasions 1912-1951, ed.
James Klagge and Alfred Nordmann, Indianapolis: Hackett Publish-
ing.

105



The Viewpoint-View Scheme — Against the Philosophical Doctrine

of the Privacy of Mental Phenomena

Tomoaki lhara
Tokyo, Japan

Abstract

An essential part of the inner/outer picture of the mind which has dominated modern philosophy is the idea that mental phe-
nomena are private. In this paper, | discuss the privacy of mental phenomena, not from the standpoint of subject-object frame-
work but from that of viewpoint-view scheme, taking up the three different types of mental phenomena — perception, sensation
and aspect-seeing — and suggest, inspired by and thinking with Ludwig Wittgenstein, that while the first two — a view and a pain
— are not private, the last — an aspect - is private. | will then dispel the inner/outer picture out of the consideration on mental
phenomena. Finally, | would say we might come up with communicative discrepancy due to the private characters of our seeing-

an-aspect in that language game.

As to ‘privacy’, Glock once wrote:

An essential part of the INNER/OUTER picture of the
mind which has dominated modern philosophy is the
idea that mental phenomena - ideas, sense-data, rep-
resentations, experiences, etc. — are private in two re-
spects:

privately owned or inalienable: no one else can have
my pain; other people can at most have a pain that is
similar to mine;

epistemically private: only | can know that | am in pain,
since only | feel it, others can only surmise that | am, on
the basis of my behaviour.

(Glock 1996, p. 304)

In this paper, | discuss the privacy of mental phenomena,
not from the standpoint of subject-object framework but
from that of viewpoint-view scheme, taking up the three
different types of mental phenomena — perception, sensa-
tion and aspect-seeing — and suggest, inspired by and
thinking with Ludwig Wittgenstein, that while the first two —
a view and a pain — are not private’, the last — an aspect -
is private. | will then dispel the inner/outer picture out of the
consideration on mental phenomena.

First, | define the three terms as follows;

‘A viewpoint’ is a place from which something can be
perceived or felt.

‘A view’ is what is perceived or felt from a particular
viewpoint.’

‘An object’ is something in a view which is perceived or
felt from many viewpoints.

My idea, developed below, is represented in the follow-
ing figure 1.

An object A viewpoint A view
Perception o many many
Sensation X one one
Aspect-seeing | x x x
Figure 1

Let me start with Wittgenstein’s solipsist’s claim that per-
sonal experiences are epistemically private. S/he says like
this; “There is a temptation for me to say that only my own
experience is real: ‘| know that / see, hear, feel pains, etc.,

1 My idea is that we should not ascribe the ownership to what is perceived and
what is felt. Perception overlaps with sensation, but in principle | distinguish
them into two different phenomena in this paper.
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but not that anyone else does. | can’t know this, because |
am | and they are they.” (BB, p. 46) S/he also says: “Well,
only | can know whether | am really in pain; another per-
son can only surmise it.” (Pl 246) Wittgenstein’s reply to
her/him is: “In what sense are my sensations private? -- In
one way this (what the solipsist says) is false, and in an-
other nonsense.” (Pl 246)

So long as a person can engage in perception-, sensa-
tion-, and aspect-seeing language games, s/he will not
necessarily hold the solipsistic doctrine, which | as well as
Wittgenstein would like to refute. | will explain my idea be-
low.

Perception

What is perceived is an object. In a perception language
game, an object usually affords an infinite number of view-
points with its views. | perceive an object not only from an
actual particular viewpoint with its view but from an infinite
numlzaer of possible viewpoints with their views in mind as
well.”.

When a solipsist says “I| see a desk”, s/he will dogmati-
cally think no one else can see the desk as s/he does, and
that no one else can have this sight. Against him or her, |
would like to suggest that we should change our idea: it is
not the subject ‘I’ but a viewpoint that correlates with the
view. In my idea, anyone else can in principle see the view
if s/lhe sees it from the same particular viewpoint as | see it
from. So, instead of saying “l| see a desk”, | say “A desk is
seen in the view from here (this viewpoint)’. One viewpoint
opens a corresponding view, and the important thing is |
can point to the place (the viewpoint) independently of the
view, which is a physical place anyone can occupy. Thus,
even if | say of ‘this’ or ‘my’ viewpoint, it is no private; any-
one can get to the place and open its view, in principle.
The same is true of view: even if | speak of ‘this’ or ‘my’
view, it is the view which anyone can see from the corre-
sponding viewpoint. In this sense, a viewpoint with its view
is impersonal, not private.

Whereas Wittgenstein’s solipsist says this way: “When
anything is seen, it is always | who see” (BB, p. 63), Witt-
genstein replies to her/him: “When | think about it a little
longer | see that what | wished to say was: ‘Always when
anything was seen, something is seen.’ |.e., that of which |
said it continued during all the experiences of seeing was

2 | agree to the dynamic flow theory of perception, not the snapshot theory.
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not any particular entity ‘I’, but the experiences of seeing
itself.” (BB, p. 63) This is very close to what | said.

| suggest that in a perception language game I’ is re-
dundant; anyone can see THIS view from THIS viewpoint.

Sensation

What is felt, such as a pain, is not an object, because
whereas an object can be seen from many viewpoints by
definition, a pain can be felt from only one. A pain affords
just one viewpoint, so we can neither approach pain nor
grab it to see from many angles. In a sensation language
game, there is just one viewpoint from which | can see a
view. A pain is not an object for another reason. A pain
exists only while someone feels it. Whereas an object lasts
regardless of whether someone perceives it or not, a pain
would not last while someone does not feel it; if so, it is no
more than nonsense.

There are two big differences between a perception- and
a sensation language game. One is that a viewpoint is not
a place for sensation. So, it is not easy for someone else
to occupy the viewpoint to open its view (pain).® The other
is that we cannot epistemically distinguish a view (pain)
from the viewpoint. When | feel a pain, | cannot make clear
where the viewpoint is: it infuses with the view (pain) for
sensation.

When a solipsist says “I have a pain”, s/he will dogmati-
cally think no one else can have the pain as s/he does,
and that no one else can have this pain. Against him or
her, | would AGAIN like to replace the subject ‘I' with a
viewpoint. Instead of saying “| have a pain”, | can say “A
pain is felt from here (this viewpoint)”, even though the
pain and the viewpoint are epistemically indistinguishable.

However, the solipsist might still think that the viewpoint
cannot be occupied by anyone else, so s/he is tempted to
say it is ‘this’ or ‘my’ viewpoint (and pain) and that it is pri-
vate.

Why does s/he think “I have my pain” or “It is only | who
can have my pain; no one else can have this pain”? My
answer is that it is just because | and anyone else cannot
be in the same place simultaneously, just as “The colours
green and blue can’t be in the same place simultaneously.”
(BB, p. 56) It is not a metaphysical truth but just a linguistic
rule, i.e., a grammatical proposition. “This is a grammatical
rule and states a logical impossibility.”(BB, p. 56)

In this sense, a viewpoint with its view is also imper-
sonal, not private in a sensation language game. Anyone
can have THIS pain from THIS viewpoint, in principle; it is
just logically (grammatically) prohibited to say | can feel
her/his pain. “Only | can have my pain” is also a grammati-
cal proposition.

As to the private experience of perception and sensa-
tion, Wittgenstein once thought in 1930’s that the pronoun
‘I has two different usages based on the essence of things
in reality. One is ‘relative’ use: ‘I' is a demonstrative pro-
noun among others, with ‘you’ or ‘he’ as adjacent pro-
nouns. The other is ‘absolute’ use: ‘I’ is not a demonstra-
tive pronoun and no longer opposed to anything. As well,
he thought it is senseless in the latter use to ascribe ‘my’ to
the personal things, because ‘my’ does not function at all.
However, he changed his idea: it is not because of the

3 1 do not say it is impossible, because Wittgenstein often says that “it is con-
ceivable that | feel pain in a tooth in another man’s mouth.” (BB, p. 49) In pos-
sible worlds, someone other than the sufferer can occupy the viewpoint to
open its view (pain).

asymmetry between other personal pronouns and ‘I’ in the
absolute use (with different verifications) but grammatical
differences in linguistic practice. Thus, Wittgenstein began
to contrast two different uses, ‘subjective’ and ‘objective’,
of the first-person pronoun. In the ‘subjective’ use, | cannot
mischaracterize the sufferer in saying of pain, so “In ‘I have
pain’, ‘' is not a demonstrative pronoun” (BB, p. 68) and it
is senseless to ascribe the pain to me in saying ‘I have my
pain’. In and after 1930’s, he is a proponent of the doctrine
that ‘I' is something special, and follows out to make ‘I
bloated, so that his idea nearly coincides with a no-
ownership theory. Thus, he says “We can say the visual
field has certain internal properties, but its being mine is
not essential to its description. That is, it is not an intrinsic
property of a visual sensation, or pain, to belong to some-
one.” (WL, 19)

Aspect-seeing

Seeing as (aspect-seeing) is quite different from a genuine
seeing of an object (ordinary perception). When | see the
duck-rabbit figure, a duck or a rabbit is an aspect, but
when we draw the aspect, we draw nothing but the figure
itself. An aspect is not an object, because an aspect can-
not be seen from many angles by definition. And it's not a
view, either. Even if anyone else can occupy the same
viewpoint as |, s/he might not see the same aspect as I. In
an aspect-seeing language game, what matters is not from
where but how we see the figure. Aspect-seeing is related
to the way we see. If | say “I see this as duck”,* | am not
saying that | see it from a particular viewpoint, but that |
see it in a particular way.®

Another reason that an aspect is not an object is that
while, if | see the same entity, such two propositions of
perception language game as “I see a desk” and ‘| see a
chair” conflicts with each other, these two propositions in
an aspect-seeing language game are compatible, even
though | see the same figure; “I see a rabbit” and “I see a
duck”.

Since an aspect is not a view, not something which | can
see from a particular viewpoint, | cannot say anyone can
see THIS aspect from THIS viewpoint, nor that anyone can
see THIS aspect if s/he sees it THIS way.® That is to say, |
cannot omit ‘I' from a sentence like “I see it as a rabbit”.
Seeing an aspect is a private mental phenomenon. See-
ing-an-aspect is a private phenomenon.

Finally, | would like to claim that the privacy of my mental
phenomenon in aspect-seeing language game entails a
communication problem. Some of the objects afford a sin-
gle aspect, whereas others afford many. As Wittgenstein
says, a knife and fork has just a single aspect, so it would
be odd to say ‘Now | see this as a knife and fork’, ‘Now it is
a fork for me’, or ‘It can be a fork too’. (PPF, 122) These
are the expressions peculiar to an aspect-seeing language
game. We use them when we know there is more than one
aspect of the object. However, if we have only ever seen it
in its single aspect, we will simply treat it as a picture of,
say, a fork. We won’t say ‘I see it as a fork’. Instead we will
simply report the perception in the normal way, as in a
perception language game: ‘| see a fork.” Although some-
thing or some event affords many aspects, we are often
only familiar with just one of them. Then, we would talk as
if we are engaged in a perception language game. When
we see different aspects from each other, seeing the same

4 ‘Seeing A as B’ is a typical expression when | see an aspect.

5 The same is true for a rhetorical metaphor. When | say ‘You are a shining
star’ (= 'l see you as a shining star’), that means | see you in a particular way.
6 Sometimes | can teach someone how to see an aspect, but not always.
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entity, it matters much. What we see would conflict with
each other, and we would be exposed to the risk of com-
municative failure. In an aspect-seeing language game, we
would be unable to decide which is right or wrong, and if |
don’t notice our interlocutor’s aspect, | would be at a loss
to know what s/he is talking about. That would cause a big
problem in mutual understanding.
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The how is key for the what

The family chronicle: Ludwig Wittgenstein from a relational

perspective
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Abstract

The family chronicle (Familienerinnerungen) by Ludwig Wittgenstein’s eldest sister Hermine is one of the main biographical
sources about the ‘private Ludwig’ and has crucially shaped the images of Wittgenstein family members. This chronicle, pub-
lished as a whole for the first time at the end of 2015, is an important step towards an informed reading of this source. However,
a reading based upon autobiographical and literary theory can help to deconstruct some of the seductive interpretations of such
an (auto)biographical text. In Das Familiengedéchtnis der Wittgensteins (2011) | analysed this source, arguing that a relational
approach — reading autobiographical sources from Hermine alongside autobiographical notes from Ludwig Wittgenstein and
examining their attitudes towards the (auto)biographical genre — grants more insights into the way that the formatting of auto-
biographical texts shapes its content and its perception. This will help to review the images we have from both, built around al-

leged intended silences.

The family chronicle (Familienerinnerungen) by Ludwig
Wittgenstein’s eldest sister Hermine is one of the main
biographical sources about the ‘private Ludwig’ and has
crucially shaped the images that exist of him and the Witt-
genstein family. The chronicle — covering the family story
from the mid 19" century until 1948, written during and
after World War 11 1944-48 — had a crucial role also in es-
tablishing the family memory, as those stories were, and
are, recycled in the family and in the biographies again
and again. This chronicle was published at the end of last
year (by Somavilla, 2015), and is a reason for me to re-
assess my dissertation, published as Das Fami-
liengedéchtnis der Wittgensteins (2011), which analysed
this particular source from an interdisciplinary perspective.
While back then the family chronicle was accessible only
to Wittgenstein scholars close to the family (apart from
published excerpts such as the chapter on Ludwig; by
Rhees, 1987), now it is available to the broader public.
This edition is an important step towards an informed read-
ing of this source, however, a reading based upon auto-
biographical, literary and cultural theory can help to de-
construct some of its major narratives that have heavily
influenced the way that the family and the ‘private’ Witt-
genstein were seen. After all, it has also influenced our
perception of him as philosopher. As Marjorie Perloff re-
cently said at a symposium in Vienna: ,Because of Witt-
genstein being different he looked at difference. This per-
spective has something to do with your life. Ideas don't
come out of a vacuum.” Then she referred to his neglected
homosexuality, the suicides of his brothers, the burden of
Jewishness, and the isolation in places such as Norway;
highlighting ‘exile features’ that can be found already in the
early account by Hermine in her chronicle, when describ-
ing him as an isolated person from early childhood on-
wards, feeling permanently misunderstood and socially
estranged.

In this article | would like to challenge some of the se-
ductive interpretations of (auto)biographical texts in the
Wittgenstein field. Das Familiengedéchtnis is a relational
biography, written from two perspectives, Ludwig and
Hermine Wittgenstein, which analyses autobiographical
sources from both sides, arguing that this helps to review
both Hermine and Ludwig Wittgenstein as persons, by
scrutinizing their attitude towards the (auto)biographical
genre. The term Familiengedéchtnis hints at the multiple

voices that establish a Family memory, showing the impact
this has on conceptions of biographical subjects.

Images of the Wittgenstein Family

Hermine Wittgenstein died in 1949, one year after she fin-
ished the chronicle. Then her brother Ludwig noted in his
manuscript 138: "Mining dying. Great loss to me and
all....Around me the roots are cut off, which my own life
depends on.” He died himself two years later in Cam-
bridge. She had typed many of his manuscripts, which
made her familiar with his thoughts. Of all six siblings, they
had the most intense relationship, but also a tense one.
Powerfully portrayed by the novelist Thomas Bernhard in
his play Ritter, Dene, Voss. The scene: Ludwig Wittgen-
stein is sitting together with his sisters, Hermine and Mar-
garete, at the dining table in the family’s salon, surrounded
by the ancestral portrait gallery. The atmosphere is
oppressive. Ludwig speaks:

Das Speisezimmer

von dem alles Unheil ausgegangen ist
Vater Mutter Kinder

nichts als Héllendarsteller

in Suppen und Saucen ist immer alles
das etwas wert gewesen ist

ertréankt worden

hatte ich einen tatsachlichen

hatte ich einen wertvollen Gedanken
ertrankte ihn die Mutter in ihrer Suppe
[...] von dem Vaterplatz aus

sind nur Todesurteile gefallt worden
[...] um mich erretten zu kdnnen
zuerst der englische

dann der norwegische Umweg

[...] Da wir zusammen Musik gemacht haben
als ob es Jahrtausende zurtick lage.
(Bernhard 1988, 183f.)

Then he stuffs himself with Hermine’s hand-made dump-
lings until almost suffocated. There is hardly air to breathe,
until Hermine leaves the room and he gets up to flip the
portraits of the ancestors. These images — Hermine as
mother-substitute for ‘little Ludwig’, almost strangling her
brother with care and affection, Ludwig Wittgenstein as a
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tormented thinker, and the Wittgenstein family as a de-
structive community — are hegemonic narratives in the
Wittgenstein literature, clearly to be found in numerous
memoirs, but already in the chronicle of the sister.

Hermine herself described the Wittgenstein family as a
kind of pathological community, by interpreting the suicides
of her brothers as caused by father-son tensions instead of
showing the different motivations and contexts. Book-titles
such as The House of Wittgenstein-A family at war by
Alexander Waugh (2010) put conflicts and secrets at the
centre of a narrative, supporting a psychological reading
that gives little space for alternative descriptions of ‘normal’
(family) life.

For example, Hermine shows the changes in her
brother’s life (from an engineer to a philosopher, to a
teacher, to an architect) as motivated by inner needs and
necessities, describing them as conversions, while giving
little attention to contextual reasons, such as experiences
in World War | or Il. But World War | pushed not just
Ludwig into a practical profession; also Hermine herself,
after having served as nurse, opened a day care for poor
children. While beforehand shifting roles between ,Malerin,
Gutsbesitzerin, Vereinsdame”, so Hermine in a letter to
Ludwig (28.12.1914), she became in 1921 the director of
such an institute. Being unmarried and childless she
started her own quasi family, until in 1938 it was dissolved
by the Nazis, at the same time when the Wittgenstein fam-
ily became threatened. This part of her personality remains
almost unnoticed, it's the chronicler and Ludwig’s eldest
sister whom biographers describe.

Here one has to ask, to what extent did the biographers
thereby follow not too "slavish in the footsteps of their
hero" as Virgina Woolf has called it (in her essay The New
Biography (1927, 475), characterizing it as 19‘“-century
biography style), when portraying Hermine by following her
unselfconfident self presentation? Similarly some critics
(such as David Stern) have argued that the biographers
had followed primarily the ideal image Wittgenstein had of
himself. In the following | will claim that a relational ap-
proach grants more insights into what autobiographical
texts do for their respective authors.

A relational biography

Das Familiengedéchtnis (Immler 2011) is a relational
(meta)-biography putting different (auto-)biographical writ-
ings vis-a-vis. On the one side, the largely conventional
account of a chronicle, describing how the Wittgensteins
became an important part of Vienna’s economic and cul-
tural life and how they suffered the fate of their Jewishness
during the Nazi regime. While Ludwig Wittgenstein’s reflec-
tions on his life are very fragmented, spread throughout his
philosophical oeuvre. We have two pages of autobio-
graphical notes, several remarks that he intended to write
an autobiography, numerous observations on the genres
of autobiography and diary, his practice of keeping a diary
(though mostly not as separate notebook) and of making
confessions towards family members and friends, and his
use of a code (to separate more private notes in the
manuscripts, private in the sense of being remarks on eth-
ics, religion, and culture directed to a specific reader); all
this shows that he valued the autobiographical project.
Systematically compiling the different autobiographical
sources of both authors, categorized and analyzed by
genre, shows how the genres crucially shaped the self-
presentations of the authors, but also (mis)guided the bi-
ographers.
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Hitherto the chronicle has been read foremost in regard
to the information given about Ludwig and the family, but
not in regard to Hermine having her own intentions as au-
thor. Thus, freeing the chronicle and its author from
Ludwig’s shadow by editing the whole text, allows one to
see the genre-character of this source, and also the func-
tion it has in a very important moment of Hermine’s life:
namely holding a family together at a moment it has fallen
apart. This rupture however one hardly realizes as she
focuses on family history, cultural traditions, daily rituals,
and continuities. The rupture of the war is manifest in the
texture, when Hermine shifted her language into a docu-
mentary style when describing the events of 1938. In
chronological detail she describes the deal the family
made with Hitler-Germany, when buying for a huge
amount the Aryanization status to be able to stay in Aus-
tria. Hermine’s decision to stay and to pay, while nearly all
other family members (had) left the country, split the family
for decades (Immler 2011, 244f.). Writing the chronicle,
rooting the family deeply in Austrian culture, legitimizes her
choice; while at the same time keeping up family ties and a
lost world in an imaginative way.

Therefore it is not surprising that when talking about the
chronicle in the Wittgenstein family, descendants focus not
on what is told in there, but rather on what is absent, the
lacks, and the misinterpretations (‘legends’). And the biog-
raphers follow this route. This selective reading of the
chronicle is caused also by interpreting the gaps as inten-
tional silence, while textual analysis offers alternative read-
ings by distinguishing between different forms of silence
(Immler 2013):

There is family-memory-specific silence: as Maurice
Halbwachs (1985) pointed out, family memory is focused
on rituals and continuity, not on rupture; on creating sym-
bols not testimony. We see genre-specific silence: a family
chronicle is a genre that communicates family, it is a ‘men-
tal model’ (Feldman 1994) shaping the production of the
text as its reception: the author’s personal intentions are
overlooked, the focus on family overshadows the individ-
ual. The context-specific silence: the World War Two con-
text supports narratives of healing, not of reflexivity
(Holdenried 2000). And the silence due to narrative pat-
terns: portrayal of everyday rituals and social networks
creates narratives of stability in times of rupture. Therefore
it is not surprising that the chronicle is ended with a rhe-
torical note signalling continuity, while in reality everything
had changed. The split-up of the family is thus absent from
the story line, but the rupture’s grievance is visible in the
text-structure.

The style of writing is a “style of thinking”
(Denkstil)

The change in Hermine’s writing style is particularly telling.
She wrote that she describes her father in a “Telegramm-
stil” as it fits his character (Immler 2011, 289f.). To do duty
to the events of 1938 she saw the need for a documentary
style. That each content requires an appropriate form is an
attitude crucial in the thinking of Ludwig Wittgenstein, who
was always aware that certain things might be expressed
in contexts of one sort, but not in contexts of another. As
he wrote in a letter to his friend Ludwig Hansel: ,Wenn Du
etwas weildt, so sag’s ihm; wenn Du einen Gedanken ge-
habt hast, so teil ihn ihm als Gedanken mit; wenn Du Zwei-
fel hast, so teil sie als Zweifel mit, etc.” (10.3.1937;
Somavilla et al 1994, 143) This coincidence of saying and
showing is characteristic for Wittgenstein’s so-called
“Denkstil”. In this way, questions of style are always phi-
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losophical questions as well: ,Das Wie der Darstellung ist
dem Was wesentlich. Der sich im Stil manifestierende dis-
kursive Gehalt des Gedachten verweist nicht auf eine au-
Rerkursive Struktur der verhandelten Sachen, sondern auf
das Darstellungsbedirfnis des Autors.” (Abel, Krof3 and
Nedo 2007, 12) To understand these relationships be-
tween the how (the form) and the what (the content), offers
a new interpretation of the alleged silences in the Wittgen-
steinian family memory.

From this perspective one could say that Hermine Witt-
genstein, by performing a rupture in the text, indicates to-
wards what cannot be talked about; the inner shock of the
dispute between the siblings. The rupture is dealt with in a
way that Angela Keppler has described in regard to family
taboos, that in family conversation often taboos are indeed
mentioned, but not discussed; told as fact, but a fact with-
out relevance. In this way the family taboo is not denied,
but one tries "to make it a non-issue", as no moral judg-
ment is allowed (1994, 181f.). It is precisely in this area of
ethics, morals, aesthetics and values that language has its
limits: "Whereof one can not speak, thereof one must be
silent", Wittgenstein wrote in the Tractatus Logico-
Philosophicus (7), saying that there are issues one cannot
talk about, only show. Hermine Wittgenstein, one might
say, has internalized those ideas and put them into prac-
tice. Silencing those experiences means then less the re-
pression of unpleasant facts, but rather addressing them in
a familiar way; a way that stresses the ethical dimension.
And indeed, it is an issue that bewildered family members
for decades.

Examining the relationship between the form and the
content offers also new insights into Ludwig Wittgenstein’s
autobiographical notes. While Wittgenstein’s image as an
analytical philosopher was rather disturbed by personal
remarks, those became key when seeing Wittgenstein as
an ethical thinker. A reading however that hindered exam-
ining their performativity, even though Wittgenstein’s scep-
ticism towards the autobiographical supports this ap-
proach.

Ludwig Wittgenstein’s autobiographical
notes

Wittgenstein’s remarks on the vain nature of autobiogra-
phy, his scepticism towards the artificial linearity of auto-
biographical (and philosophical) writing, his deconstruction
of authenticity when stressing the rhetoric of autobio-
graphical notions and the illusions of striving towards an
ideal of a better self, all demand — | would argue — a differ-
ent treatment of his autobiographical remarks. It is true that
Wittgenstein expressed in his writing the desire for a So-
cratic unit of work and life, but he himself had reflected this
desire already as being an illusion and part of self-
deception.

Whereas in the literature his confessions towards family
members and friends are associated with a problematic
perception of Jewish origin, extreme feelings of guilt, self-
blame, a compulsive search for self-improvement, and
masochism towards himself (McGuinness 1988, 98f.), from
a cultural studies perspective the confession can also be
read as a specific form of communication: addressing the
opposite with a particular rhetoric. This, Wittgenstein was
well aware of, when he wrote in his autobiographical
notes: ,Halbe Beichten gegen Mining in denen ich doch
immer als ausgezeichneter Mensch zu scheinen weil®
(McGuinness 1988, 92f.). Here Wittgenstein distances
himself from his own behaviour demonstrating its farce.
Somewhere else he speaks of the confession as "langua-

ge game", pinpointing a formalized form of communication:
“Wenn sich auf mein Gestandnis meines Motivs nicht die
Konsequenzen bauen lieBen, die man im allgemeinen
drauf bauen kann, dann gabe es das ganze Sprachspiel
nicht.” (1.1.1949, Briefwechsel, Electronic-Edition 2004)
While autobiographies are about confirming oneself, do
confessions confirm the existing order (Voisine 1998, 399).
This suggests that Wittgenstein's confessions can be read
not just as an expression of guilt and a search for cathar-
sis, but as a medium for stabilizing relationships. More-
over, Wittgenstein’s scepticism towards his own autobio-
graphical practices often remains unnoticed. To include his
critical and playful reflections about the autobiographical,
showing distance, would nuance the popular image of
Wittgenstein as a rigorous ethicist.

Summing up: The concept Familiengedéchtnis gave me
the opportunity to compare different autobiographical text
types next to each other, which provided new insights
about how self-representations and biographical represen-
tations interact. The relational set-up, looking at the family
chronicle and Ludwig Wittgenstein’s autobiographical re-
marks as a particular “style of thinking", allows it to be
seen that the chronicle includes also the rhetoric of
Ludwig's own distinctive dicta; and illustrates that
the how is key for the what.
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Abstract

The Private Language Argument (Philosophical Investigations, §§243-315) is often accused of seeking to abolish ‘inner life’.
However, reading it together with Wittgenstein’s remarks on perception and aesthetics in Part Il, iv and xi, reveals potential for a
nuanced account of discernment of other people’s intentions and ‘inner’ states. And his scattered references to Dostoevsky’s
novels—which reflect the role of art in the refinement of perception—point towards an aesthetic-ethical account of emphatic

perception.

Ludwig Wittgenstein’s Private Language Argument (PLA)
in the Philosophical Investigations §§243-315, where he
strives to show with numerous intertwining examples that
there cannot be a private linguistic reference to purely ‘in-
terior’ states in one’s body, even pain, has often been ac-
cused of abolishing ‘inner life’ (‘cf. Murdoch 1997). The
overall focus on social practices of the Philosophical Inves-
tigations seems to imply a reductionist behaviorism that
only takes into account externally visible public conven-
tions of behavior to explain intentions and sensations.
However, this common misunderstanding of the Investiga-
tions does not stand up to a close reading of the actual
text. Furthermore, Wittgenstein’s scattered references to
aesthetics and literature, such as to his life-long fascina-
tion with Dostoevsky, point towards potential for a nu-
anced, aesthetic-ethical' account of the ‘inner life’ from
within Wittgenstein’s philosophy.

Even though most of the core examples in the PLA deal
with the impossibility of privately designating one’s own
sensation without recourse to public language, other ex-
amples seamlessly address the perception of others’ ‘in-
ner’ states. For instance, in §293 Wittgenstein compares
the notion that interior states are comparable to ‘things’
that we can label with names with the notion that each one
of us possesses a box with something inside we agree to
call “a beetle.” Nobody can look into the other’'s box and
everybody assumes they can only know what a beetle is
by looking in their own box. There is no way of proving that
all do not have completely different objects in their boxes,
just like there is no way of proving that “pain” feels the
same to everyone. §293 concludes in the following man-
ner: “Das heisst: Wenn man die Grammatik des Ausdrucks
der Empfindung nach dem Muster von ‘Gegenstand und
Bezeichnung’ konstruiert, dann fallt der Gegenstand als
irrelevant aus der Betrachtung heraus.” Wittgenstein then
claims that the object inside the box is irrelevant for the
language games it is embedded in—we can refer to the
other’s “beetle” without having seen it, just like we can in-
quire of, empathize with, and speak of the other’s pain
without having felt it.

This means that Wittgenstein does not mean to abolish
inner life per se—he is only saying that if we reified ‘inte-
rior' sensations and took them to be “things” we refer to,
then these postulated interior objects would be irrelevant
for our language. For we can, in fact, know that somebody
is in pain without having unmediated access to their actual
bodily sensations. Inquiring about their wellbeing, helping

1 It is well known that Wittgenstein frequently addressed both ethics and aes-
thetics simultaneously. Cf. Tractatus logico-philosophicus 6.421; ,Lecture on
Ethics“, where he speaks of ethics in ,wider terms”, which generally “includes
aesthetics”) p. 38, PI §77.
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them etc. that is—all the practices surrounding the concept
of “pain” in our life form are possible without having imme-
diate access to this purported “object”. This shows that the
“object” is irrelevant to the grammar of pain and that the
facile representationalist notion of pain attribution is a good
example what Wittgenstein calls a “picture” that “held us
captive” in §115.

Wittgenstein consistently rallied against the Cartesian
notion that mindedness is somehow ‘inside’ the body (like
res cogitans is supposedly “inside” res extensa). By con-
trast, he asserts “The human body is the best picture of the
human soul” (Part Il, iv, p. 178.). To apply this to the Pri-
vate Language Argument: when we say ‘| believe he is
suffering”, we are not making hypotheses about an object
hidden inside the suffering person’s body, “pain”, rather,
we are quite capable of non-inferentially perceiving it.
However, this does not mean that ‘inner life’ is reducible to
public conventions. By dissolving the Cartesian notion that
‘interior’ states are a special class of ‘things’, which are
somehow ‘inside’ us, richer conceptual resources are
made available to address it. For, abolishing a facile repre-
sentationalist view of ‘inner’ states also relativizes the as-
sumption that they are akin to already well-defined, solid
objects and that the only conceptual work left to do in en-
gagement with ‘inner life’ is to label them with a name.

Beside his dissolution of the ‘inner/ ‘outer’ dichotomy,
making room for the empirical fact that others’ feelings and
motives can be transparent to us, Wittgenstein also points
towards a notion that seeing others’ ‘inner life’ is a capacity
that is not just straight-forwardly there but that can be ex-
ercised well and improved upon. For instance, towards the
closing of the Investigations, he asks, whether there is
“expert judgment about the genuineness of expressions of
feeling™:

Gibt es Uber die Echtheit des Geflihlsausdrucks ein
‘fachmannisches’ Urteil? — Es gibt auch da Menschen
mit ‘besserem’ und Menschen mit ‘schlechterem’ Urteil.
[...] Kann man Menschenkenntnis lernen? Ja; Mancher
kann sie lernen. Aber nicht durch einen Lehrkurs, son-
dern durch ‘Erfahrung’. — Kann ein Anderer dabei sein
Lehrer sein? Gewiss. Er gibt ihm von Zeit zu Zeit den
richtigen Wink. — So schaut hier das ‘Lernen’ und das
‘Lehren’ aus. — Was man lernt, ist keine Technik; man
lernt richtige Urteile. Es gibt auch Regeln, aber sie bil-
den kein System, und nur der Erfahrene kann sie richtig
anwenden. Unahnlich den Rechenregeln. (Part Il, xi, p.
574f.)

By contrasting correct judgments of others’ feelings with
calculating rules, Wittgenstein reminds readers yet again
of the sheer diversity of language games and that he does
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not mean to assimilate everything to his paradigmatic ex-
ample of a social practice, namely learning arithmetic
rules.

In continuing the discussion on “expert judgment of the
genuineness of expressions of feeling”, he considers “a
genuine look of love”. Here he introduces an aesthetic
consideration: “ware ich ein hochst talentierter Maler, so
ware es denkbar, dass ich in Bildern den echten Blick und
den geheuchelten darstellte”, and “frag dich: Wie lernt der
Mensch einen ‘Blick’ fiir etwas kriegen?” It is suggested
that a talented artist, a painter, would have developed “an
eye” for subtle signs of hypocrisy, and would furthermore
be able to express them in his art in a way communicable
to others. Wittgenstein implicitly suggests a correlation be-
tween a talent in art and a capacity to perceive “imponder-
able [unwégbare] evidence”, “subtleties of glance, of ges-
ture, of tone.” (PI, Part Il, xi, 576)

In recurring remarks in private notebooks, Wittgenstein
explicitly turns to literary art to answer the question how to
represent ‘inner life’, such as an intention. He evokes
Dostoevsky in this context:

Wie ist das: die Absicht haben, etwas zu tun? Was
kann ich drauf antworten? Eine Art der Antwort ware:
das zu sagen, was /das zu sagen/das sagen, was ein
Romanschriftsteller sagt, Dostoevsky etwa, // ware: ei-
nen Romanschriftsteller ... reden zu lassen/zu zitieren
/aufzuschlagen //wenn /wo/ er die Seelenzustande ei-
ner Person / eines Menschen /beschreibt/die/der/ eine
bestimmte Absicht hat. (Nachlass, [180b, 17r; 129,
135f; 228 § 284; 230 § 486])°

Studying the manner in which artists like painters or novel-
ists express ‘inner life’ provides one avenue of a sophisti-
cated representation of intentions and other mental states
(Seelenzusténde), which goes beyond the kind of repre-
sentationalism out to simply label ‘interior’ objects.

Needless to say, Dostoevsky’'s novels are especially
celebrated for their masterful insight into the workings of
the human psyche. As Mikhail Bakhtin noted about the
innovativeness of Dostoevsky's poetics:

At a time when the self-consciousness of a character
was usually seen merely as an element of his reality, as
merely one of the features of his integrated image,
here, on the contrary, all of reality becomes an element
of the character’s self-consciousness. (48)°

He draws attention to the relativity of the dichotomy be-
tween ‘inner’ life/ ‘outer’ world in Dostoevsky’s art and the
kind of depiction of the world from a personally experi-
enced perspective that is usually associated with modern
art.

One of the early novels, the semi-autobiographical Notes
from the House of the Dead, which Wittgenstein consid-
ered Dostoevsky’s greatest work (Malcolm and von Wright
2001, 45), depicts life at a Siberian hard labor penal col-
ony. Its main theme is the narrator’s shift in perception of
his fellow inmates. With time, he is able to see ‘beneath’
“the revolting crust that covered them outside”, to see them
as “good people, capable of thinking and feeling” (228).
However, the novel never psychologizes: it never bluntly

2 The series of references and the variation in formulation show that Wittgen-
stein re-typed this remark after jotting it down in his notebook and referred to it
in several manuscripts (Biesenbach 2011, 87).

3 Wittgenstein was closely befriended with Nikolai Bakhtin, Mikhail’s brother.
Dostoevsky’s novels were a common topic of their conversations. Nikolai was
known to have read Mikhail Bakhtin’s book on Dostoevsky in 1931 and it is
likely that he discussed it with Wittgenstein (McGuinness 2013, 237ff. and
Fedayeva 2000).

refers to the changes taking place ‘in’ the narrator’'s head,
nor does he locate the convicts’ worthiness by naming iso-
lable thoughts and feelings the latter may have had.
Rather, the changes become apparent by the narrating
structure employed, by the manner subjectively felt tempo-
rality is extended in the beginning, and condensed later
on, and by the way in which he refers to his fellow con-
victs.

Dostoevsky’s last novel, The Brothers Karamazov—
which Wittgenstein was “certifiably obsessed with” (Klagge
2011, 136)4—deals not only with perception and just rep-
resentation of others’ ‘interiority’, but it self-reflectively con-
siders the role of art in perception. Similarly to the closing
of the later Philosophical Investigations, the novel further-
more depicts perception not as a brute physiological fact,
but as a capacity subject to the will and the imagination,
and capable of refinement. Wittgenstein was primarily im-
pressed with one of the novel's main protagonists, Father
Zosima.® Drury recalls Wittgenstein telling him,

When | was a village schoolmaster in Austria after the
war | read The Brothers Karamazov over and over
again. | read it out loud to the village priest. There really
were people like Staretz Zosima, people who could look
into others’ hearts [...].” (Qtd. in Rhees 1984, 79; added
emphasis)

He seems to have been particularly impressed by the
monk’s extraordinary capacity to ‘read’ people.

Father Zosima’s “fine discernment” is emphasized within
the novel, as well:

[...] having taken into his soul so many confessions,
sorrows, confidences, [Staretz Zosima] acquired in the
end such fine discernment that he could tell, from the
first glance at a visiting stranger’s face, what was in his
mind, what he needed, and even what kind of suffering
tormented his conscience; and he sometimes aston-
ished, perplexed and almost frightened the visitor by
this knowledge of his secret even before he had spoken
a word. (29)

However, the novel does not reveal Staretz Zosima’'s own
‘inner’ life. In the middle of the novel, in Book VI, “The
Russian Monk”, we find a hagiographic narrative of the late
Zosima’'s life, written by his faithful disciple Alyosha
Karamazov. Zosima appears in a highly stylized manner:
his ‘Vita’ expresses primarily external circumstances of his
life, never wading too deep into psychological motives, as
is characteristic of hagiographic conventions; his teachings
are expressed in a childlike, naive language.

While the character of Zosima is depicted with a two-
dimensionality reminiscent of orthodox icons, his disciple
Alyosha is shown in more psychological realism. For,
whereas Zosima is introduced as somebody who has al-
ready mastered the art of ‘people reading’ over many
years, the manner in which Alyosha speaks reveals his
budding capacity for emphatic perception. Furthermore, his
judgment of people and emphatic analysis of their circum-
stances is described in aesthetic terms. For instance,
when he visits Lise, a childhood friend with whom he “day-
dreamed together and made up long stories between
them”, he tells her about his encounter with Captain Snegi-
rov, a poor and proud man whom he tried to help by offer-
ing money:

4 Furthermore, Dmitry Karamazov's mysterious purse around the neck had
allegedly inspired Wittgenstein’s beetle in the box example (Richter 2004, 34).
5 Wittgenstein had reportedly read The Brothers Karamazov so often, that he
knew large passages by heart, especially the speeches of Father Zosima
(Monk 1990, 136).
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Alyosha sat down at the table and began telling his
story, but from the first words he lost all his embar-
rassment and, in turn, carried Lise away. He spoke un-
der the influence of strong emotion and the recent ex-
traordinary impression, and succeeded in telling it well
and thoroughly. (214)

The manner his everyday account of what had just hap-
pened to him is introduced recalls aesthetic categories. His
story “carried Lise away”, evoking the effect of absorption
in the artwork;6 it is mentioned that he “succeeded in telling
it well”, a criterion not ordinarily applied to everyday con-
versations. It goes on that “Lise was greatly moved by his
story. Alyosha managed to paint the image of “llyu-
shechka” [Captain Snegirov’s son] for her with ardent feel-
ing.” Alyosha’s talent of describing people and circum-
stances is described with the topos of a painter and his
image.

They discuss why the poor Captain did not accept the
two hundred roubles Alyosha wanted to give him and dis-
cussed what words he should use to convince the proud
man to take it without losing his face. Lise asks, in a man-
ner revealing her utter absorption in Alyosha’s story,

Listen, Alexei Fyodorovich, isn’t there something in all
this reasoning of ours, | mean, of yours...no, better, of
ours...isn't there some contempt for him, for this
wretched man...that we are examining his soul like this,
as if we were looking down on him? That we have de-
cided so certainly, now, that he will accept the money?
(217)

Alyosha, very seriously, denies that there is any contempt
in him for Snegirov, that he in fact considers himself pettier
than the Captain. Because he does not consider himself
better than Captain Snegirov, he is not expressing con-
tempt of him by speaking about him. Alyosha quotes Fa-
ther Zosima that “most people need to be looked after like
children, and some like the sick in hospitals”, and he and
Lise rapturously vow to “look after people this way!” Alyo-
sha, however, adds that he does not feel quite ready,
“sometimes | am very impatient, and sometimes | don’t see
things” (217), suggesting that the very way one “sees
things” is part of an attitude that expresses either contempt
or active love, the readiness to “look after people.” His
manner of expression reveals that he considers his own
perception of others a capacity he could improve on, be-
cause he attributes his momentary inability to “see things”
to his impatience. It reveals that he considers the aesthet-
ics of his narrative to have ethical implications—it might
turn out to be contemptful of the object of his narration.

In conclusion, by denying that there can be a private
language about ‘interior’ states, Wittgenstein does not
therefore abolish ‘inner life’. Rather, he seeks to subvert a
simplified picture of the mind, according to which ‘interior’
states are reified into well-defined entities that exist inde-
pendently of our engagement with them. He

6 Denis Diderot—whose name recurrs repeatedly throughout the novel, mostly
in parodic contexts—stresses absorption in his aesthetic philosophy. For a
discussion of Diderot's notions of absorption and theatricality in relation to
Wittgenstein’s aesthetics see Fried 2007.
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recommends turning to artists and novelist for a finer
discernment and dynamic expression of ‘inner life’,
especially to Dostoevsky. The refinement of discernment in
the perception of others is a prominent motif in the latter's
work, which often serves as a structuring principle of
narrative. Furthermore, Dostoevsky's novels themselves
reflect the role of art in the refinement of perception and
the ethical implications of aesthetic objectification.
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Abstract

The aim of my paper is to propose a new term: family deformation. In the first part | discuss Wittgenstein’s use of the term family
resemblance to show that: 1) contrary to what Hans Sluga has suggested, it is only a resemblance, not a kinship term; 2) it
should be understood as an object of comparison. In the second part | discuss a fragment of Ernesto Sabato’s novel The Tunnel
to interpret occurrences of the term family deformation. In the final section | compare family resemblance with family deforma-
tion and present family deformation as a special case of seeing an aspect.

As it has been repeatedly noticed, the term family resem-
blance (Familiendhnlichkeit) occurred in Philosophical In-
vestigations, in remark 67, when Wittgenstein answered to
interlocutor’s objection that, although in the previous re-
marks he had discussed the language games, he had not
specified what was the essence of language games, lan-
guage and general form of the proposition. Wittgenstein’s
answer was that there was not any common feature of
what we call propositions, language games, or language,
which would legitimize using these words in particular cir-
cumstances. Instead, Wittgenstein says, there are various
affinities between them, affinities that can be characterised
as “family resemblances”, for they remind the resem-
blances between different members of a family. There are
two issues to discuss with reference to these remarks.
Firstly: does Wittgenstein propose any theory of language?
And secondly: are all terms family resemblance terms? In
my opinion, the answer to both these questions is nega-
tive, however here | will not discuss them in detail. My only
objective is to point out these issues, as they appear fre-
quently in Wittgenstein’s reception.

For the first time Wittgenstein used the term family re-
semblance in The Big Typescript, in a subsection 58 of a
section entited Grammar: The Strict Grammatical Rules of
a Game and the Fluctuating Use of Language. Logic as
Normative. To what Extent do we Talk about Ideal Cases,
an Ideal Language? (“The Logic of a Vacuum.”), with ref-
erence to Oswald Spengler's Decline of the West. Witt-
genstein suggests there that Spengler could have been
better understood, if he had compared cultural periods to
the lives of families and differentiate the family resem-
blances from the resemblances between different families,
with indication to the object of comparison. Wittgenstein
criticized there two things: 1) confusion of an archetype (an
ideal object) with a concrete object, and putting on the
same level of an archetype with the objects; 2) ascribing of
the properties, which should be ascribed only to an arche-
type, to an object. However, according to this view, an ar-
chetype would be nothing more but a general picture con-
sisting of all features common to all particular objects. Al-
though our investigations would become more general, it
would be possible to find objects with respect to which
some claims about the archetype would not be true. What
Wittgenstein wanted to point out, was, in my opinion, the
following thing: in our investigations we often use the ar-
chetype as an ideal picture similar to Galton’s photography
(as the philosopher formulated it in The Blue Book), which
allows us to gain generality, but the abovementioned prob-
lems are the price we pay for it — we confuse an archetype
with an object, and ascribe the properties to the object,
while they should be ascribed only to the archetype, which
are the philosophical tendencies of craving for generality.

Meanwhile, the archetype should be nothing more but an
object of comparison characterising our investigations and
determining their form. According to Wittgenstein, the fam-
ily resemblances function precisely as object of compari-
son. His argument against Spengler is that the latter talks
about resemblances between different cultural periods,
without proposing any object of comparison, on the basis
of which a form of these resemblances could be defined.

What | would like to suggest is that also in Philosophical
Investigations the term family resemblance is used in a
sense of an object of comparison. Although the delibera-
tions from The Big Typescript are not explicitly repeated
there, we can trace their echo, when Wittgenstein talks
about ‘employing examples in a particular way’ (71) and
‘seeing something in a particular way and using it in such-
and-such a way’ (Wittgenstein 1999, 71 74).

The term family resemblance — or rather family likeness,
because this is how Wittgenstein himself translated the
German Familiendhnlichkeiten — is present also in The
Blue Book. Hans Sluga in his essay “Family Resemblance”
focuses his attention on these remarks. Sluga claims that
the notion “family resemblance” is in fact more problematic
that it seems at first sight, because by shifting the accent it
can be understood either as kinship, or resemblance.
Therefore, in his discussion, he differentiates between
concepts of kinship, “of some sort of real and causal con-
nection and of the links established by them”, and resem-
blance, “affinity and correspondence” (Sluga 2006, 14). As
Sluga argues, this interpretation is evident if we relate
Wittgenstein’s remarks from The Blue Book to Friedrich
Nietzsche’s essay “On Truth and Lie in a Nonmoral
Sense”, which allegedly was supposed to influence Witt-
genstein (Sluga claims this on the basis of occurrence of a
leaf example in both philosophers’ works; it can be added
that Nietzsche had taken this example from Gottfried
Wilhelm Leibniz). Moreover, Sluga states that the very no-
tion of family resemblance proves Nietzsche’s impact on
Wittgenstein, which, this time, is supposed to be borrowed
from Beyond the Good and Evil. Insisting on Nietzsche’s
influence on Wittgenstein in this particular aspect is odd,
as Sluga is well acquainted with Ray Monk’s and Brian
McGuinness’ biographies of Wittgenstein, where both au-
thors claim that in 1914 in Cracow Wittgenstein bought
volume 8 of Nietzsche’s works. It was “presumably from
Naumann’s Leipzig edition, where volume 8 contains [...]
‘Der Antichrist [...], ‘Der Fall Wagner, ‘Goétzen-
Dammerung’, ‘Nietzsche contra Wagner’, and Nietzsche’s
poems” (McGuinness 2005, 225). There is no further evi-
dence of Wittgenstein having read any other Nietzsche's
book. Paradoxically, Sluga’s mistake coincides with his
double understanding of family resemblance — as resem-
blance or kinship. By noticing unquestionable similarities
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between the fragment from The Blue Book and Nietzsche’s
essay, he infers a kinship relation of impact. When it
comes to historical-philosophical roots of the term “family
resemblance”, it is hard to provide any conclusive argu-
ment. As Baker and Hacker noted, the term occurred in
many authors before Wittgenstein (see Baker, Hacker
2005, 209), including Arthur Schopenhauer. | would rather
suggest that Wittgenstein possibly borrowed the term from
Schopenhauer’s World as Will and Representation, where
it was used in a quite similar context — with reference to
representations  (precisely: intuitive representations).
Nonetheless, what is actually interesting is a noticeable
“shape of thought”, and, if we look at it from this perspec-
tive, Schopenhauer’s, Goethe’s or Spengler’s inspirations
are all valid as all these authors in greater or lesser extent
were interested in the morphological method. The fact of
applying one of the methods typical for the natural sci-
ences in philosophy, and the way how it was applied, are
both interesting, albeit separate, issues. On the other
hand, it would be helpful to contrast the morphological
method with a Kantian idea of transcendentalism to better
problematise the alleged Wittgensteinian transcendental-
ism. Going back to Sluga’s interpretation, his mistake was,
| think, to conflate the morphological method, which deals
with description of forms, with the aetiological one, explain-
ing the alterations in causal terms. One may suppose that
he would not have committed this error, if instead of refer-
ring his reading of Wittgenstein to Nietzsche, he had re-
ferred it to Schopenhauer, even mentioned by him as an
inspiration for both philosophers. The critique of being cap-
tivated by scientific method in philosophy is present also in
Wittgenstein’s Blue Book, in the fragment following the part
in which Wittgenstein mentions the family likeness. Witt-
genstein discusses there four tendencies of craving for
generality in philosophy, and as the fourth one he men-
tions specifically the preoccupation with the method of sci-
ence. Yet, Sluga intentionally omits this part as not rele-
vant. The critique of the evolutionary hypothesis is also
present in Wittgenstein’'s Remarks on Frazer's Golden
Bough, not to mention the so-called meta-philosophical
remarks in Philosophical Investigations.

Summarizing this part of my essay, what | would like to
emphasise is that the term family resemblance is used by
Wittgenstein as an object of comparison which shapes the
whole investigation, the way of looking at different objects.
From this perspective, it is not at all a theory but rather a
change in the way of looking at things. Furthermore, it
should not be understood as a kinship, but merely as a
resemblance term.

In the second part of my essay | would like to introduce a
new term closely related to family resemblance: family de-
formation. | encountered it in Ernesto Sabato’s novel enti-
tled The Tunnel, so it would be instructive to show in what
sense the author uses it in his book.

The main character — Juan Pablo Castel — is a painter
who wants to find a woman whom he has seen during one
of his exhibitions. Because of his shyness and general lack
of practice in relationships with women, he fantasizes
about different situations when he meets her again. In one
of his fantasies, they meet in a gallery of art. However, af-
ter a quick consideration, he realizes that it would be im-
possible, because he never enters the galleries, for he dis-
likes groups of people gathered only on the basis of their
common taste, as they all share ‘a whole bunch of gro-
tesque attributes’, which can be characterized as ‘a repeti-
tion of some type’. To explain the term ‘repetition of some
type’, he describes two situations. The first situation is the
distress one feels while meeting someone who is con-
stantly blinking their eyes or twisting their mouth. It is a
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more or less regular repetition of particular behavior with
respect to one person. However, if we met a whole group
of such persons gathered in one room, we would deal with
a repetition of the type. Here, then, we are faced with a
feature which is not easy to bear in a single individual, but
multiplied becomes intolerable. To go further, in the sec-
ond case, Juan Pablo Castel shares his observation of
many families in which ‘certain characteristics, certain ges-
tures, certain intonation of voice are repeated’. To leave
this description this way would mean nothing more but to
describe a family resemblance. However, the term “family
deformation” includes a kind of “surplus”. The main charac-
ter of Sabato’s novel narrates a short story which serves
as an exemplification of what this special kind of family
resemblances — i.e. the family deformations — are. Once,
as he recalls, he had been impressed by one woman’s
features, but his delight soon passed and turned into
shame when he met a sister of hers. The same qualities,
so appealing in the woman he had met before, “in her sis-
ter turned out to be emphasized, deformed, slightly carica-
turized, but not exaggerated: if they were too much
changed, it would result in something else, but they were
caricaturized enough to produce a comic effect’. And he
continues: “This type of distortion of the first woman’s pic-
ture in her sister provoked a feeling of shame inside me,
as if it was my guilt that her sister was shedding a ridicul-
ing light on the woman whom | adored” (Sabato 1963, 19-
20). This is exactly the situation wherein the term family
deformation can be used. It should also be noted that Juan
Pablo Castel recalls two other examples of family deforma-
tion: the example of painters who imitate the great mas-
ters, and of those who use a certain jargon (as, for in-
stance, a language of psychoanalysis, fascism, journalism
etc.).

The term “family deformation” is not the opposite of “fam-
ily resemblance”, on the contrary — it is a special type of
the latter. But, as it was mentioned in the former examples,
it includes a kind of “surplus” to “a complicated network of
similarities overlapping and criss-crossing: similarities in
the large and in the small” (Wittgenstein 1999, 66). What
we actually perceive by noticing a family deformation, are
the similarities which differ only in a degree. They are not
different to such an extent which would result in changing
them into something else. The comparison of both objects
makes us to look at the first object in a different fashion.
We see the same thing, but we see it ‘in a different light'. In
the second part of Philosophical Investigations Wittgen-
stein was preoccupied with the problem of seeing aspects.
There are many different types of seeing aspects, e.g.
when we see an aspect continuously, or when we experi-
ence a ‘lightening up’ of an aspect, knowing the aspect
and seeing it. The family resemblance, conceived as an
object of comparison, is a case of knowing the aspect, but
to notice the similarities between different members of a
family is to experience the abovementioned ‘lightening up’
of an aspect. The family deformations work in the similar
way. The moment we see a person whom we adored in a
different way, like Juan Pablo Castel, just because we
have met his or her relative — it is not because something
has really changed in this person, or that we have noticed
a property which was previously hidden to us. As Wittgen-
stein wrote, “what we perceive in the lightening up of an
aspect is not a property of the object, but an internal rela-
tion between it and other objects” (Wittgenstein 1999, PPF
247). What is characteristic for noticing a family deforma-
tion is that the object, which kept us captivated because of
its beauty, pureness etc., loses its special value in our
eyes. The ‘fine shades of behaviour’, as our attitude to-
ward a particular object, change. To notice a family defor-
mation in an object is to notice its similarities with other
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objects, the similarities which differ in a degree. By noticing
them, we perceive the object differently, it can be said,
then, that it loses its uniqueness, its charm. This example
shows that seeing (a visual representation) is immediately
related with, or has an immediate effect on our emotions.
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Abstract

This paper compares how Cora Diamond and Stanley Cavell conceive of the Wittgensteinian aesthetic in the Tractatus and in
Philosophical Investigations, respectively. | argue that for Diamond the Wittgensteinian aesthetic (and the ethical) is overcoming
the illusion that we have meant something through the imaginative understanding of others, including literary works of art. For
Cavell, in turn, the Wittgensteinian aesthetic is perspicuous representations, also mirrored in the Investigations itself, fighting
lostness, resulting in the acknowledgement of our finitude. For both Diamond and Cavell, the aesthetic is (a change of) attitude.

When trying to find some common ground for the charac-
terization of some aspects of the Wittgensteinian aesthetic
in the work of Cora Diamond and Stanley Cavell — two
masters of mine, one helping me to see new layers of sig-
nificance in the Tractatus', the other guiding me how to
read Philosophical Investigations® — it is Wittgenstein's
treatment of illusions, especially philosophical ones, which
offers itself, it seems to me, as a starting point. To sharpen
my focus over a very broad landscape, from Diamond’s
rich output on Wittgenstein | have chosen some ideas of
“Ethics, Imagination and the Method of Wittgenstein’s
Tractatus” (Diamond 2000, henceforth EIM), from Cavell’s
for a long time neglected, highly original contribution to
Wittgenstein studies | will consider, painfully selectively as
well, “The Investigations’ Everyday Aesthetics of ltself’
(Cavell 1996, henceforth IEAI), where the Wittgensteinian
aesthetic is specifically addressed.

Diamond focuses on Wittgenstein’s outlook on ethics,
but there is the well-known dictum in 6.421: “(Ethics and
aesthetics are one and the same)” “(Ethik und Asthetik
sind Eins.)”. There are of course many ways to interpret
this sentence, especially because this is the first and last
occurrence of the word “aesthetic” in the Tractatus and the
sentence is famously between parentheses. | read it, fol-
lowing Diamond’s essay, as saying

(1) that whatever applies to ethics, applies to aesthetics,
too;

(2) so, if ethics is transcendental (cf. 6.421), then aesthet-
ics, too, is transcendental, thus they lie outside the realm
of empirical facts, and no factual propositions can describe
them. Therefore, they cannot be put into words in the
sense that there is no public, visible field of state-of-affairs
which could factually back them up as true or false; they
require a different perspective, and, thus, sense-making,
than the factual;

(3) a person’s ethical attitude to others and to the world is
the same as her aesthetic attitude to others and to the
world: one is the mirror of the other. If you want to be
‘beautiful’, be ‘good’, although these words good or beauti-
ful do not refer to various features or characteristics of a
person as if those were well-identifiable ‘things’ that could
be attached to, or detached from, her. We might think of
salt in a soup: it is neither ‘here’ nor ‘there’ and it is dis-
solved in the liquid; it permeates ‘the whole’, like an atti-
tude, the way one casts herself upon the world and others
all the time; it involves the whole of the self. | think that
such words as good or beautiful, one typically occurring in
ethical, the other in aesthetic discourses, are, according to

1 1 will quote the Tractatus according to Wittgenstein 1961.
2 | will quote the Investigations according to Wittgenstein 2001.
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the Tractatus, nonsensical because there they are used as
names of qualities. They give us the impression (illusion)
that they are manageable, possible to handle, since they
are anchored in some specific ‘things’ the person ‘has’.
Handle has a meaning: ‘a person’s alias, nickname or
username’ as in ‘what’s your Facebook handle?’; Wittgen-
stein’s fear is that when we use good or beautiful in theo-
ries, we use these words as names in this sense of handle:
we think we have grasped, have a firm grip over a phe-
nomenon, while in fact we do not. As Diamond’s diagnosis
goes, we think we have given some words meaning (be-
cause we believe they point at something concrete, they
have reached their destination, they have done their job)
whereas they have not (cf. e.g. EIM, 162-163, Diamond
refers especially to 4. 002). They have not because ‘in fact
we have failed to endow them with proper meaning: the
good and the beautiful (and lots of other words) are not
things, objects or specific qualities which correspond, in a
one-to-one fashion, to words (names) when we wish to
describe human attitudes.

However, in Diamond’s investigation of the ethical in the
Tractatus, much more is at stake from the aesthetic be-
cause, to dissolve the (basically intellectual, epistemologi-
cal) human inclination to relate to ethical issues as if they
were ‘handleable’ things, she brings literary works of art
into her discussion, e. g., in most detail, Nathaniel Haw-
thorne’s short story, “The Birthmark” (to which | will re-
turn)a. One of her reasons is, | think, that works of art, like
human beings, contain qualities we ascribe to them not as
composites but as complexes: in our talk, because of the
nature of our language, we inevitably mention ‘features’ of
a work of art as being ‘beautiful’, ‘ugly’, ‘good’, ‘bad’, etc.
but it makes — typically various — effects on us as ‘wholes’;
we appreciate them as ‘wholes’.

However, there is trouble with our discourse even when
we use the word whole, because this word is shorthand,
i.e. abbreviated, simplified, illusion-raising communication,
too: we hardly have the notion of what grasping the whole
of a work of art would amount to and artworks do not have
clear boundaries. Aesthetic approaches of the past 30-40
years have especially been keen on pointing out how a
work of art gets recreated in the assessor, the viewer, the
reader, who is not a ‘unified subject’, either. An artwork is
constructed by, and in, previous and contextual discourses
and practices; it is embedded in time and history. Diamond
would claim that, according to the Tractatus, ‘the whole’
applied to an artwork is another piece of nonsense we can
only understand through imagining how the Other may

3 | will quote “The Birthmark” (written in 1843, the final form appearing in
Mosses from an Old Manse, 1846) according to Hawthorne 2003.
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make sense of the world (her world), and how she uses
words in that world (cf. EIM, 165).

This leads us to another reason why Diamond involves
aesthetic attitudes in ethical investigations: for her it is an
integral, imperative prerequisite of an ethical approach that
it contains something that is indispensable in aesthetics,
too: the use of our creative imagination in order to under-
stand the way the Other tries to give sense to her words.
Even those who find Diamond’s Wittgensteinian approach
to ethics too radical, e.g. Daniéle Moyal-Sharrock, point
out that for Diamond the ethical attitude is impossible with-
out mobilizing the aesthetic one (Moyal-Sharrock 2012)*.
Yet before | go into one more detail about Diamond’s view
on the Wittgensteinian aesthetic, | ask how Cavell identi-
fies it in Wittgenstein’s later work.

Cavell’s central idea is that the aesthetic mirrors itself,
especially in the Philosophical Investigations; more pre-
cisely, the aesthetic is the mirror itself. The book does not
talk about or describe the aesthetic but it puts it on display,
it performs it in, and by, the text; it acts it out. Cavell identi-
fies this aesthetic in the Investigations as an antidote to
the lack of understanding in the broad sense. In § 122
Wittgenstein writes: “A main source of our failure to under-
stand is that we do not command a clear view of the use of
our words. — Our grammar is lacking in this sort of perspi-
cuity. A perspicuous representation produces just that un-
derstanding which consists in ‘seeing connections’. [...]
The concept of a perspicuous representation is of funda-
mental significance for us. It earmarks the form of account
we give, the way we look at things.” On the basis of this
paragraph and several others (§§ 89-133), Cavell identifies
the aesthetic in the Investigations as an antidote not only
to the lack of understanding an intellectual problem, but to
moments of “strangeness, sickness, disappointment, self-
destructiveness, perversity, suffocation, torment, lostness”
(IEAI, 383), i.e. moods, attitudes, “attunements”, or the
lack of them, in our everyday life. It is important to see that
all these are philosophical problems for Wittgenstein. Cav-
ell refers to § 123: “A philosophical problem has the form: ‘I
don’t know my way about”, “Ich kenne mich nicht aus”,
which Cavell translates as: “lI cannot find myself’ (IEAI,
379). The aesthetic is overcoming this lostness, this alien-
ation from oneself — Diamond’s instances of illusion, self-
delusion — through the clear, perspicuous representation
[Ubersichtliche Darstellung] of particular cases, of pertinent
experiences, examples of lostness. This (re)presentation is
as much a solution as we are able to find solutions to
chronic problems of our life; a perspicuous presentation
brings us not more — but not less, either — than the ac-
knowledgement of our being separated from the Other, our
being fragmented, our being finite, in order to see the
benefits of our recognitions, our insights (Aristotle called
this anagnorisis; cf. IEAI, 383). Clear presentations may
result in not more than having some intimacy with, feeling
at home among, and knowing how to go on with, our hu-
man lostness and illusion because we are to see connec-
tions, for example, between our failures and our finitude,
our being sceptical and being separated. | take Cavell’'s
interpretations of literary pieces, films, operas, done
throughout his life, to be such perspicuous representations
of lostness and illusions; for example, his interpretation of
Shakespeare’s Othello is a reading of tragedy as an in-
stance of our fatal spearatedness from the Other (cf. Cav-
ell 1979, 481-496). To achieve perspicuous presentations,
Wittgenstein, still in § 122, recommends “finding and in-
venting intermediate cases” [Zwischengliedern]’. This

4 Here | sadly have to pass by Moyal-Sharrock’s learned and subtle criticism,
with which | partly agree, partly do not. | tried to formulate where | can no
longer follow Diamond’s highly original reading of the Tractatus in Kallay 2012.

Cavell identifies as ordering and reordering our ordinary
language. This is what Wittgenstein calls “grammatical in-
vestigation” (cf. § 90), which, according to Cavell, appears
in aphoristic forms and contexts, discussed in great detail
(Cavell 1996, 385-388).

In Hawthorne’s The Birthmark a man called Aylmer, who
is “proficient in every branch of natural philosophy” (28),
marries a beautiful woman, Georgiana who is “perfect” (cf.
41) except for a crimson-purple coloured birthmark on her
left cheek, having the shape of a small hand, as if “some
fairy at her birth hour had laid her tiny hand upon the in-
fant's cheek” (29). Aylmer can make the birthmark disap-
pear but Georgiana dies. Diamond interprets Aylmer as a
genuinely “unhappy” man in the sense of the Tractatus (cf.
6.43) who will not tolerate anything in the world that goes
against his will (cf. EIM, 167). What looks harmless and
innocent, such as trying to make a small flaw, a birthmark
vanish, hides some appalling monstrosity in Aylmer's
heart. In a Cavellian reading the problem may be put this
way: Aylmer treats the hand-shaped birthmark not as a
handsome opportunity to shake hands with Nature but as
a handle through which he can manipulate Nature. He also
takes the hand to be a handle in the sense of ‘alias’ or
‘name’ which is able to fix the presence or absence of the
quality of beauty. Thus he gets alienated from beauty as
the beauty of his wife, and he remains alone, becoming,
from an originally well-meaning person, a dangerous mur-
derer. What is wrong with Aylmer, from the ethical and the
aesthetic point of view, is not a particular feature, like a
birthmark you can see and identify; it is a whole attitude, a
way of living, a form of life.

The important thing to see is that in both Diamond’s and
Cavell’'s readings a discourse is neither epistemological,
nor ontological, nor ethical, nor aesthetic, nor scientific, nor
anything else but, potentially, all these simultaneously:
various units of significance, various ‘codes’, ‘media’ are
present in a parallel fashion. This is why one of the well-
known models for the relationship between philosophy and
literature will not do: ‘when philosophy with its concepts
breaks down (with explanations, as truth-revealer, etc.),
then comes literature with its metaphors (the depth of po-
etry, the dialectics of drama, etc.)’. Neither one is a substi-
tute for the Other: they deal with the same ‘raw material
(what it means to be human and inhuman, what is our rela-
tion to the Others and the world) but differently, the differ-
ence being a function of the various perspectives (atti-
tudes, stances) with which we relate to the ‘raw material’.
The perspectives, conventionally, do require certain lan-
guage-games: tradition will assign a certain vocabulary,
sentence formation, will demand linguistic innovations, ex-
tensions of meaning, etc. to each perspective. But no unit
of significance is predestined to serve in this or that dis-
course; the ‘proof’ of this is that such perspectives may
arise which nobody has thought before, giving new mean-
ings to familiar words. Each unit of significance can be
used in every discourse; sometimes this results in obscu-
rity and misunderstanding, sometimes in perspicuous rep-
resentations and it is the perspective, functioning as a con-
textual but never fixed system with certain values passed
down by tradition that will decide which happens to be the
case. Where | believe Cavell and Diamond both think that
Wittgenstein differs from other philosophers is that Witt-
genstein, throughout his life, was as much (or even more)
interested in cases when we go astray, we misunderstand,
we fail, we are under a certain illusion etc. as when we
succeed. Even in cases when we directly strike home, he
was concentrating on the halo of doubt which surrounds
success. Consequently, the stories of why we harbour cer-
tain illusions count as (a kind of) success as well, but the
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sense of winning easily evokes new illusions: sometimes
the greatest illusion is that we have got rid of our illusions.

| think various (traditional) discourses, from texts of nov-
els, dramas and poems, to discourses of epistemology,
ethics, and aesthetics, should be kept apart because oth-
erwise they cannot get to know one another (cf. Cavell
1979, 496), and not only philosophy and literature should
get acquainted but various (traditional) branches of phi-
losophy, often drifting apart, should reintroduce them-
selves to one another and shake hands, too. Today they
rather seem to compete than cooperate, often trying to
replace one another, but, | wish to claim, they should
rather complement than exclude one another.
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Abstract

Im Rahmen des von einem privaten Sponsor finanzierten seit Juni 2013 laufenden Forschungsprojekts werden bislang groRten-
teils unpublizierte 700 Fotos — darunter auch unbekannte Momentaufnahmen aus der Kindheit Ludwig Wittgensteins — wie auch
Korrespondenzstiicke und Objekte der wissenschaftlichen Forschung zuganglich gemacht. Anhand deren Analyse soll ein um-
fassenderes Bild der Familie wie ihrer kulturgeschichtlichen Bedeutung ermdglicht werden.

Die Osterreichische Nationalbibliothek verfigt iber eine umfangreiche Sammlung von Originalbriefen der Familie Wittgenstein,
darunter circa 760 Briefe von beziehungsweise an Ludwig Wittgenstein. Feinerschlossen wurden auch circa 350
Korrespondenzstiicke zwischen anderen Familienmitgliedern, die nicht in der Online-Edition des Brenner-Archivs enthalten
sind, jedoch flr die biographische Wittgenstein-Forschung und die ErschlieBung des Fotobestandes groRte Relevanz haben.
Die Forschungsergebnisse sind (iber den Katalog der ONB frei verfiigbar und erméglichen es Forscherlnnen verschiedenster
Disziplinen die Inhalte Uber Suchfunktionen gezielt zu recherchieren wie zu nutzen.

Die Osterreichische Nationalbibliothek verfiigt Giber eine
umfangreiche Sammlung an Originaldokumenten zu Lud-
wig Wittgenstein (1889-1951), nach den Besténden der
Wren Library des Trinity College in Cambridge die zweit-
grofite Wittgenstein-Sammlung weltweit. Darin enthalten
ist ein gréRRerer Nachlassbestand aus dem Besitz der Fa-
milie Stonborough (Cod. Ser. n. 37.580-27.669). Diese
vielfaltig informative wie heterogene Sammlung umfasst
unter anderem Objekte von Wittgensteins Eltern Karl
(1847-1913) und Leopoldine (1850-1926) wie der Ge-
schwister Ludwigs. So auch Kompositionen von Hans
Wittgenstein (1877-1902), Skizzenblcher von Hermine
(1874-1950), Theaterlibretti von Margarethe (1882-1958)
und Bauplane zum Haus in der Kundmanngasse von Paul
Engelmann (1891-1965) und Ludwig Wittgenstein.

Teil der Sammlung Stonborough sind an die 700 Foto-
grafien von biografisch wie kulturgeschichtlich héchstem
Wert: drei Familien-Fotoalben sowie etwa 150 Einzelfoto-
grafien. Die meisten dieser Fotos sind bislang unpubliziert,
darunter auch unbekannte Momentaufnahmen aus der
Kindheit Ludwig Wittgensteins. Die Fotosammlung enthalt
neben Portraits der Familienmitglieder und der Freunde
der Familie zahlreiche Aufnahmen der Familiensitze der
Wittgensteins — besonders bedeutungsvoll die von Karl
Wittgenstein erbaute und von seiner Familie ab den
1890er Jahren regelmafig frequentierte Hochreith im sid-
lichen Niederdsterreich. Dazu kommen fotografische Do-
kumentationen der zahlreichen Reisen einzelner Famili-
enmitglieder.

1. ErschlieBung des Fotobestandes der
Sammlung ,,Nachlass der Familie Wittgen-
stein-Stonborough*

Im Rahmen des von einem privaten Sponsor finanzierten
seit Juni 2013 laufenden Forschungsprojekts wurden die
bislang groRtenteils unpublizierten Fotos der wissenschaft-
lichen Forschung zugénglich gemacht sowie anhand deren
Analyse ein fehlendes umfassendes Bild der Familie wie
ihrer kulturgeschichtlichen Bedeutung ermdglicht.

Die genannten Fotoalben der Osterreichischen Natio-
nalbibliothek wie die Einzelfotografien wurden im Hinblick
auf alle relevanten Details erschlossen. Dazu gehéren:

die Identifikation der dargestellten Personen

die Identifikation der Fotografen (private Person bzw.
Fotoatelier)

Datierung

Ort der Aufnahme

Technik

MaRe

Beschreibung des Inhalts / Anlasses

Kommentare wie Beschriftungen der Fotografien
sowie der diesbezliglichen Hintergrundereignisse.

N =

©ONOo O h W

Die Identifikation der Fotografen umfasst auch die Er-
schlieBung der damals in Wien und in anderen europai-
schen Stadten bekannten Fotoateliers des 19. und 20.
Jahrhunderts wie auch der angewandten Fototechniken.
Dabei ist von Relevanz, ob es sich um professionelle Fo-
tografien aus Fotostudios handelt, oder um sogenannte
~Schnappschisse® aus dem Familienkreis oder eines
LKinstlerfreundes" der Familie — wie zum Beispiel des Ma-
lers und Stechers Ferdinand Schmutzer (1870-1928), des
Malers Johann Victor Kramer (1861-1949) oder auch des
Fotografen der Secession Moritz Nahr (1859-1945). Die
beiden letztgenannten sind auch Freunde der Familie
Wittgenstein. Ebenso sind die Arrangements und die Ma-
Re der in den Alben montierten Fotos von analytischer Re-
levanz — Indiz fir die Vorliebe der Familie Wittgenstein,
sie nach ihren &sthetischen Bedirfnissen und personli-
chen Freiheiten zu bearbeiten. Dies wird sich auch spater
bei Ludwig Wittgensteins persdnlichem Fotoalbum aus
den 1930er Jahren zeigen.

1 Ludwig Wittgenstein beschreibt in einem Brief aus Cambridge vom
10.9.1938 an seinen Freund Ludwig Hansel (1886-1959) seine Methode des
Zuschneidens von Fotos bis sie seinen exakten Vorstellungen entsprechen,
wie folgt: ,Lieber Hansel! Dank Dir fiir die Photographie. Ich gestehe, ein Bild,
auf dem Du weniger — beinahe hatte ich gesagt, schelmisch ausschaust, ware
mir noch lieber gewesen. Aber ich habe es so beschnitten, dal® nur die beiden
Kopfe & etwas von Brust & Schultern zu sehen ist & jetzt geféllt es mir ganz
gut. Ich wei® nattrlich, da der altvaterisch lustige Eindruck des Bildes ganz-
lich unbeabsichtigt zustandegekommen ist; aber mir ist eine einfache, trocke-
ne &, womdglich, ernste Photographie immer lieber als eine Genrescene, so
natiirlich sie auch sein mag.— Ich werde einen Laokoon fiir Photographen
schreiben.— [...]“. In: Somavilla, Unterkircher und Berger 1994, Brief 244, S.
150.
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In Kooperation mit der Sammlung von Handschriften und
Alten Drucken der Osterreichischen Nationalbibliothek
wurde das Fotomaterial digitalisiert und ist Uber den zen-
tralen Katalog der Osterreichischen Nationalbibliothek
(Quicksearch) - wie auch Uber den Handschriftenkatalog
(HANNA) - online zuganglich. Somit sind die Forschungs-
ergebnisse Uber den Katalog frei verfugbar und ermdgli-
chen es Forscherinnen verschiedenster Disziplinen die
Inhalte Uber Suchfunktionen gezielt zu recherchieren wie
zu nutzen.

Die Fotoalben und einzelnen Fotografien (Originale wie
auch Abzuge von Originalen) umfassen den Zeitraum von
1865 bis zu den 1950er Jahren und dokumentieren die
kulturhistorische Bedeutung der Familie Wittgenstein, so
deren groRes Interesse an Musik, Bildender Kunst, Archi-
tektur und nicht zuletzt an der damals noch jungen Tech-
nik der Fotografie.

Im Folgenden sollen in dezidierter Auswahl einige Er-
gebnisse beziglich der Familienalben vorgestellt werden.
Das alteste Album?, datiert mit 15. November 1869, um-
fasst 13 Blatt, rekto wie verso eingeklebte 86 Fotografien
im Format der Carte de Visite. Identifiziert werden konnten
die Portraits vor allem von Familienmitgliedern und Freun-
den von Leopoldine und Karl Wittgenstein. Besonders
prominent versammelt sind hier die Schwestern® von Leo-
poldine Wittgenstein und deren Kinder, aber auch Ver-
wandte mdtterlicherseits aus der Familie Stallner aus Cil-
lilheute Celje in Slowenien.*

Neben den Kindern von Leopoldine und Karl Wittgen-
stein finden sich auch Portraits der Kupelwiesers, Osers
und der Familie von Briicke, Schwestern von Karl Wittgen-
stein, seine Schwestern Josefine, verheiratete Oser (1844-
1933), und Bertha Kupelwieser (1848-1909) sind mit ihren
Kleinkindern abgebildet.

In weiterer Folge finden sich auch Portraits der Familien
Wessely und Wolfrum, Arbeitskollegen Karl Wittgensteins.®

_ Vermutlich war das alteste Album aus der Sammlung der
ONB urspriinglich im Besitz von Leopoldine Wittgenstein.

Das in die Zeit von 1895 bis 1904 datierbare, mit hdochs-
ter Wahrscheinlichkeit aus dem Besitz von Ludwig Witt-
gensteins Bruder Rudi (1880-1904) stammende Album®
umfasst 225 Fotografien, meist Momentaufnahmen, vom
Autor selbst beschnitten und individuell mehr oder weniger
nach Themen geordnet, auf 25 Blatt rekto wie verso ein-
geklebt. So beinhaltet dieses Album Reisen nach
Deutschland (Chiemsee, Miinchen, Karlsruhe7), Italien

2 Fotoalbum ONB Cod. Ser. n. 37631 Han; kostbarer Ledereinband mit ,tur-
telnden Tauben® im Oval als Motiv unter Glas (zum Teil zerstort). MaBe: 27,5 x
21 x 3,5 cm, 13 Blatt, Fotos in Hermine Wittgensteins Handschrift teilweise
identifiziert.

3 Maria Gabriele Sophie Groger, geborene Kallmus (1846-1925) und Maria
Sophie Aloisia Johanna von Bruckner, geborene Kallmus (1847-1903).

4 Wie zum Beispiel Moritz Stallner (1858-1921), Gutsbesitzer und
Birgermeister von Hochenegg/Vojnik, Slowenien, Landtagsabgeordneter und
Landesausschussbeisitzer in der Steiermark, Bezirk Cillis MstLt (1896-1914),
vermutlich Neffe von Marie Kallmus, geborene Stallner (1825-1911), Mutter
von Leopoldine Wittgenstein (1850-1926).

5 Carl Ritter von Wessely (geboren um 1852, gestorben 27.8.1914), k.k.
Baurat, GroRgrundbesitzer, 1040 Wien, Alleegasse 23, Direktor der
Staatseisenbahnen, Errichter der Arlberg-Bahn, Erhebung in den Ritterstand
am 2.9.1879. Verheiratet mit Eleonore von Wessely geborene Korte. Wessely
wie auch Wolfrum gehdrten zum Freundeskreis von Karl Wittgenstein.

6 Fotoalbum ONB, Cod. Ser. n. 37630 Han; Einband ist ein mit Blumenmotiv
gemusterter Stoff, Mae: 21, 2 x 29 x 3,5 cm, 25 Blatt, Fotos nicht durchgén-
gig in fremder Hand nummeriert.

7 Rudi Wittgenstein schreibt an seine Schwester Hermine aus Karlsruhe fol-
gende Zeilen: ,Karlsruhe. Sonntag den 5te Nov. 1899

Liebe Minning,

Herzlichen Dank fiir deinen lieben Brief der mich gestern durch seine Ankunft
erfreute. Ich bin, da du meine phot. Produkte so gelobt hast, so kiihn dir hier-
mit noch 2 zu schicken die ich an dem herrlichen Allerheiligen Tage verbro-
chen habe. Die eine, die Aussicht vom Schlossthurm nach dem Walde hin
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(unter anderen Rom, Oberitalien, Mailand, Venedig und
Verona) wie auch Stadteaufnahmen von Wien und Bris-
sel.

GroRes Interesse zeigt der Fotograf an Architektur und
Landschaftsaufnahmen, hier vor allem fiir die familienei-
genen Villen in Neuwaldegg und auf Hochreith, fur die
Parkanlagen in Laxenburg, Neuwaldegg beziehungsweise
fur die Umgebung der Landsitze von Miesenbach und der
Hochreith in Niederosterreich.®

Feste wie Hochzeiten und Taufen der Nichten und Nef-
fen der Geschwister Wittgensteins, Besuche von Verwand-
ten und Ausfliige zu den diversen Familiensitzen werden
zu relevanten Gegenstanden fotografischer Dokumentati-
on. Auch der jingste Bruder Ludwig wird zu einem belieb-
ten Motiv. Besonders erwahnenswert ist die fotografische
Begleitung des ersten Kindes von Helene Wittgenstein-
Salzer (1879-1956) und Max Salzer (1868-1941), Marie-
chen Salzer (1900-1948), geboren im Méarz 1900.

Bei vielen der gewahlten Motive lasst sich die Suche
nach einer Charakterisierung der einzelnen Personlichkei-
ten feststellen, so werden sie gerne vom Fotografen bei
ihren Lieblingsbeschaftigungen ,gezeichnet®.

Manche Albumseiten erzéhlen ganze Geschichten und
ergeben so ein héchst komplexes Bild der Familie.

Das dritte Album® beginnt mit Helene Wittgensteins
Hochzeitsfest in Neuwaldegg im Mai 1899. Man sieht
auch den zehnjahrigen Ludwig Wittgenstein im Gesprach
mit Ina-Maria von Schneller auf der berihmten Steinbank
im Park der Villa von Neuwaldegg. Vermutlich ist dieses
Album ein Geschenk an Marie Kallmus (1825-1911) — ein
Monogramm in Gold ,M.K.“ scheint dies zu bestatigen.
Viele der Aufnahmen weisen bereits auf ihre Enkel und
Urenkel hin und auch sie ist noch als alte Dame prasent
auf den Fotos der Hochreith oder von Neuwaldegg. Die
Familiengeschichte der Wittgensteins setzt sich auch in
diesem Album fort. Die Rolle des Fotografen in der Familie
kénnte nach Rudis Tod im Jahr 1904 sein Bruder Kurt
Wittgenstein (1878-1918)"° ibernommen haben.

Die 248 Aufnahmen umfassen den zeitlichen Rahmen
von 1899 bis 1910. Viele der Fotografien beziehen sich
wieder auf herausragende Ereignisse wie Hochzeit, Taufe
und Besuche der nachsten Verwandten und Freunde der

enthalt den Punkt von dem aus ich ein dir schon gesendetes Bild aufgenom-
men hab; die andere ist im Walde rechts entstanden. [...] Arrivederci, mia
sorrela, con amore tuo fratre Rudi.” In: Brief, ONB, Autogr. 12921/68-1.

Ein weiteres Schreiben von Rudi Wittgenstein an seine Schwester Hermine:
,27/V1 1900, abends

Liebe Minning

Herzlichen Dank Herzlichen Dank fiir Brief und Geschenk ... Auf Wiedersehen
Rudi

Du hast doch das Bild von Greti erhalten!” In: Brief, ONB, Autogr. 12921/68-2.
8 Ludwig Wittgenstein beurteilt in seinem Tagebuch seinen Bruder in Zusam-
menhang mit dessen Leidenschaft fir die Fotografie folgendermaRen: ,Die
Photographien meines Bruders Rudi haben etwas Oberldnderisches, oder
richtiger etwas vom Stil der guten Zeichner der alten ,Fliegenden Blatter.”
Wahrscheinlich eine Anspielung auf Adolf Oberléander, einen Karikaturisten der
,Fliegenden Blatter“. Die ,Fliegenden Blatter” sind eine illustrierte humoristi-
sche Zeitschrift des Verlags Braun & Schneider, Miinchen. Erschienen von
1844 bis 1944. Bedeutende Mitarbeiter wie Wilhelm Busch, Adolf Oberlander,
Moritz von Schwind, Carl Spitzweg, Felix Dahn, Ferdinand Freiligrath, Ema-
nuel Geibel und Joseph Victor von Scheffel lieferten Texte und Graphiken fiir
Karikaturen zeittypischer Verhaltensformen des deutschen Biirgertums. Zitiert
nach: Wittgenstein, 1997, S. 49.

9 Fotoalbum ONB, Cod. Ser. n. 37632 Han, roter Ledereinband mit goldener
Bordire und Monogramm ,M.K., MaRRe 18 x 24 x 4,4 cm, 31 Blatt, nur
Rektoseiten mit Fotos beklebt, in unbekannter Hand mit Bleistift zum Teil da-
tiert.

10 In einem Schreiben vom 22. 3. [1919] an Ludwig Wittgenstein erwahnt
Arvid Sjogren (1901-1970) die fotografische Ausriistung des zu diesem Zeit-
punkt bereits verstorbenen Kurt Wittgenstein: ,Wien 22.1lI. Lieber Ludwig. [...]
Da schenkte mir Deine |. Mama 2 tadellose Hiite vom armen Kurt. Auch Fecht-
requisiten habe ich und der Talla photograpfische Sachen bekommen. [...]
Helr]zl. Griike" [Arvid]. In: Brief, ONB, Autogr. 1275/16-16.
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Familie Wittgenstein. Nicht ungern lasst man sich mit
Jagdtrophaen fotografieren wie mit erlegten Hirschen und
Auerhdhnen auf der Hochreith wie auch beim Spiel mit
den Kindern, beim Sticken und Néhen und beim Lesen.
Vor allem das Heranwachsen der Kinder in zweiter Gene-
ration der Familie Wittgenstein wie Mariechen (1900-
1948), Friedrich (1902-1921) und Felix Salzer (1904-1986)
— Kinder von Helene und Max Salzer — , Thomas Stonbo-
rough (1906-1986), erster Sohn von Margarethe und Je-
rome Stonborough (1873-1938), Tochter und Sohn Otto
Grogers (1876-1953) aus der Schweiz wie auch die Kinder
aus Teplitz von Elsa Stradal, Nichte und Neffe von Leo-
poldine Wittgenstein, werden hier dokumentiert. Die Ent-
wicklung der nachsten Generation wird bis 1910 in diesem
Album festgehalten.

Spéatere Jahre werden in der Sammlung der einzelnen
Fotos bis in die 1950er Jahre fortgefiihrt. Darauf naher
einzugehen wiirde den Rahmen der hier vorliegenden Ar-
beit sprengen.

2. ErschlieBung der Korrespondenz der
Familie Wittgenstein

Die Sammlung von Handschriften und Alten Drucken der
Osterreichischen Nationalbibliothek verfiigt auch lber eine
umfangreiche Sammlung von Originalbriefen der Familie
Wittgenstein, darunter circa 760 Briefe von beziehungs-
weise an Ludwig Wittgenstein. Diese sind bereits iber die
Elektronische Edition des Gesamtbriefwechsels des Bren-
ner-Archivs in Innsbruck online zuganglich und bilden
wertvolles dokumentarisches Material fiir das vorliegende
Projekt. Feinerschlossen wurden auch circa 350 Korres-
pondenzstiicke zwischen anderen Familienmitgliedern, die
nicht in der Online-Edition des Brenner-Archivs enthalten
sind, jedoch fiir die biographische Wittgenstein-Forschung
und die ErschlieBung des Fotobestandes groRte Relevanz
haben.

Die Aufarbeitung der Briefe erfolgte chronologisch und
ist innerhalb der Chronologie nach Familienmitgliedern
geordnet. In den Online-Katalog sollte dabei Folgendes
einflieRen:

1. Namen (Normierung und Verknlpfung mit
Normdatei GND)

2. Inhalt (Zusammenfassung des Inhalts in Regesten)

3. ev. Korrekturen weiterer Angaben wie Datierung,
Ort etc.

Als Erganzung wurden auch zu jenen Korrespondenzen,
die bereits im Brenner-Archiv publiziert sind, Inhaltsreges-
ten formuliert und in den Online-Katalog eingegeben. Die-
se inhaltliche FeinerschlieRung stellt eine wesentliche ana-
lytische Bereicherung fiir die Wittgenstein-Forschung dar.

Diese nunmehr neu zugénglichen Fotobestdnde und
Korrespondenzstiicke aus der Sammlung der Osterreichi-
schen Nationalbibliothek sind ein wichtiger Beitrag zum
kulturellen und familidren Hintergrund Ludwig Wittgen-
steins wie auch sein eigenes grof3es Interesse an der Fo-
tografie, das in seinem Fotoalbum aus den 1930er Jahren
kulminiert.
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Abbildungen
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Abb. 1: Ludwig Wittgenstein und Inky von Schneller, (Ina-Maria von
Schneller, Tochter von Hans und Katharina Maria von Schneller,
geborene Salzer) in Neuwaldegg anlasslich der Hochzeit von He-
lene und Max Salzer im Mai 1899 (Fotoalbum Cod. Ser. n. 37632
Han, Scan7)

Abb. 2: Karl Wittgenstein mit seinen Enkeln Marie, Friedrich und
Felix Salzer (Kinder von Max Salzer und Helene Salzer, geborene
Wittgenstein) im Park der Villa in Neuwaldegg im Juni 1905 (Foto-
album Cod. Ser. n. 37632 Han, Scan 11)
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Abb. 3: Die Familie Wittgenstein auf der Hochreith (Fotoalbum
Cod. Ser. n. 37632 Han, Scan 19)

Bild links: Hermine Wittgenstein am Kamin, Hochreith 1905

Bild rechts oben: Die Hausdame Rosalie Herrmann mit Marie und
Friedrich Salzer (Kinder von Max und Helene Salzer, geborene
Wittgenstein), Hochreith 1905

Bild rechts unten: Die Hausdame Rosalie Herrmann, Hermine Witt-
genstein, die Grofmutter Marie Kallmus, Paul, Margarethe und
Ludwig Wittgenstein, Hochreith 1905

Abb. 4: Ludwig Wittgenstein auf der Hochreith um 1900 (Fotoalbﬁn‘
Cod. Ser. n. 37630 Han, Scan 13)

Abb. 5: Ludwig Wittgenstein auf der Hochreith um 1900 (Fotoalbum
Cod. Ser. n. 37630 Han, Scan 18)
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Abb. 6: Der bekannte Geiger Joseph Joachim auf der Hochreith
circa 1902 mit Marie Salzer, Tochter von Helene Salzer, geborene
Wittgenstein (Fotoalbum Cod. Ser. n. 37630 Han, Scan 29)
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Abb. 7: Brief von Paul Wittgenstein (Onkel) an Ludwig Wittgenstein
vom 22. Oktober 1921, mit Selbstportrait: ,/ch trage immer noch
den Bart und sehe ungeféhr jetzt so aus.” (Brief, Autogr. 1277/9-11
Han)
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Abstract

Many pieces of music and many poems are beautiful. Many mathematical formulas and physical equations have also been re-
garded as beautiful. Do we have to do with the same notion of beauty or, in the case of equations and formulas, with a specific
notion? | present examples of such equations, formulas, comments on them, and also the results of a neuroscientific study. |
discuss the possible aesthetic properties of such equations and formulas. | conclude that the notion of beauty involved here is
rather specific, mainly since it concerns non-material, but object-regarding relations of concepts or ideas. | also argue that, as a
desideratum, the possible beauty of equations or formulas will remain secondary with respect to their truth.

1. Introduction

Many, very different kinds of things can be regarded as
beautiful: landscapes, sunsets, paintings, sculptures, build-
ings, poems, melodies, symphonies, dances, horses,
women, babies. For some, it might be surprising that there
also have been many affirmations of the “beauty of equa-
tions or formulas”. On the internet, one can find numerous
websites under such names. They mostly concern mathe-
matics and physics, although also equations in other fields,
e.g. biology or economics, have been judged beautiful.

| present examples of such equations, formulas, com-
ments on them, and also the results of a neuroscientific
study. | discuss the possible aesthetic properties of such
equations and formulas. | conclude that the notion of
beauty involved here is rather specific, mainly since it con-
cerns non-material relations of concepts or ideas about
objective matters. | also argue that, as a desideratum, the
possible beauty of equations or formulas will remain sec-
ondary with respect to their truth.

2. Candidates and Testimonies:
Mathematics

There is a quite wide consensus that Euler’s identity (or
equality), namely
el El=10

is one of the most beautiful equations. It connects appar-
ently unrelated important fundamental numbers: Euler's
number e, the base of natural logarithms; the imaginary
unit i/, which satisfies 7= -1; the well-known number 11; the
basic numbers 1 and 0; as well as the fundamental opera-

tions +, x, and exponentiations, and also of course the
equality relation =.

Euler’s identity is a particular equation. It does not con-
tain any variables, thus lacks generality. One obtains it
from the general equation €™ = cos(x) + i sin(x) by setting
the variable x = .

A famous beautiful general equation, also discovered by
Euler, is the formula v — e + f = 2, which holds for any
convex polyhedron (a pyramid, a cube etc.). It relates the
number of vertices v, the number of edges e and the num-
ber of faces f.

In an interesting neuroscientific study, Semir Zeki and
co-workers (2014) asked 16 mathematicians to rate 60
equations as beautiful, neutral or ugly. Two weeks later,
they viewed and rated the same equations again while be-

ing scanned in a functional magnetic resonance imaging
(fMRI) scanner. The finding was that the more beautiful an
equation was to a mathematician, the more activity his or
her brain showed in an area called the A1 field of the me-
dial orbito-frontal cortex, which is associated with emotion.
This particular area was shown in previous studies of the
authors to be correlated with emotional responses to visual
and musical beauty.

It turned out that Euler’s identity here, too, was the most
beautiful equation with 13 ‘beautiful’ votes and two ‘neutral’
ones. There also was a most ugly equation, with 13 ‘ugly’
votes, though with 2 ‘beautiful’ votes as well. This equation
expresses the inverse value of 1 as an infinite sum (formu-
lated by Srinivasa Ramanujan), which looks like:

1 = N (1103426390 Rn= 1) @n=1)
—=V8 Z o 3
n a4 9ot nte I8 (ml)y

_ VB & @m)! (1103 + 26390 n)

T 9801 & (n!y 3961

Let me mention that there are other mathematical matters
that have been considered as beautiful: arrangements and
regularities of numbers, geometrical patterns, and also
methods of proof (cf. McAllister 2005)

Among the many pronouncements about mathematics in
general (cf. Bogomolny), we have one by Bertrand Russell:

Mathematics, rightly viewed, possesses not only truth,
but supreme beauty — a beauty cold and austere, like
that of sculpture, without appeal to any part of our
weaker nature, without the gorgeous trappings of paint-
ing or music, yet sublimely pure, and capable of a stern
perfection such as only the greatest art can show. The
true spirit of delight, the exaltation, the sense of being
more than Man, which is the touchstone of the highest
excellence, is to be found in mathematics as surely as
poetry. (Russell 1919, 60)

Or one by the mathematician Hardy:

The mathematician's patterns, like the painter's or the
poet's must be beautiful; the ideas, like the colors or the
words must fit together in a harmonious way. Beauty is
the first test: there is no permanent place in this world
for ugly mathematics. (Hardy 1941, 14)

Hardy, apparently, would have to judge the infinite series
for 1/ 1, which is a good piece of mathematics, as not ugly.
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3. Candidates and Testimonies: Physics

Undoubtedly, we all have seen and are familiar with Ein-
stein’s relativistic equation

E = mc?

It has been said to be “the most famous equation in the
world. [ ...] The elegance with which it ties together three
disparate parts of nature—energy, the speed of light and
mass—is profound.” (Lasky 2007).

Another equation, famous for its beauty, is Dirac’s equa-
tion. In natural units, it takes on the simple form:

(i~ mpy =0

It is, as it were, the “relativistic Schrodinger equation”; it
dramatically implied the existence of anti-particles, e.g.
that of positrons as anti-particles of electrons.

Other equations often called beautiful are the inverse
square equations of Newton’s law of gravitational attrac-
tion or Coulomb’s law of electric attraction. Also Maxwell's
equations score high on the beauty scale; they connect
electric and magnetic fields and thus cover the whole
spectrum of electromagnetic waves, including of course
light. The general theory of relativity scores very high, too.

As far as | know, there has not been a study of physi-
cists, comparable to the study of mathematicians’ reaction
to mathematical formulas. Yet, there have been many ex-
pressions of more personal appraisals of physical equa-
tions. Here is a supported appraisal by the philosopher
and writer Jim Holt:

The gold standard for beauty in physics is Albert Ein-
stein’s theory of general relativity. What makes it beau-
tiful? First, there is its simplicity. In a single equation, it
explains the force of gravity as a curving in the geome-
try of space-time caused by the presence of mass:
mass tells space-time how to curve, space-time tells
mass how to move. Then, there is its surprise: who
would have imagined that this whole theory would flow
from the natural assumption that all frames of reference
are equal, that the laws of physics should not change
when you hop on a merry-go-round? Finally, there is its
aura of inevitability. Nothing about it can be modified
without destroying its logical structure. The physicist
Steven Weinberg has compared it to Raphael’s “Holy
Family,” in which every figure on the canvas is perfectly
placed and there is nothing you would have wanted the
artist to do differently. (Holt 2006)

4. Form and Content — Aesthetic Criteria

The field of aesthetics is known for its controversies be-
tween subjectivists and objectivists. For radical subjectiv-
ists, beauty is solely in the eye of the beholder: the same
thing can be beautiful for one person and ugly for another.
According to one form of objectivism, such judgments ad-
mittedly are personal, but they are based on certain intrin-
sic, aesthetic properties of the object judged. A piece of
music can be judged beautiful because of objective fea-
tures, like harmony, rhythm and overall dynamical move-
ment. These are perceptible, sensible qualities. Other as-
pects, such as what is expressed and how it is expressed,
e.g. joy or desperation, will also play a role.

Clearly, the properties and qualities of equations or for-
mulas, and their significance and interconnections, are of a
quite different nature. What is most important is their con-
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ceptual content. The specific graphical and thus percepti-
ble as well as the particular notational representation of
this content would seem to be purely subsidiary. In that
sense, the beauty of the famous equation E = mc? should
be the same as the beauty of the idea or statement: “The
energy of a physical system is numerically equal to the
product of its mass and the speed of light squared”.

Yet, the beauty of this relation of ideas expressed in this
way is much less obvious. Thus, the mathematical notation
used in an equation plays a very important role, since the
terms stand for important concepts. The resulting concise
formal, graphical form has surely contributed to the fame of
the equation. This definitely is so for people not versed in
physics or mathematics.

In the neuroscientific study mentioned, a control group of
12 non-mathematicians were also asked to rate the equa-
tions (though without being scanned). Their ratings were
quite different, because, as the researchers surmise, they
only went by the graphical appearance of the equations.
The full beauty of the content of equations can only been
appreciated by expert practitioners in the respective scien-
tific fields. No doubt, composers and other music experts
can also appreciate the beauty of a piece of music much
more than ordinary listeners. But this type of difference is
much greater in the case of equations. Plato once wrote
that “nothing without understanding would ever be more
beauteous than with understanding”. In this sense, we
know, mathematical beauty was for him the highest form of
beauty.

As regards the relation between content and form, beau-
tiful equations can maybe be compared to works of the
modern movement called ‘conceptual art’, known especial-
ly for its installations. This movement is characterized as
art in which concepts or ideas take precedence over tradi-
tional aesthetic and material concerns.

What, then, are the aesthetic properties of the content of
equations, of which quite a number of them have been
mentioned in the foregoing. All of them are evaluative, but
some are relatively objective:

Symmetrical, profound, fundamental, significant, bal-
anced, harmonious, simple, compact, concise, deep, gen-
eral, comprehensive, universal, elegant, perfect, self-
similar, economical — also useful — or: elegantly connecting
disparate ideas, concepts, disparate parts of nature.

Others are less objective:

Unexpected, surprising, amazing, dumbfounding, sensa-
tional, inevitable, serious, interesting, exciting,
enthusiasmic, motivating, delighting, inspiring, to fall in
love with, magic.

On the basis of what can be called aesthetic criteria,
people will choose among such properties and give them
relative weights, in their judgment of the beauty of equa-
tions. As also shown in the ratings of mathematicians in
the neuroscientific study mentioned, people differ in their
aesthetic criteria. Such criteria also undergo important
changes historically (see McAllister 2005).

5. Beauty and Truth

Dirac (1939, 123) once said: “What makes the theory of
relativity so acceptable to physicists in spite of its going
against the principle of simplicity is its great mathematical
beauty. [...] It is the essential beauty of the theory [of rela-
tivity] which | feel is the real reason for believing in it.”
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For Einstein himself, as reported (cf. Ball 2014), the
general theory of relativity was “too beautiful to be wrong”,
and he held that “the only physical theories that we are
willing to accept are the beautiful ones”. He is also quoted
as having stated: “| have deep faith that the principle of the
universe will be beautiful and simple.” (French 1979, 32)

Apart from a seeming disagreement about simplicity, the
two eminent scientists share with many others the convic-
tion that the beauty of an equation or theory is at least an
indication of its truth. However, in fact, beauty and truth
have little to do with each other inasmuch as they concern
different relations. Truth is a relation between an equation
and its object, whereas beauty plays its role in the relation
between the equation and human subjects, as appreciat-
ing onlookers or as creators (cf. Ball 2014).

Of course, it still could be that, say statistically, beauty is
positively correlated with truth. Yet, there are too many
cases where something beautiful did not imply its truth.
Think of Kepler’'s beautiful model of the solar system, with
one of the 5 Platonic solids fitted between each pair of
planetary spheres. It has been called “a most artistic con-
tribution”, but also “an excellent example of how truth and
beauty are not always equivalent” (Hart 1998). According
to the model, there should only be 6 planets; also, the im-
plied interplanetary distances are far off the mark.

While in music, painting or poetry one can have the pri-
mary goal of creating something beautiful, this is not so in
science. The primary goal of science is knowledge, the
expansion of knowledge and understanding. All of these
essentially have to do with truth. Thus, the primary criterion
which also scientific equation and formulas have to satisfy
also is truth. So departing a bit from Einstein and Dirac, as
well as Plato, we have to say: Their possible beauty is a
great value, but one secondary to truth.

6. Concluding Remarks

We have seen that the possible beauty of equations or
formulas is a special kind of beauty, mainly since it con-
cerns non-material relations of concepts or ideas about
objective layered realms. Therefore, some of their possible
aesthetic properties are also very specific, for instance,
their possible fundamental or universal or self-similar char-
acter.

Their possible beauty is a great value. However, | ar-
gued, that their beauty remains a secondary goal, as con-
trasted with truth as the primary desideratum.
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Uber eine Wendung im asthetischen Denken
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Abstract

Jedes philosophische, aber auch jedes dichterische Werk andert die ,Wirklichkeit’, es macht die geistige, soziale und mentale
Beschaffenheit dessen, was wir Lebenswelt oder Gesellschaft nennen, anders.

Dass Friedrich Nietzsche zu den Philosophen, aber auch Astheten (und wenn man noch will: Dichtern) gehoért, die diese schop-
ferische Funktion am vollstéandigsten erfiillt haben, gilt heute als allgemein eingesehenes Faktum.

Aktuell wird ein Versuch gemacht, Friedrich Nietzsches Bilanz auf dem Gebiete des asthetischen Denkens zu ziehen.

Mit der allgemeinen historischen Einbettung von Nietz-
sches Innovationskraft hdngt es zusammen, dass er es
war, der die Kunstproblematik von dem Punkt der Vernich-
tung der metaphysischen Denksysteme aus neu rekon-
struiert hatte.

Nietzsche formuliert die Notwendigkeit einer neuen ,Wis-
senschaft der Kunst' auf das Ausdricklichste. Schon im
ersten Aphorismus seines in dieser Hinsicht wichtigsten
Werkes, Menschliches, Allzumenschliches formuliert er
nicht nur generell die Notwendigkeit einer neuen Wissen-
schaft, sondern er versieht sie mit einem der generellen
Aspekte seiner Philosophie:

Der Kunstler weiss, dass sein Werk nur voll wirkt, wenn
es den Glauben an eine Improvisation, an eine wun-
dergleiche Plétzlichkeit der Entstehung erregt; und so
hilft er wohl dieser lllusion nach und fihrt jene Elemen-
te der begeisterten Unruhe, der blind greifenden Un-
ordnung, des aufhorchenden Traumens beim Beginn
der Schopfung in die Kunst ein, als Trugmittel, um die
Seele des Schauers und Horers so zu stimmen, dass
sie an das plétzliche Hervorspringen des Vollkomme-
nen glaubt. — Die Wissenschaft der Kunst hat dieser II-
lusion, wie es sich von selbst versteht, auf das be-
stimmteste zu widersprechen [...]. (Nietzsche 1980a,
141)

Durch die Akzentuierung des Momentes der realen Ent-
stehung bei der Analyse der Kunst macht somit Nietzsche
seinen philosophischen Grundgedanken auch auf astheti-
schem Gebiet geltend.

Fast ein ganzes Jahrhundert vor den rezeptionsastheti-
schen und den ihnen entwachsenden hermeneutischen
Ansatzen flihrt Nietzsche seine Idee Uber die Entste-
hung(sgeschichte) des Kunstwerks in einen klaren rezep-
tionsasthetischen Ansatz hinlber.

Er weist nach, dass die Verabsolutierung des kunstleri-
schen Genius in der asthetischen Rezeption, die eine der
primaren Quellen der Ausklammerung des Entstehungs-
momentes ist, konkreten psychologischen Motiven ent-
stammt:

Weil wir gut von uns denken, aber doch durchaus nicht
von uns erwarten, dass wir je den Entwurf eines Rafae-
lischen Gemaldes oder eine solche Scene wie die eines
Shakespeare’schen Drama’s machen konnten, reden
wir uns ein, das Vermoégen dazu sei ganz ubermassig
wunderbar [...]. Nun kann Niemand beim Werke des
Kinstlers zusehen, wie es geworden ist; das ist sein
Vortheil, denn Uberall, wo man das Werden sehen
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kann, 1wird man etwas abgekihlt. (Nietzsche 1980a,
1511.)

Die Vernachlassigung der Momente der Entstehung bzw.
des Werdens bei der asthetischen Betrachtung lassen ei-
nen Kontext erstehen, welcher nicht nur fir den Rezipien-
ten, sondern auch fir den Produzenten, mit gewaltigen
Nachteilen einhergehen soll. Ein Beispiel:

Es ist jedenfalls ein geféhrliches Anzeichen, wenn den
Menschen jener Schauder vor sich selbst Uberfallt, sei
es nun jener berihmte Césaren-Schauder oder der hier
in Betracht kommende Genie-Schauder; wenn der Op-
ferduft, welchen man billigerweise allein einem Gotte
bringt, dem Genie in’'s Gehirn dringt, so dass er zu
schwanken und sich fiir etwas Ubermenschliches zu
halten beginnt. (Nietzsche 1980a, 154)

Das Werden, die Entstehungsgeschichte bedeutet fir die
Betrachtung der Kunst die notwendige und legitime Ver-
wirklichung von Forderungen, die von einer ganzlich neu-
en Situation mit Selbstverstandlichkeit vorgeschrieben
werden.

Der Philosoph fiihlt sich als Exponent von einer ,hdheren
Stufe” auch der ganzen ,Cultur”, wie es in dem folgenden
Text auch exemplarisch zum Vorschein kommt: ,Die héhe-
re Stufe der Cultur, welche sich unter die Herrschaft (wenn
auch nicht unter die Tyrannei) der Erkenntnis stellt, hat
eine grosse Ernlchterung des Geflihls und eine starke
Concentration aller Werte vonndéten.” (Nietzsche 1980b,
233)

Zu dieser von Nietzsche einerseits wahrgenommenen,
andererseits selber mitvollzogenen ,Wende' im &stheti-
schen Denken gehdrt auch die Einsicht in die bis dahin
unbefragt bestandene Konnexion zwischen dem ,Schénen’
und dem ,Guten’, die in der Beleuchtung der neuen kriti-
schen Kultur nicht mehr lange zu bestehen braucht:
J[Blisher war es nur erlaubt, im Moralisch-Guten nach
Schonheit zu suchen — Grund genug, dass man so wenig
gefunden und sich so viel nach imaginaren Schdnheiten
ohne Knochen hat umthun missen!” (Nietzsche 1980b,
280f.)2

1 Eine weitere Konsequenz dieser Situation ist, dass der unter entstehungs-
geschichtlichem Aspekt ,naive’ KunstgenieRBer auch im Zusammenhang der
dargestellten Charaktere im Kunstwerk mit Notwendigkeit eine ,unwissende’,
d.h. ,inadaquate’ Position einnehmen muss: ,Die Kunst geht von der natirli-
chen Unwissenheit des Menschen Uber sein Inneres (in Leib und Charakter)
aus: sie ist nicht fiir Physiker und Philosophen da.” (Nietzsche 1980a, 150)

2 Die Abkehr des ,Schénen’ vom ,Guten' und seine Zuwendung zum ,Bésen’
ist geradezu einer der Kristallisationspunkte der europaischen Moderne. Von
den vielen diesbeziiglichen Bearbeitungen s. Kiss 1984.
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Eine Kunst, die den Voraussetzungen dieser neuen Zeit
keine Rechnung tragt, muss in einen Zustand der Un-
gleichzeitigkeit zurtckfallen:

Wenn die Kunst ein Individuum gewaltig ergreift, dann
zieht es dasselbe zu Anschauungen solcher Zeiten zu-
rick, wo die Kunst am kraftigsten blihte [...]. An sich ist
nun der Kinstler schon ein zurlickbleibendes Wesen,
weil er beim Spiel stehen bleibt, welches zur Jugend
und Kindheit gehért: dazu kommt noch, dass er allméh-
lich in andere Zeiten zurlickgebildet wird. So entsteht
zuletzt ein heftiger Antagonismus zwischen ihm und
den gleichaltrigen Menschen seiner Periode [...].
(Nietzsche 1980a, 149)°

Nietzsche gelingt es, das immanente Interesse des Kinst-
lers (indem er an seinen friheren, jetzt schon aber als
Uberholt geltenden Voraussetzungen festhalt) als gerade-
zu diametral gegen den Haupttrend neuzeitlicher Kultur
und Gesellschaft zu diagnostizieren.

Indem man mit Max Weber als Hauptcharakteristikum
der Moderne Ulber eine ,Entzauberung’ der Welt reden
kann, weist Nietzsche nach, dass der Kunstler im gerade-
zu gegenteiligen Trend eine ,Wiederverzauberung der
Welt' betreibt.

Es ist der konkrete Ort, an welchem ein sich mit den
neuen Existenzbedingungen der Kunst nicht auseinander-
setzender Kunstler zu einem direkten Vertreter von Ein-
stellungen wird, die gegen den Prozess der ,Entzaube-
rung‘, d.h. gegen die neuzeitliche Rationalitadt gerichtet
sind. Es geht hier nicht um das Inhaltliche oder das For-
melle, nicht um das Konzeptionelle in der kiinstlerischen
Sphare, auch nicht um das Ethische oder Amoralische in
der Kunst. Dieser Vorwurf formuliert die Forderung nach
einer neuen fundamentalen Einstellung, die — in der Spra-
che des klassischen Idealismus gesagt — gleichzeitig mit
dem (intellektuellen, moralischen, etc.) Stand der mensch-
lichen Gattung kompatibel ist. Es geht also nicht um einen
asthetischen, es geht vielmehr um einen geschichtsphilo-
sophischen Angriff, wobei die notwendige Entsprechung
der einzelnen menschlichen Objektivationen (wie die der
Kunst) mit dem allgemeinen Stand der Menschheit, ihre
,Gleichzeitigkeit’, im Vorhinein angenommen wird.

Es kann nicht mehr Uberraschen, dass Nietzsche dem
Begriff der kiinstlerischen Inspiration ein allseitiges Ende
machen will. An ihrer Stelle erscheint die Visionierung des
wirklichen  Entstehungsvorganges des betreffenden
Kunstwerks. Nietzsche gibt auch dafiir eine Erklarung, wa-
rum das romantisch-mythologisierende Bild der kunstleri-
schen Inspiration entstehen konnte: ,Wenn sich die Pro-
ductionskraft eine Zeit lang angestaut hat und am Aus-
fliessen durch ein Hemmnis gehindert worden ist, dann
gibt es endlich einen so plétzlichen Erguss, als ob eine
unmittelbare Inspiration, ohne vorhergegangenes inneres
Arbeiten, also ein Wunder sich vollziehe.” (Nietzsche
1980a, 147)

Realitdt und Schein werden einander gegentibergestellt.
Die Wahrheit der Realitat erhalt ihre fundierte Begriindung,
und die alte Vorstellung, die ja vor der Entstehung dieser
neuen Einsichten lUberhaupt gebildet worden ist, wird anti-
quiert. Es ist eine praktische Unmdglichkeit, in der Zukunft
noch ,naiv‘ Gber die poetische Inspiration zu reden.

Nietzsche geht in seiner Umwertung auch noch weiter.
Er begnigt sich nicht mit der Gegenlberstellung von

3 Es ist vielleicht nicht iberflissig, wenn darauf hingewiesen wird, wie sehr
Nietzsche hier jenem Ernst Bloch zeitlich vorausgeht, zu dessen Namen man
gewohnlich den Begriff der 'Ungleichzeitigkeit' mit dem Anspruch auf Begriin-
dung assoziiert hatte.

Schein und Realitét, er entlarvt auch die pragmatisch-
interessengeleiteten Momente, die zu einer weiteren Fort-
setzung der falschen Praxis motivieren kénnten: ,Die
Kinstler haben ein Interesse daran, dass man an die
plétzlichen Eingebungen, die sogenannten Inspirationen
glaubt; als ob die Idee des Kunstwerks, der Dichtung, der
Grundgedanke einer Philosophie, wie ein Gnadenschein
vom Himmel herableuchte.” (Nietzsche 1980a, 146)

Ganz neu erscheint auch das Problem des Bésen in der
Nietzscheschen Umwertung der bisherigen asthetischen
Kategorien. Seine Wendung auf diesem Gebiet meldet
sich in der Verschiebung einer Asthetik des Hasslichen
(wie sie etwa beispielsweise bei Rosenkranz artikuliert
worden ist) in eine Asthetik (bzw. Kunst) der hésslichen
Seele: ,Wie in den bildenden Kiinsten, so auch gibt es in
der Musik und Dichtung eine Kunst der hasslichen Seele,
neben der Kunst der schonen Seele [..].“ (Nietzsche
1980a, 145)"

Die umfassende entwicklungsgeschichtliche Perspektive
flhrt zu einer neuen quasi-epistemologischen Ebene, von
der aus die betreffenden Kategorien neu begriindet wer-
den kénnen. Dass beispielsweise das Metrum eine Asthe-
tisierung der Wirklichkeit bewirkt, ist eine analytische Ein-
sicht, die sowohl ihre positiv-sachliche, als auch ihre kriti-
sche Funktion erfilllen kann: ,Das Metrum legt Flor lber
die Realitat; es veranlasst einige Kulnstlichkeit des Gere-
des und Unreinheit des Denkens [...]. Die Kunst macht den
Anblick des Lebens ertraglich, dadurch dass sie den Flor
des unreinen Denkens Uber dasselbe legt.“ (Nietzsche
1980a, 144)

Genealogische® und real-kausale® Erklarungen werden
gesucht, um die traditionellen &sthetischen Fragestellun-
gen adaquat zu ersetzen.

Nietzsches produktionsésthetische und rezeptionsésthe-
tische Ansatze ergeben auch ein Ganzes, allerdings wie-
der eher in instrumentalisierter Intention. Die produktions-
asthetischen und rezeptionsasthetischen Ansatze werden
fur Nietzsche nicht wichtig um ihrer selber willen, ihre Re-
konstruktion entlarvt falsche Einstellungen und Erwartun-
gen der Kunst gegeniiber. So bezweifelt Nietzsche bei-
spielsweise auf produktionsasthetischer Grundlage, dass
alles im Kunstwerk ,notwendig’ wére7, hebt hervor, dass
auch das Publikum an der Entwicklung einer kinstleri-
schen Gattung seinen produktiven Anteil hat®. Produktion
und Rezeption werden in ihren Intentionen tiefgehend be-

4 Die ganze Bedeutung dieser Distinktion kann aber erst klar werden, wenn
wir uns die Bedeutung der historisch ebenfalls durchaus vielfach bedingten
Asthetik des Hasslichen' von Rosenkranz bewusst machen. Das heilt, dass
Nietzsche hier sozusagen schon innerhalb des neuen Paradigmas einer ,As-
thetik des Hasslichen’ seine Wendung durchfiihrt.

5 Beispiele dafiir etwa: Genealogie des Komischen (Nietzsche 1980a, 169f.),
Genealogie des Geniebewusstseins (ebenda, 151f.) etc.

6 Es ist der immer wieder sich artikulierende Kampf Nietzsches, die kiinstleri-
sche Grundfunktion, die wir mit Abstand mit Aristoteles’ Katharsis-Konzeption
identifizieren wiirden (was Nietzsche in expliziter Form nie tut), positiv sach-
lich, d.h. im groRten MaRe ,real-kausal’ zu erklaren, womit er sich gleichzeitig
auch fir eine Meta-Kritik der Katharsis-Auffassung ausspricht.

7 ,Die Formen eines Kunstwerks, welche seine Gedanken zum Reden brin-
gen, also seine Art zu sprechen sind, haben immer etwas Lassliches [...].*
(Nietzsche 1980a, 159)

8 ,Der Fortgang von einer Stufe des Stils zur andern muss so langsam sein,
dass nicht nur die Kinstler, sondern auch die Zuhérer und Zuschauer diesen
Fortgang mitmachen und genau wissen, was vorgeht.“ (Nietzsche 1980a,
157.) — Eine andere Facette des rezeptionstheoretischen Vorgehens s. ebda. -
Ja, sogar die spateren Ansatze des notwendigen und bei einigen Autoren
produktiven Missverstandnisses als hermeneutisches Schliisselphanomen
wird auf dieser Grundlage bei Nietzsche auf die expliziteste Weise ausgear-
beitet: ,Nicht die Schuld und deren schlimmer Ausgang liegt ihnen am Herzen,
dem Shakespeare so wenig wie dem Sophokles [...]: so leicht es gewesen
ware, in den genannten Fallen die Schuld zum Hebel des Drama's zu machen,
so bestimmt ist dies gerade vermieden. [...] So spricht er [der Dramatiker-
E.K.] aus einer unruhigen und kraftvollen Zeit heraus [...].“ (Nietzsche 1980b,
202)
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schrieben und theoretisch in gemeinsamem Kontext ge-
sichtet.®

Die permanente Umwertung der asthetischen Kategorie
auf der Grundlage der Entstehungsgeschichte, auf dersel-
ben real-kausalen Motivation und intellektuellen Gleichzei-
tigkeit, fuhrt ferner auch zur Vorwegnahme neuer astheti-
scher Ansatze und Konzeptionen. In der spateren Ausfiih-
rung werden wir dabei nicht immer wieder in jedem Falle
darauf hinweisen, dass diese Neuansatze Nietzsches tat-
sachlich so produktiv waren, dass sie einer ganzen Reihe
der Werke der modernen Kunst und der modernen Asthe-
tik zum Ausgangspunkt gedient haben.

Was beispielsweise Nietzsche in seinem néachstfolgen-
den Ansatz als ,reliefartige, unvollstandige Darstellung*
bezeichnet, erscheint im Laufe der spateren Prozesse so-
wohl im konkreten wie auch im Ubertragenen Sinne als
eine Vorwegnahme spaterer Kunstentwicklung: ,[S]o ist
mitunter die reliefartig unvollstandige Darstellung eines
Gedankens, einer ganzen Philosophie wirksamer, als die
erschopfende Ausfiihrung [...].“ (Nietzsche 1980a, 161f.)
Man kénnte sogar im Anschluss dazu — in einer astheti-
schen Uberhebung der urspriinglichen Idee — sagen, dass
sich die ganze spatere Entwicklung auf diesen Gebieten je
nach dem qualifiziert, welche konkreten Inhalte und Ver-
wirklichungsformen man jeweils eben dem Rahmen der
unvollstandigen“ Darstellung gab."

Friedrich Nietzsches Umwertung der asthetischen Kate-
gorien sowie seine Betrachtung des Asthetischen generell
erwies sich sowohl als eine, die eine Reihe neuer Innova-
tionen erzielte als auch aber als eine, die in den darauffol-
genden Prozessen auch tatsachlich in jeder denkbaren
Richtung gewirkt hat. Dies als Tatsache auszusagen, ist
eine alltdgliche Aufgabe der Nietzsche-Forschung. Die
seridse Reife dieser Gesamteinsicht kann aber nicht ver-
gessen machen, dass in der Rekonstruktion sowohl der
einzelnen rezeptionsgeschichtlichen Strédnge als auch in
derselben der inhaltlichen Momente noch eine enorme
Arbeit vor der Forschung steht. Das Ausmal dieses Fel-
des sollte die folgende Annahme veranschaulichen:

9 Ein extrem wichtiges Beispiel: Nietzsche 1980a, 156.

10 Wieder anders formuliert erscheint diese Grundidee in Roman Ingardens
Literatur- und Kunsttheorie als integrative Idee, man dirfte aber auch die
Grundidee in den zahlreichen Formen der ,negativen’ Asthetiken, der Astheti-
ken des Fragments unschwer wieder entdecken.
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Gesetzt, dass ein Forscher sich in der europaischen Mo-
derne vollkommen auskennt, wéare es doch kaum zu er-
warten, dass er bei dem heutigen Stand der Forschung
auch ein Gesamtbild Uber die wahre asthetische Auswir-
kung des dionysischen Prinzips selbst noch in den wich-
tigsten Kunstgattungen zu geben imstande ist.

Friedrich Nietzsches Umwertung der asthetischen Kate-
gorialitédt gewinnt ihre Lebendigkeit und Frische auch aus
der Tatsache, dass er mit der neuen (spéter: ,modernen’)
Kunst seiner Zeit lange Zeit auf das Intensivste zusammen
gelebt hatte. Es genugt, wenn wir die Lange, Komplexitat
und Intensitét seiner Beziehung zu Richard Wagner kurz in
Erinnerung rufen.

Dass seine Neubewertung in einen breiteren Prozess
der philosophischen Neuorientierung nach 1848-1849 ein-
gebettet war, sollte nur kurz heraufbeschworen werden,
diesmal aber auch mit dem Ziel, dass man sieht: Diese
Zeitgrenze erwies sich fiir das Asthetische schon prinzipiell
als entscheidend. In dieser Beleuchtung erscheinen auch
Friedrich Nietzsches Innovationen als Antworten auf eine
ganzlich neue Herausforderung. Antworten allerdings,
Uber die Gottfried Benn spater mit vollem Recht sagen
konnte: ,Eigentlich hat alles, was meine Generation disku-
tierte, innerlich sich auseinanderdachte, man kann sagen:
erlitt, man kann auch sagen: breittrat — alles das hatte sich
bereits bei Nietzsche ausgesprochen und erschopft, defini-
tive Formulierung gefunden, alles Weitere war Exegese.”
(Benn 1959, 542)
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Abstract

Culture and Value (1998, 42) documents Wittgenstein arguing that: “People nowadays think scientists are there to instruct them,
poets, and musicians etc. to entertain them. That the latter have something to teach them; that never occurs to them.” This
essay responds by exploring “aspect perception” and “seeing anew” in Wittgenstein and Pieter Bruegel the Elder (1525 - 1569).
It addresses Wittgenstein's argument by showing how such explorations relate to challenges of taking the sciences, humanities

and arts equally seriously.

Whereas philosophers and psychologists are fascinated
by illusion [...], artists have more often said that they
are interested in nature, reality, and truth. [...] But when
we discover how differently their intentions were real-
ized in paint, the appearance of unanimity vanishes be-
fore our eyes. And this makes it tempting to dismiss
these remarks as lazy repetitions of stock phrases,
which a sophisticated art theory will debunk.

This is the conclusion many philosophers have
reached. [....] | doubt whether any of this is right.
(Hyman 2006: xviii)

Promising Developments and New Chal-
lenges

The last two decades have seen remarkable parallels be-
tween rethinking the histories of science and art; and Witt-
genstein in lights of the Nachlal8 and collections of lectures
and conversations (S. Koerner, IWS 2015). For a half cen-
tury after World War Il, opposed paradigms polarised art
versus science; truth versus contingency; context versus
comparison; text versus images; formalist aesthetics ver-
sus the social history of art; internalist versus externalist
positions on science; and the ‘early’ versus ‘late’ works of
many authors. Today deep shifts are taking place away
from partitioning preoccupations:

e from determinist responses to ‘crises over
representation’” - towards rethinking contextual
motivations and eclipsed materials;

from calls for ‘going beyond’ controversies towards
intensely interdisciplinary studies of relationships
between complex historically contingent materials;
from polarisation of contexts versus comparison
towards comparative micro-historical approaches to
what is meant by a ‘context’ or ‘culturally specific
situation’.

It is difficult to overstate these developments’ novelty and
interfaces with themes in Wittgenstein relating to discus-
sions of ‘aesthetics today’ (e.g., Baktin 2010; Elkins 2007).
But serious challenges face rethinking what the arts can
teach us, including those of:

e devoting equal attention to rethinking ‘art/sci’ and
‘disenchantment’ models of art history;

e examining the roles of artworks in polemic over
whether modernity should be seen as a liberating
triumph or lamentable tragedy;

o exploring the long history of innovations in the arts, as
pedagogical resources for illuminating problematic
presuppositions and seeing things anew.

Each deserves close attention. However this essay has a
restricted and primarily constructive purpose. It responds
to Wittgenstein’s (1998) concerns about the pedagogical
significance of the arts by exploring “aspect perception”
and “seeing anew” in Wittgenstein and Bruegel.

Aesthetic Experience and Seeing Otherwise
in Wittgenstein and Bruegel

The Tractatus (1922) ends with the brief section “7.
Whereof one cannot speak, thereof one must be silent.” In
the Philosophical Investigations (1958, 212), he said: “We
find certain things about seeing puzzling because we do
not find the whole business of seeing puzzling enough.”
This remarkable contrast provides insight of three areas in
Wittgenstein concerning art's pedagogical significance.

e Conventional scientific method and theory are ill-suited

for understanding the implications of how things are

made and used for their meanings and aesthetic
experience.

Aesthetic experiences are not unique or reducible to

timeless causes. A suitable approach situates them in

interpretative contexts that render them analogically
intelligible, instead of eclipsing complexity.

e The functions of things that elicit aesthetic interest are
not restricted to illustrating already ‘given’ knowledge —
they are means to new knowledge - as evidenced by
‘seeing anew’.

It bears stressing that Bruegel comes late in the history of
relevant innovations. Some of the earliest and most so-
phisticated interpretations of the cultural contingency of
‘aesthetic interest’, ‘aspect blindness’ and ‘seeing anew’
were expressed in such nonverbal arts as music, sculpture
and painting.

Wittgenstein and Picturing Aesthetic
Experience

Garry Hagsberg (2014) draws useful attention to how
many things Wittgenstein (1966) might have meant by
characterising aesthetics as both as “entirely misunder-
stood” and “very big.” Wittgenstein may have been refer-
ring with “entirely misunderstood” to problems with the
ideas of a “science of aesthetics” and “experiments” in
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empirical psychology. There are many examples of how
Wittgenstein distanced his aims from conventional portraits
of science. Some have seen this as ‘anti-scientism’. How-
ever here we attend to Wittgenstein's (1958, 232) worries
about gaps between the complexity of aesthetic experi-
ence and that “experimental method makes us think we
have the means of solving the problems which trouble us;
though problem and method pass one another by.”

The sort of explanation one is looking for when one is
puzzled by an aesthetic impression is not a causal ex-
planation, not one corroborated by experience or by
statistics as to how people react. [...] This is not what
one means or what one is driving at by an investigation
into aesthetics. (Wittgenstein 1966, 21)

By characterising aesthetics as “very big” Wittgenstein
may have meant that: the arts figure in the minority of a
diversity of aesthetic objects; aesthetics is central to a wide
range of philosophical issues; and conventional discipli-
nary orientations impede its understanding. The range of
philosophical issues at stake is indeed huge. The concepts
Kant introduced in the Critique of Judgement (1790), re-
main foundational today. Their reinterpretations have fig-
ured centrally in such paradigmatic ‘turns’ as those around
language, practice and embodiment (or extended mind).

Wittgenstein argued for replacing universalising gener-
alisations with investigations of the complexity of ‘family
resemblance’ amongst ‘language games’, which elicit aes-
thetic interest in different cultural contexts. Like Clifford
Geertz (1973, 1983), he stressed contrasts between our
own aesthetic experience near and the experience far, and
the need of contextual and comparative approaches to
culture as a dynamic normative system: “To describe a set
of aesthetic rules fully means really to describe the culture
of a period.” (Wittgenstein 1966, 8) Michael Baxandall's
Painting and Experience in Fifteen Century ltaly (1972) is
exemplary. For Baxandall (ibid, 152) to study fifteenth cen-
tury painting means to study how it was situated in relation
to, for instance, music, social dancing, and practical activi-
ties of gauging - estimating quantities, volumes, propor-
tions, ratios, and so on for commercial purposes: “If we
observe that Piero della Francesca tends to a gauged sort
of painting, Fra Angelico to a preached sort of painting,
and Botticelli to a danced sort of painting, we are observ-
ing something not only about them but about their society.”
(Baxandall 1972, 152)

Comparison figures centrally to questions about “aes-
thetics appreciation” and “aspect perception” in Wittgen-
stein's (1958, 193) approach to the “puzzlement” of ex-
periences of meaning: “I contemplate a face, and then
suddenly notice its likeness to another. | see that it has not
changed; and yet | see it differently. | call this experience
noticing an aspect.” For Severin Schroeder (2010, 366)
key questions include: (1) “How (or in what sense) is it
possible to experience an aspect (a thought, the meaning
of a picture) in an instant?” (2) “Are visual aspects (resem-
blances) actually seen or are they only thought of in an
interpretation?”

Relating to question (1), Schroeder (ibid, 359) stresses
that, in Wittgenstein (1958, 193), “seeing-as is essentially
noticing a resemblance, an internal relation between an
object and other objects, real or imagined [...]. But the act
of noticing a visual resemblance cannot be construed as
distinct from that of seeing (the resemblance). Of course
you can see the same object without noticing the resem-
blance, but the noticing (when it occurs while looking) is
not a mental operation distinct from seeing.” Question (2)
relates to Wittgenstein's discussions of “seeing anew”. We
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experience the change as instantaneous because of our
relationships to how we saw things before: “My visual im-
pression has changed; what was it like before and what [is]
it like now?” (Wittgenstein 1958, 196) What we took as self
evident about the experience near and far (and our areas
of “aspect blindness”) changed. This has powerful critical
and constructive implications. On the one hand, as Stanley
Cavell (2005, 11) put it, the task of “criticism is to reveal its
object as having yet to achieve its due effect. Something
there, despite being fully open to the senses has been
missed.” On the other hand “seeing anew” means things
can be otherwise.

The importance of pictures — (and other nonverbal arts)
— to these themes is difficult to overstate. While the Trac-
tatus (1922) stresses the limitations of language (“si-
lence”), Wittgenstein’s later emphasis falls upon non-
verbal language games (Wittgenstein 1966, 11). The
Nachlal3 corroborates Wittgenstein's appreciation of pictur-
ing’s philosophical significance. Pictures, gestures, aes-
thetic objects and practices are not simply illustrations of
phenomenon already evident in texts or language. They
illuminate realms of non-knowledge and enable us to see
things otherwise. This might be one of the implications of
Wittgenstein’s critique of failures to appreciate the arts’
pedagogical significance.

Aspect Blindness and Seeing Otherwise in
Bruegel

A picture held us captive. And we could not get outside
it, for it lay in our language and language seemed to re-
peat it to us inexorably. (Wittgenstein 1958, 115)

Few artists have been more recurrent foci in polemic over
whether the supposed ‘disenchantment’ of art and moder-
nity should be interpreted as a triumph or as a tragedy
than Bruegel. His work figured centrally in polemic over
notions, which attributed the Renaissance to the Flemish
art’s ‘realism’ and notions that idealise ‘primitivism’. Such
polemic eclipses the abundant evidence that long before
the Scientific Revolution and early modern humanities,
nonverbal arts such as music, sculpture and painting saw
remarkable innovations in interpreting the cultural contin-
gency of ‘aesthetic interest’, ‘aspect blindness’ and ‘seeing
anew’.

Much art history divides studies of how art is made from
those concerning (supposedly ‘hidden’) meaning. Bruegel
goes against the grain of these divisions. His use of mate-
rials (and motifs and styles of earlier and contemporary
traditions) generate meanings. His “ground” is a smooth
chalky surface painted on wood; and the more closely we
examine his motifs — the more we see where the ground
shows that “the real and the fictive” are “humanly made”
(J.L. Koerner 2004, 240). Making and meaning are like-
wise linked in Bruegel’s interpretations of the cultural con-
tingency of aesthetic experience. For instance, the cluster
of figures, in the right-hand foreground of Jesus Carrying
the Cross (1565), refers to late medieval roots and those
roots’ cultural distance (J.L. Koerner 2004). There is some-
thing experience far about them. In Bruegel — as in Geertz,
Baxandall and Wittgenstein — thick description does not
remove the complexity of the experience near and far — it
renders complexity (makes connections) analogically intel-
ligible.

Bruegel provides marvellous interpretations of ‘seeing
anew’. Consider the small painting, Peasant and Nest rob-
ber (1568), named after the proverb: “He who knows where
the nest is, has the knowledge, he who robs, has the nest.”
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At the seemingly ideal rural landscape’s centre there is a
large man — as ethnographically thickly described as the
people in Bruegel's famous paintings of local forms of life.
The man strides forward and seems at once to look at us,
glance backwards, and point towards the other man in the
painting, who is hanging onto a branch. His hat falls to the
ground while he reaches for the eggs in a bird’s nest.
Bruegel's work brims with proverbs, and much research has
been devoted to looking for texts to supposedly explain com-
plexity away. However, if we heed warnings about prioritising
texts and reduction, and attend to how the painting is made,
we notice something new. Behind the man is a dense cluster
of trees, and a hamlet in the distance on the bank of a lake or
wide river, which bends on the right hand side of the painting
and extends across the whole foreground. We are looking at
the man, and he strides over the brink of it - while pointing
backwards and looking at us. Both he (and we initially) do not
notice that he is about to fall into the water. Bruegel's point-
ing peasant draws our attention to that — both he and we
need to look at things otherwise.

All this critically engages claims about Bruegel's paint-
ings (and the people in them) being ‘primitive’. Writing on
the Peasant Dance (1568) and “ethnography”, Joseph Leo
Koerner notes that at first glance “the foreground peasant”
seems “weighed down by heavy shoes” and “turned the
wrong direction” —

All the clumsiness disappears, however, the moment
we catch sight of his left eye, which casts a perfectly
aimed glance at his partner. [...] Bruegel teaches us to
recognize and marvel at indigenous grace. [...] The
awkwardness serves too as his own unmasking. An in-
timate of urbane humanist scholars, he becomes Peas-
ant Bruegel and allows us to see him, not just the
peasants and ourselves, as an example of the forms
that human life takes in one place, in one world among
worlds. (J.L. Koerner 2004, 249-251).

Seeing the Pedagogical Significance of the
Arts Anew

John Hyman expresses doubts about conventional charac-
terisations of art in the passage at this essay’s beginning.
We also noted Wittgenstein's concerns about failures to
appreciate the arts’ pedagogical potential. To what extent
might his use of images and examples from the arts to dis-
cuss “aesthetic experience” and “aspect perception” be

relevant for seeing the pedagogical significance of sci-
ence, the humanities and the arts anew? Wittgenstein and
Bruegel might have agreed that:

To see ourselves as others see us can be eye-opening.
To see others as sharing a nature with ourselves is the
merest decency. But it is from the far more difficult
achievement of seeing ourselves amongst others, as a
local example of the forms human life has locally taken,
a case among cases, a world among worlds, that the
largeness of mind, without which objectivity is self-
congratulation and tolerance a sham. (Geertz 1983, 16)
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Abstract

Mario Brandhorst provides an interpretation of Rush Rhees’ Some Developments in Wittgenstein’s Ethics and Wittgenstein’'s
Lectures on Aesthetics which ascribes a moral anti-realist position to Wittgenstein. In this paper, | show that at least two of his
arguments are insufficient in order to support this claim. On the one hand, Brandhorst fails to capture Wittgenstein’s distinction
between the question what one ought to do and the question which ethical framework one ought to embrace. On the other hand,
Brandhorst mistakenly assumes that Wittgenstein’s rejection of Moore’s particular kind of moral realism is sufficient for ascribing

an anti-realist position to Wittgenstein.

Even though Wittgenstein has rarely addressed the matter
of meta-ethics, Mario Brandhorst (2009) thinks that the
little evidence we have suffices to ascribe an anti-realist
position to him. In this paper | will show that at least two of
his arguments do not suffice to defend this claim. Hence, |
neither aim to provide a full-fledged account of Wittgen-
stein’s stance towards meta-ethics nor on Brandhorst’s
interpretation of Wittgenstein as a whole.

First, a word about terminology: By moral realism | mean
the position that a moral proposition bears a certain truth-
value regardless of any subjective attitudes towards it. In
contrast, by moral anti-realism | mean the position that the
truth-value of a moral proposition depends on subjective
attitudes towards it.

1. Brandhorst’s First Argument

At first, Brandhorst draws attention to Rush Rhees’ Some
Developments in Wittgenstein’s View of Ethics. Rhees re-
ports that Wittgenstein discussed the matter of meta-ethics
with him on several occasions. In 1942 for instance Rhees
brought up the example of a man who has come to the
conclusion that he must either leave his wife or abandon
his work in cancer research.

Against this background, Brandhorst cites the following
passage which Rhees ascribes to Wittgenstein:

If he has, say, the Christian ethics, then he may say it is
absolutely clear: he has got to stick to her come what
may. And then his problem is different. It is: how to
make the best of this situation, what he should do in or-
der to be a decent husband in these greatly altered cir-
cumstances, and so forth. The question “Should | leave
her or not?” is not a problem here. (Rhees 1965, 23)

According to Brandhorst, this quote sheds light on Witt-
genstein’s anti-realism. He ascribes the following line of
thought to Wittgenstein: The truth value of a moral proposi-
tion like ‘I ought to leave her’ depends on the subjective
attitudes towards the issue, e. g. the subjective attitudes
concerned with embracing the Christian faith. Hence, Witt-
genstein’s position fulfills the criteria of being considered
moral anti-realist.

Brandhorst continues to cite Wittgenstein in order to put
forward further evidence for his anti-realist interpretation:

Someone might ask whether the treatment of such a
question in Christian ethics is right or not. | want to say
that this question does not make sense. [...] But we do
not know what this decision would be like — how it could
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be determined, what sort of criteria would be used, and
so on. (Rhees 1965, 23)

According to Brandhorst, Wittgenstein believes that the
question of what one ought to do ‘does not make sense’.
This is because we could only answer this question if we
had ethical criteria which go beyond any ethical framework
that we in fact embrace. But this surely is not possible.
Hence, to hold that a certain action ought to be done is a
mere expression of one’s own ethical framework which is
itself beyond any critique. Therefore, the truth-value of a
sentence dealing with “what the man should do” (Brand-
horst 2009, 2) depends merely on his attitudes laid down
in his ethical framework.

2. Countering Brandhorst’s First Argument

| believe that Brandhorst confuses two questions. On the
one hand, Wittgenstein deals with the question of what
one ought to do. On the other hand, he deals with the
question of which ethical framework one ought to choose.
According to Brandhorst’'s Wittgenstein, both questions do
not make any sense. | suppose that Wittgenstein only
thinks that the latter question is nonsensical whereas find-
ing out what one ought to do should not be troubling at all.

To press this point, | want to draw attention to the begin-
ning of Wittgenstein's Lecture on Religious Belief from
1938:

Suppose | say that the body will rot, and another says
“No. Particles will rejoin in a thousand years, and there
will be a Resurrection of you.” If some said: “Wittgen-
stein, do you believe in this?” I'd say: “No.” “Do you
contradict the man?” I'd say: “No.”

If you say this, the contradiction already lies in this.

Would you say: “I believe the opposite”, or “There is no
reason to suppose such a thing”? I'd say neither. (Witt-
genstein 1967, 53)

For Wittgenstein there is a general difference between a)
having a subjective attitude and b) believing in a religion: If
two people differ on subjective attitudes, then they are en-
titled to hold that they contradict each other. When some-
one e. g. says ‘Mushrooms are delicious’, his interlocutor
may contradict by saying ‘Ugh, we disagree on this issue!
Mushrooms are disgusting’. On the other hand, when two
people differ on religion, they are not entitled to hold that
they contradict each other. When an atheist e. g. says ‘The
body will rot’, a faithful interlocutor cannot simply contradict
by saying ‘We disagree on this point. Surely, there will be a
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Resurrection’. Religious faith is deeply entrenched in the
life of the faithful person and therefore not subject to cri-
tique like a mere attitude. It seems as if a religious person
and an atheist are necessarily talking past each other and
therefore no actual contradiction can emerge.

Now, let us get back to the realm of ethics. | assume that
Wittgenstein’s using Christian ethics as an example gives
us reason to conceive ethics and religion along similar
lines. When we acknowledge that Wittgenstein distin-
guishes unshakeable beliefs from subjective attitudes, we
see that there is a difference between the attitude that one
ought to act in a certain way and embracing an ethical
framework which is inextricably linked to a certain life. In
the quote cited above Wittgenstein merely says that the
question “whether the treatment of such a question
['Should I leave her or not?’] in Christian ethics [!] is right or
not” (Rhees 1965, 23) does not make sense. In order to
give a meaningful answer to this question one would need
to judge Christian ethics without relying on the unshakea-
ble beliefs that are inextricably linked to my embracing an
ethical framework. Since we cannot put ourselves in such
a position, the question must be jettisoned.

Brandhorst correctly points this out. But Wittgenstein
does not claim that it makes no sense to ask what one
ought to do! Quite in the contrary, Wittgenstein holds that
“[tlhe question ‘Should | leave her or not?’ is not a problem
here” (Rhees 1965, 23). One “may [even] say it is abso-
lutely clear” (Rhees 1965, 23) what one ought to do. How
can the answer to the question what one ought to do
‘make no sense’ and be ‘absolutely clear’ at the same
time? | think it cannot. Therefore, Brandhorst’s first argu-
ment for an anti-realist reading of Wittgenstein is not tena-
ble.

Rather, if Wittgenstein really thinks that what one ought
to do is ‘absolutely clear’, | think that we have reason to
interpret the quotes cited above differently. The fog clears
if we distinguish between the question what one ought to
do and the question which ethical framework one ought to
embrace. Only the latter question ‘makes no sense’
whereas the answer to the former question is ‘absolutely
clear’ since it does not depend on any subjective attitude.
Still, there might be other persons with entirely different
ethical frameworks which do not agree that one ought to
act in a certain way. But since we cannot make any sense
of what these people say (just as in the case of differing
religious beliefs), this does not suffice as a reason to think
that our answer to the question what one ought to do
merely expresses an attitude of approval for a certain ethi-
cal framework.

To put my proposed interpretation in a nutshell, one
could say that Wittgenstein, at least in this passage,
seems to be a realist about ethics even though he clearly
rejects realism about what might be called the ‘ethics of
ethics’.

3. Brandhorst’s Second Argument

Brandhorst puts forward another argument for his anti-
realist reading of Wittgenstein. This argument draws from
another discussion between Wittgenstein and Rhees held
in 1945: According to Rhees’ notes on the discussion,
Wittgenstein criticises “the idea of finding the true nature of
goodness or of duty” (Rhees 1965, 23). Now Brandhorst
argues as follows: Moral realism presupposes that there is
some reality to which true ethical propositions correspond.
Since Wittgenstein rejects this presupposition, we can jus-

tifiably ascribe a moral anti-realism to him (Brandhorst
2009, 67).

4. Countering Brandhorst’s Second
Argument

My critique of Brandhorst's argument is simple: Brandhorst
mistakenly assumes that moral realism must necessarily
rely on the assumption that there is some reality to which
true ethical propositions correspond. Hence, the fact that
Wittgenstein rejects this particular form of moral realism
does not suffice to ascribe anti-realism to him.

Rather, Wittgenstein merely seems to argue against a
particular form of realism. Namely, | suppose he rejects
Moore’s realist approach on meta-ethics: Moore (1993, §§
1-14) attempts to put forward an account on meta-ethics
by analysing the word ‘good’. Moore argues that ‘good’ is a
simple and non-natural property which cannot be identified
with any natural property without committing a logical falla-
cy.

In this section, | want to show that there are essentially
two distinct ways of opposing Moore’s realism of which
Brandhorst takes only one into account.

a) On the one hand, the anti-realists argue that what
Moore takes to be the property of goodness does not exist.
They rather propose that we make use of the adjective
‘good’ in order to express a subjective attitude of approval.
Hence, whether a certain moral proposition is true de-
pends on our subjective attitudes towards it. Since Witt-
genstein holds that there is no reality to which true ethical
propositions correspond, Brandhorst takes Wittgenstein to
side with this position.

b) However, there is another way of rejecting Moore’s
stance on meta-ethics which is compatible with moral real-
ism. | think that it is no accident that many philosophers on
which Wittgenstein had a huge impact followed this path.
Namely, G. E. M. Anscombe and P. T. Geach are to be
named in this context.

Geach (1956, 35-36) claims that anti-realists are right to
hold that a simple and non-natural property called ‘good’
simply does not exist. Therefore, it is wrong to hold that all
true moral propositions correspond to some sort of reality.
However, the anti-realist critique is insufficient because it
does not manage to overcome a deeply entrenched dog-
ma of Moore-style realism. Both Moore and his anti-realist
opponents take the adjective ‘good’ to be predicative.

What does he mean by this? In Good and Evil, Geach
(1956, 33) reminds us of a distinction between what he
calls ‘predicative adjectives’ and ‘attributive adjectives’. An
adjective A is predicative if whether a particular B is A
does not depend on what we substitute for B. Geach uses
the adjective ‘red’ as an example: whether something par-
ticular is ‘red’ does not depend on whether this particular
thing is a pullover or a car. In contrast, an adjective A is
attributive if whether a particular B is A radically depends
on what we substitute for B. Geach uses the adjective ‘big’
as an example: Whether we employ the adjective ‘big’ in
talking about a ‘big elephant’ or a ‘big flea’, makes a huge
difference.

Now, how does this grammatical remark relate to ethics?
Geach (1956, 36-38) complains that Moore as well as his
anti-realist opponents take it for granted that ‘good’ is a
predicative adjective. However, whether a particular B is
good radically depends on what we substitute for B. The
adjective ‘good’ e. g. means something entirely different if
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it is used to describe a chess move or a tennis stroke.
Geach admits that there might be contexts in which we
make use of the adjective ‘good’ in order to express an
attitude of approval. But it would be wrong to hold that the
adjective ‘good’ is used like this in all contexts. Therefore,
Geach argues that we should rather conceive ‘good’ as an
attributive adjective instead of a predicative adjective.
Hence, we have reason to reject Moore’s realism as well
as anti-realism since both assign a uniform meaning to the
adjective ‘good’.

Now, | want to show that Geach’s critique of anti-realism
is in accord with Wittgenstein’s thought. Therefore, | want
to draw attention to Wittgenstein’s Lectures on Aesthetics.
Since Wittgenstein himself links his thoughts on aesthetics
to ethics (e. g. Wittgenstein 1967, 3), this comparison
should not bother us.

In his Lectures on Aesthetics, Wittgenstein holds that a
uniform analysis of the adjectives ‘beautiful’ and ‘good’ is
doomed to failure. Wittgenstein explicitly links this failure to
Moore’s realism (Wittgenstein 1967, 2) as well as to the
anti-realist idea that we can boil down our use of the adjec-
tives ‘beautiful’ and ‘good’ to expressions of approval.

“What similarity has my admiring this person with my
eating vanilla ice cream and liking it?” To compare them
seems almost disgusting. (Wittgenstein 1967, 12)

Comparing aesthetic and ethical judgements in this re-
spect would be ‘almost disgusting’ because it suggests
that these language games are no more sophisticated than
baby talk. Both Moore and the anti-realists fail to acknowl-
edge that our language games are in fact much richer.
Obviously, this account on meta-ethics resembles Geach’s
objection that we cannot understand the adjective ‘good’
without having a close look on the language games in
which it is actually used.

Brandhorst even admits that “none of this discourages a
realist who also waives all aspirations to a uniform analy-
sis” (Brandhorst 2009, 67) but nevertheless he takes moral
realism to be confused in general. Brandhorst does not
consider that one can refrain from “the idea of finding the
true nature of goodness or of duty” (Rhees 1965, 23) and
at the same time hold that moral propositions have deter-
minate truth-values irrespective of any subjective vantage
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point. Even though a mere analysis of the adjective ‘good’
will not suffice to find out under which circumstances moral
propositions are true, a detailed analysis of our numerous
language games dealing with ethics is a more promising
candidate to serve this purpose.

My second counterargument does not serve as an ar-
gument for ascribing moral realism to Wittgenstein. We
can only be sure that Wittgenstein rejects all sorts of uni-
form analyses of the adjective ‘good’ (including particular
forms of anti-realism and realism). However, in the light of
the arguments sketched so far, one could still defend that
Wittgenstein holds a particular form of anti-realism which
refrains from a uniform analysis of the adjective ‘good’.
Such an anti-realism could e. g. hold that whether a partic-
ular action is justifiably called ‘good’ depends on our sub-
jective attitudes of approval towards the action in focus
even though the adjective ‘good’ might be used differently
in other contexts (e. g. judging tennis strokes). However,
this objection does not threaten my argumentation. My aim
in this paper was not to prove that Wittgenstein was a
moral realist but rather that we cannot straightforwardly
ascribe moral anti-realism to him. The fact that Wittgen-
stein opposes uniform analyses of the adjective ‘good’ in
his Lectures on Aesthetics does neither suffice as an ar-
gument for realism nor for anti-realism (as Brandhorst
thinks). And this was indeed what | set out to show.
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Abstract

In one of the very first articles that deal with the theme of the relationship between Wittgenstein and Sraffa, Ferruccio Rossi-
Landi argues that Sraffa influenced Wittgenstein on the level of philosophical method, encouraging him to observe semantic
phenomena through the new concepts of immanence, contextualism and relatedness. Rossi-Landi also states that unlike Marx-
ian tradition, there is no historical dimension to semantics in late Wittgenstein. | disagree with the last statement. In this paper, |
maintain that a dynamic and therefore historical dimension to semantics, connected to creativity of speakers, is present in the

Philosophical Investigations.

1. One of the biggest mysteries surrounding Wittgenstein’s
late philosophy is the relationship between the Viennese
philosopher and the Italian economist Sraffa. As is known,
in the preface to the Philosophical Investigations (Pl), Witt-
genstein acknowledges his indebtedness to Sraffa in the
formulation of the ideas included in the work. He attributes
critical importance in the constitution of his new philosophy
to the ltalian economist, based on their discussions in
Cambridge, in a period stretching from 1929 to 1950. The
content of these discussions is poorly known, and, at best,
there is speculation on that, now legendary, Neapolitan
gesture that Sraffa made during one of these talks (Mal-
colm 1958, 7-8). This, it is believed, caused Wittgenstein to
discredit the whole idea of the Tractatus Logico-
Philosophicus (TLP), that is, that propositions reflect states
of affairs, and led Wittgenstein towards an anthropological
view of semantics.

The first to speculate on Wittgenstein in his preface to
the Philosophical Investigations is Ferruccio Rossi-Landi in
a 1966 article (Rossi-Landi 1968). In this article, Rossi-
Landi describes the later Wittgenstein as a philosopher of
life: a philosopher who abandons all formalism of the TLP
and is distant from existential practice, who instead gradu-
ally moves the axis of language and semantics to the con-
text of life and social practices. Rossi-Landi says that late
Wittgenstein deals with the Tractatus in a very similar way
to that in which Feurbach and Marx dealt with Hegel: bring-
ing the spirit to earth and especially among human social
relations. So, in late Wittgenstein, semantics is produced
and reproduced within a social context that moves through
relationships which are exemplified by the metaphor of
language game. According to Rossi-Landi, Wittgenstein
probably owes this pronounced interest in social practices
that constitute the environment of semantics to Sraffa.

Furthermore, Rossi-Landi identifies philosophical meth-
odologies common to both late Wittgenstein and Sraffa’s
Marxism: contextualism, contingency and the concept of
relatedness. The meaning of a sentence, like the value of
a commodity, is not a substantial property, but a relational
characteristic which depends on social choices (see also
Davis 1988; Marion 2005). You must first specify a context
to determine the meaning of a sentence and the value of a
commodity. Secondly, you have to relate sentences and
goods with everything that is around: you must create a
relational framework, which is contingent and historical, in
order to attach meaning to an expression and a value to a
commodity. Goods and words have no value and no
meaning beyond the context of human sociality, they re-

main without a use. Thus, meaning and value have a rela-
tional and dynamic character, not a substantive one.

Linked to this point, there is also the fact, as mentioned
before, that words and goods receive meaning through
social actors, through players of the game. The life of so-
cial practice—a life interpreted from a political point of view
and not biological—gives meaning and value to words and
goods: a private language, like a private market, is a con-
tradiction in terms. And, probably the theoretical hostility
that Wittgenstein develops towards the possibility of a pri-
vate language is to be brought back to the influence of
Sraffa’s Marxism. Therefore, if the meaning and the mean-
ingfulness of linguistic expressions are to be found in so-
cial relations, which constitute the life of language games,
it is impossible to think that there might be a meaning that
is not publically shared, or a language that refers, for ex-
ample, to private sensations that are kept in a secret part
of the mind. The language of sensations and the sensa-
tions themselves are always shared in contexts of use.
This does not mean that there are no psychological states,
Wittgenstein is not a crypto behaviourist; rather, it means
that a psychological state, albeit individual, is made mani-
fest, or at least has strong resonance, in the public sphere
and definitely has consequences in the dynamics and de-
velopment of the game you are playing. It is very likely that
Sraffa placed great emphasis on social sharing of mean-
ing.

However in that article Rossi-Landi is strangely very
sceptical and, in my opinion stumbles on some points,
which he believes represent elements of distance between
the philosophy of Wittgenstein and the Marxian tradition.
Rossi-Landi excludes the idea that a historical dimension
may be present in the Philosophical Investigations. In fact,
he attributes a public vision of language to Wittgenstein,
but not social. This has important theoretical conse-
quences. Rossi-Landi finds elements of static in the notion
of linguistic use present in PI: Wittgenstein does not ques-
tion formation and development of word meaning. He re-
fers only to the use of an object that already exists, and it
is used in different ways in language games. In other
words, the use which Wittgenstein discusses implies the
presence of an already existing object which is then used
in different contexts. In Wittgenstein, formulations that are
directed towards production of meaning are lacking: in
short, according to Rossi-Landi, Wittgenstein does not dis-
cuss the creativity of the speakers with regard to meaning.
Wittgenstein is not therefore concerned to answer the
question: “How was this word that | am using originally
produced?” Rossi-Landi observes that Wittgenstein starts
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from the presence of a linguistic object, and he is not in-
terested in understanding how this linguistic object was
created. To Wittgenstein, linguistic tools are naturally
given; they are a kind of existing resource which we ac-
cess freely. The level of speech production is not affected
by Wittgenstein’s analysis and therefore words, phrases
and meaning are seen as a given whose origin is unex-
plained. In other words, Rossi-Landi believes Wittgenstein
has no theory—in Marxian terms—of the value in relation
to production and work. Aspects of social production of
meaning, of linguistic work necessary for the production of
meaning, are not theorized by the Viennese, and so he
moves on from existing semantic objects as if they were
already given.

| disagree with this last observation of Rossi-Landi. As |
am going to try to show briefly, Wittgenstein is a refined
theorist of linguistic creativity. Wittgenstein constantly
strives to clarify how to develop creative processes from a
regulated situation. In my opinion, his comments on crea-
tivity arise both from the rejection of the idea that meaning
is an object, and from the idea, developed in his reflections
on following a rule, that there is a radical unpredictability in
the application of the rule to a new case.

In other words, Wittgenstein rejects the idea that mean-
ing is a substance—a real, psychological or conceptual
object. Instead, he believes that meaning is a move or a
gesture in the game. Furthermore, meaning, since it is a
gesture in a game, is a social habit, which is part of a se-
ries of shared behaviours encoded in rituals that constitute
the form of life of a society. This dynamic vision brings
flexibility to meaning, and the possibility that this can be
created, recreated and modified within language games.

2. In the interest of brevity, in this section | would like to
give a few examples that show how in the Philosophical
Investigations there is a dynamic and therefore historical
dimension, which however Rossi Landi does not seem to
recognize. Wittgenstein often strives to show how it is pos-
sible for creative processes to come out from a regulated
situation in the game. Where there is creativity, there is
change, innovation which creates a historical watershed, a
“before” and an “after” the change. Indeed, the dynamism
of meaning, the ability to change and reformulate it, cre-
ates a time and therefore historical dimension to seman-
tics.

In the section which includes and follows on from para-
graph 138 of the PI, Wittgenstein provides a series of ob-
servations on what it means to understand an expression.
His remarks gradually discard the possibility that under-
standing can be a strictly mental phenomenon, which can
receive an explanation in mentalist, psychological or neu-
roscientific terms (Voltolini 1998). In his comments, he re-
jects the idea that understanding an expression can be
reduced to an individual, internal mental process, enclosed
in a psychological or cerebral sphere, and he comes to the
conclusion that understanding an expression is inevitably a
phenomenon linked to the practices of language games
(Budd 1984). By learning the language game of algebra,
for example, a pupil properly uses the expression “l under-
stand the rule that governs a number series” within the
dynamics and practices that he has been engaged in to
solve mathematical problems (Pl 154, 155 and 179).
Therefore, the phenomenon of understanding is linked to
the actions, activities and techniques that you learn in the
language game of teaching/learning algebra.

Against the background of these observations, Wittgen-
stein then writes a few startling paragraphs, since they
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open up the idea that the form of life is deviant and radi-
cally open to mutation. In a surreal dialogue with one of his
imaginary interlocutors (see Pichler 2004), Wittgenstein
says something like: if meaning lies in use, how can | un-
derstand a word in only one go? When | understood the
word, did | have all the possible uses of the word in my
mind? Use is extended over time, whereas understanding
is immediate; so, how and where do we fill the vacuum that
exists between the immediate understanding of a word
and its contingent use?

Wittgenstein says that what fills the gap between the
meaning of a word and its application is its use or practice
in a context; therefore, the process of understanding is
interpreted as exercise and acquisition of techniques that
are performed within one or more games. The acquisition
of these practices ensures that you are part of a life form.
Life forms thus develop social practices that are learned
and transmitted through language games. Through the
practice of language games an existential order is accord-
ingly acquired. Furthermore, practice opens the way to the
unexpected and to differentiation.

Wittgenstein writes in paragraph 142: “It is only in normal
cases that the use of a word is clearly laid out in advance
for us; we know, are in no doubt, what we have to say in
this or that case”. The practice of the use of words is re-
peated and standardized, but nonetheless lives within the
praxis. The practices of life forms that are considered nor-
mal, and which give an order to life itself are not restricting
because they take place within the praxis. You learn to
behave in a certain way, in a regular and repetitive way,
but behind the normality of use, an undefined, abnormal
space opens up which can lead to escape from the ordi-
nary and the “normal”. The form of life is therefore struc-
tured with behavioural regularity, but it has the potential to
slip elsewhere; thus, the life form can, of course, follow a
historicized and established path, but has the potential for
constructing another and different existence.

And if things were quite different from what they actu-
ally are — if there were, for instance, no characteristic
expression of pain, of fear, of joy; if rule became excep-
tion, and exception rule; or if both became phenomena
of roughly equal frequency — our normal language-
games would thereby lose their point. — The procedure
of putting a lump of cheese on a balance and fixing the
price by the turn of the scale would lose its point if it
frequently happened that such lumps suddenly grew or
shrank with no obvious cause (Pl 142).

Wittgenstein considers the possibility that our normal char-
acteristic semantic behaviour can be reversed (Pl 80).
Considering the possibility that something characteristic
might change means loosening every determinism, every
legalism, and thus leaving room for differentiation and his-
toricizing.

As Wittgenstein says, the establishment of regular prac-
tice rests on unjustified grounds (Pl 241); certainly, it crys-
tallizes in common use, but whenever there is application
of a shared use, in theory there is always the possibility to
choose whether to follow the crystallized use of a rule or
deviate from orthodoxy. If the use is rejected, experimental
ground opens up. In Pl 186, Wittgenstein clearly says that
it is necessary to make a new choice for every step in the
application of the rule. These new choices can provide es-
cape routes from the orthodoxy of rule application. When,
in paragraph 186, Wittgenstein states that you must make
a choice about how to proceed every time you apply the
rule in effect, he shatters all determinism and accedes to
cultural diversity. Advancing these ideas, Wittgenstein
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moves between two extremes: on the one hand, there is
the typical behaviour of a super-rigid machine that per-
forms calculations, on the other there is territory with no
landmarks, a land where every action can be in agreement
and disagreement with the rule (Pl 201). In the middle,
there are regularities in behaviour, habits, uses that piece
by piece form the identity of a rule (Pl 202). In this middle
ground, there is space for differentiation and creativity,
since according to Wittgenstein we must make choices for
each application of the rule; thus different gateways for
future applications of the rule are opened. On the one
hand, you can reproduce a paradigmatic application of the
rule: what you have learned in language games. On the
other, you can try to experiment, refusing in varying de-
grees what has been learned. Acceding to differentiation
opens the way for the historicization of meaning, it means
an evolution of meaning through processes of production
and reproduction.

Literature

Budd, Malcolm 1984 “Wittgenstein on Meaning, Interpretation and
Rules”, Synthese 58, 303-323.

Davis, John B. 1988 “Sraffa, Wittgenstein and neo-classical eco-
nomics”, Cambridge Journal of Economics 12, 29-36.

Malcolm, Norman 1958 Ludwig Wittgenstein. A Memoir. With a
Biographical Sketch by G.H. von Wright and Wittgenstein’s letters
to Malcolm, Oxford: Oxford University Press.

Marion, Mathieu 2005 “Sraffa and Wittgenstein: Physicalism and
constructivism”, Review of Political Economy 17: 3, 381-406.

Pichler, Alois 2004 Wittgensteins Philosophische Untersuchungen:
Vom Buch zum Album, Amsterdam and New York, NY: Rodopi.

Rossi-Landi, Ferruccio 1968 “Per un uso marxiano di Wittgenstein”,
in: Rossi-Landi, Ferruccio I linguaggio come lavoro e come mer-
cato. Una teoria della produzione e dell’alienazione linguistiche,
Milano: Bompiani, 11-50. [Originally the article was published in
the journal Nuovi Argomenti 1966. English edition 2002 “Towards a
Marxian use of Wittgenstein” in: Gavin Kitching and Nigel Pleas-
ants (eds.), Marx and Wittgenstein. Knowledge, Morality and Poli-
tics, London and New York: Routledge, 185-212.]

Voltolini, Alberto 1998 Guida alla lettura delle RICERCHE
FILOSOFICHE di Wittgenstein, Roma-Bari: Laterza.

von Wright, Georg Henrik 1958 Ludwig Wittgenstein. A Biographi-
cal Sketch, London: Oxford University Press.

Wittgenstein, Ludwig 2009 Philosophical Investigations, Oxford:
Wiley-Blackwell.

Wittgenstein, Ludwig 1922 Tractatus Logico-Philosophicus, Lon-
don: Routledge & Kegan Paul.

139



,Welcome home, Mr Cobb!“

Zur Analyse und Interpretation der Schlusssequenz von Inception
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Abstract

Der Beitrag verfolgt zwei Ziele: Erstens soll anhand einer kurzen Analyse der Komposition der Schlusssequenz des Films In-
ception von Christopher Nolan gezeigt werden, dass es sich dabei um einen exemplarischen Mindgame-Movie handelt. Im An-
schluss an Uberlegungen Blumenbergs zur dsthetischen Transformation der Fraglosigkeit des Mythos und Cavells zum preké-
ren Verhaltnis zwischen Anerkennung und Skeptizismus wird zweitens die These vertreten, dass Inception beispielhaft den Zu-
sammenhang von Ethik und Asthetik performativ aushandelt: Wer (iberlegt, wie es um die Wirklichkeit des Gliicks des Odys-
seus nachempfundenen Protagonisten steht, tut dies nur, weil der Film mit seinen asthetisch-prasentativen Verfahren dessen
Verlangen danach in seiner Zerbrechlichkeit und lllusionsanfélligkeit vorfiihrt. Die véllige Aufgehobenheit aller Erfiillungsbehin-
derungen, wie sie im Bild der endlich gelingenden Ruickkehr am Schluss des Films gezeigt wird, gehért selbst ins Reich der Fik-
tion. Der Film reflektiert darauf durch eine Infragestellung desjenigen Versprechens, das er um der Inszenierung der Heimkehr

willen erfiillen zu kénnen vorgegeben hat.

Es fallt nicht schwer, die formale Struktur der Odyssee als
Grundriss der Geschichte von Inception zu erkennen. Aus-
fahrt, Irrwege und Heimkehr gehdren, wie etwa Elisabeth
Bronfen gezeigt hat, geradezu ins Zentrum des klassi-
schen und des New Hollywood (vgl. Bronfen 1999). Was
ich zeigen mdchte, ist, dass Inception als ein an der Heim-
kehr orientiertes Mindgame-Movie (vgl. Elsaesser 2009)
verstanden werden kann. Nolan erfindet das Rad nicht
neu, so meine These, halt es aber Uberzeugend am Lau-
fen. Zum Schluss befrage ich den Zusammenhang von
Heimkehr und Gliick in Inception.

1. Vertrauen und Kontrolle

Man kénnte sagen, dass Nolans einziger, aber virtuos ge-
handhabter Kunstgriff in Inception die spiegelbildliche Um-
kehrung traditioneller filmischer Verfahrensweisen ist. Das
lieRe sich an einer Reihe von Beispielen belegen. Doch ich
begnige mich an dieser Stelle damit, zu zeigen wie die
Umkehrung als Bauprinzip von Inception als Mindgame-
Movie im Sinne Thomas Elsaessers funktioniert.

Unter Mindgame-Movies lasst sich allgemein die Ten-
denz von Filmen beschreiben, erkenntnistheoretische Fra-
gen durchzuspielen, indem sie ihre eigene Wirklichkeitser-
fahrung und -konstitution zu einem innerdigetischen Prob-
lem machen. Wer sagen moéchte, was er gesehen hat,
muss angeben kénnen, mit welchen Begriffen und Vorver-
standnissen von Wahrnehmung und Realitat er operiert.
Auf der Ebene einer derartigen Uberpriifung leitender Be-
griffe spielen sich Mindgame-Movies ab, da sie die Selbst-
verstandlichkeit eingespielter Wirklichkeitsvorstellungen
auf nicht begriffliche Weise in Frage stellen.

Zunachst mochte ich einen Blick darauf werfen, wie Ein-
reise und Rickkehr des Protagonisten Dominic Cobb, aus
der das Finale des Films besteht, von Nolan inszeniert und
aufgefasst wird.

“I'm asking you to take a leap of faith" sagen sich Cobb
und Sato kurz vor Cobbs Einreise, um sich gegenseitig
davon zu Uberzeugen, dass sie nicht voller Bedauern als
alte, vereinsamte Manner sterben missen. Interessant
daran ist, dass das Vertrauen, das hier geschenkt und um
das gebeten wird, ein soziales Band stiftet, das stark bin-
det, weil es freiwillig geknupft wird und auf einer geteilten
Erfahrung beruht. Die Gemeinschaft, die durch gegenseiti-
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ges Vertrauen entsteht (vgl. Friichtl 2013), kontrastiert zu
einem Verband aus rationalen Egoisten, die eine Verbin-
dung nur aus strategischen Erwagungen einzugehen be-
reit sind und nur an harte biometrische Fakten wie die ei-
nes Ausweises glauben. Mit den Worten "Welcome home,
Mr Cobb!" gibt der Zollbeamte Cobb seinen Ausweis am
Flughafen wieder zurlick. Einer Einreise in die USA, die im
Literalsinn den Beginn der Rickkehr markiert und meta-
phorisch fir die Heimkehr des Helden steht, steht nun
nichts mehr entgegen. Die Einreise kennt zwei Identitats-
zuschreibungen: Kontrolle und Vertrauen. Die Ausweis-
kontrolle ist eine Feststellung der Identitdt auf Grund des
Vorliegens auBerlicher Merkmale. Das Wiedersehen zwi-
schen Cobb und seiner Familie spielt sich auf eine emoti-
onal-vertrauensbasierten Ebene identitatsstiftender Aner-
kennung ab.

Vertrauen und Kontrolle markieren zwei Modelle zwi-
schenmenschlicher Interaktion in Inception: Es gibt auf der
Folie des klassischen Heist-Movies ein Team, dass zum
Zwecke der Industriespionage durch manipulativen Ein-
satz fortgeschrittener technischer Mittel geistiges Eigentum
einer Zielperson unbemerkt entwendet. Wirklichkeit ist in
dieser Sicht eine apparativ erzeugte lllusion, um die eige-
nen Interessen durchsetzen zu kénnen. Cobb ist ein Meis-
ter seines Fachs: Wie kein zweiter beherrscht er die Kunst,
dem Bestohlenem vorzugaukeln, es sei alles in Ordnung
mit seinem bewussten Erleben, wahrend ein Stock tiefer
im Unterbewusstsein damit ein bdses Spiel gespielt wird.

Der Realitatseindruck, den der von Dritten konstruierte
Traum beim Bestohlenen hinterlasst, sitzt parasitar auf der
Gewissheit der Diebe auf, selbst nicht in die Falle einer
Realitdtsanmutung tappen zu kénnen. Die Plausibilitat der
lllusion hangt davon ab, ob sie so inszeniert wird, dass sie
vom Betroffenen als real erlebt wird, genauso wie das
auch fiir das Team um Cobb der Fall ist. Sie haben einen
konstruktivistischen Wirklichkeitsbegriff: Sie verfahren mit
Wirklichkeitserleben als einplanbarem Zug in einem Spiel
vor dem Hintergrund technisch-strategischer Ordnungs-
prinzipien, um manipulativ eine Realitatsimpression zu er-
zeugen, die es ihnen erlaubt die Zielperson darlber zu
tauschen, was tatsachlich mit ihr geschieht.

Eine auf gegenseitigem Vertrauen beruhende Gemein-
samkeit gibt es hier nicht, ist aber vorausgesetzt: Die
Kenntnis darlber, wie ein Realitdtseindruck hervorzurufen
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ist, bedient sich stillschweigend nicht-strategisch und nicht-
manipulativ der eigenen unhintergehbaren Wirklichkeitser-
fahrung. Von wo sonst als vom eigenen Erfahren her sollte
man auch wissen, wie man einen anderen erfolgreich an
der Nase herumfuhrt?

Cobb ist der Meister seines Fachs nicht zuletzt deswe-
gen, weil er seine eigene Wirklichkeit nur noch als Inbegriff
eigener Konstruktion erlebt. So gesehen ist der rationale
Egoist die Folgeerscheinung eines Glaubens an sich als
Verursacher und Autor der eigenen Wirklichkeit. Wer Gber
sein eigenes Erleben nicht getauscht werden will, weil er
stdndig andere genau darin tauscht, muss alles dafir tun,
die Faden seines Realitatseindrucks in der Hand zu hal-
ten, um nicht selbst einer Tauschung aufzusitzen. Er muss
die Angewiesenheit auf Andere umarbeiten in eine selbst-
geschaffene Welt, aus der alles verbannt ist, was daran
erinnert, sich der Kontrolle der eigenen Planung zu entzie-
hen.

Darin liegt aber ein Grundzug von Wirklichkeit, dass sie
sich der planmaRigen Verfligung entzieht und so die ver-
trauensformige Angewiesenheit auf Andere zum Ausdruck
kommt. Reduziere ich den Anderen in meinem Weltentwurf
nur auf seine biometrischen Merkmale oder sein potentiell
entwendbares geistiges Eigentum, kann die Interaktion
auch nur entsprechend ausfallen. Etwas hochgestochen
kénnte man fast sagen: Nolan fiihrt in Inception die Welt
eines biopolitischen und mentalen Kapitalismus par excel-
lence vor.

Der von jedem Einspruch der Realitat befreite Limbus ist
in Inception der Ort, an dem das Oszillieren des freien
Entwerfens zwischen Weltbildung und Selbstverfallenheit
vor Augen gefiihrt wird. Wer sich daran gewodhnt, dass es
keinen Abstand mehr zwischen Idee und Realisierung gibt,
vergisst ganz folgerichtig, dass die Realitat nie das unmit-
telbare Ergebnis ihres Entwurfs war. Jedem imagindren
Akt wohnt als solchem eine Derealisierung inne, der das
Subjekt der Imagination Uber die Zwange des In-der-Welt-
seins hinausflhrt. Weltbildend kann Imagination genannt
werden, wenn sie jenes Subjekt als Teil einer Welt prasen-
tiert, zu der es eben auch gehdrt, frei entwerfen zu kon-
nen, da man eben mehr und anderes ist als nackte Tatsa-
chen (vgl. Cavell 1979, 95). Solipsistisch wird Imagination
dann, wenn die Zugehorigkeit des Subjekts zur Welt nicht
mehr die Imagination miteinschlief3t, sondern sie auf Kon-
frontationskurs zur Welt als Ganzer geht. Dann muss sich
im widerstandslosen Entwerfen verlieren, wer glaubt, er sei
eben nicht auch aus Fleisch und Blut.

Nolan Ubertragt die in Cobbs Selbstverhaltnis angeleg-
ten beiden Begriffe von Realitdt auf das Geschehen des
Films selbst: Einmal erscheint der Film als lllusionserzeu-
gungsmaschine, die sich unser Erleben manipulativ zunut-
ze macht, weil sie nichts anderes als eine daflr vorgese-
hene imaginare Konstruktion ist, einmal erscheint er als
integrativer imaginarer Anteil unserer gemeinsamen Wirk-
lichkeitserfahrung, zu dem wir uns offen verhalten missen
und kénnen, weil er uns zeigt, dass wir nicht zuletzt unse-
rer Einbildungskraft frei in und zu dieser Welt sind. Diese
durch eine Inversion der Verhaltnisse von Innen und Au-
Ren, Oben und Unten in Gang gesetzte Metaphorisierung
vom innerfilmischen Gang zum Ereignis des Films selbst
im Film zeigt Inception als Mindgame-Movie, weil die An-
gewiesenheit auf unser Erleben und dessen Tauschungs-
anfalligkeit zugleich auf der Erzahlebene und der Figur
Cobbs verhandelt werden.

2. Zur Analyse des Finales

Die Schlusssequenz setzt allerdings bereits vor der Pass-
kontrolle ein, namlich beim Anflug auf den Zielflughafen.
Cobb und sein Team erwachen aus dem Limbus und dem
dreifachen Traum im Traum, von dem keine heile Rick-
kehr moglich schien, haben erfolgreich ihren Plan durch-
gefiihrt und teilen endlich wieder eine gemeinsame, offene
Wirklichkeit miteinander.

Was nun folgt, ist eine Folge von drei Blicken Cobbs, die
sich alle um den Zusammenhang von Sehen, Glauben und
Wissen drehen. Der dritte Blick ist der entscheidende:
Cobb betritt, begleitet von seinem Vater, durch den Flur
das Wohnzimmer seines Hauses. Sein Unglauben, tat-
sachlich zu Hause zu sein, bringt ihn ein letztes Mal dazu,
den Kreisel, sein Totem, mit dem er bisher feststellen zu
kénnen glaubte, ob er wacht oder trdumt, zu drehen. Kippt
der Kreisel nach einigen Umdrehungen, wacht er und kann
entgegen seinem Unglauben davon ausgehen, wirklich
wieder zu Hause bei seinen Kindern angekommen zu sein.
Dreht der Kreisel sich unentwegt weiter, befindet er sich
noch in einem Traum und die Heimkehr erweist sich als
illusorisch. Das ist durchaus stimmig: Ein Kreisel, der wa-
ckelt, hat Realitatskontakt, einer der um und in sich kreist,
bleibt aufs bloRe Entwerfen beschrankt.

Kurz nachdem er den Kreisel angedreht hat, hebt Cobb
seinen Blick und sieht auf dem Rasen vor seinem Haus
seine beiden spielenden Kinder. Er traut buchstablich sei-
nen Augen nicht. Und genau in diesem Moment, in dem er
seine Kinder im Kontext seiner Heimkehr wiedersieht, fallt
jeder Zweifel, es kénnte mit seiner Wahrnehmung nicht
weit her sein, von ihm ab. Es ist ihm angesichts der Mog-
lichkeit, seine Kinder wieder in den Arm zu nehmen, egal
geworden, wie ihm das vergonnt ist.

Wahrend Cobb mit seinen Kindern wiedervereint ist,
geht dessen Vater aus dem Bild, die Kamera schwenkt
von Cobb und seinen Kindern zurlick auf den Kreisel, der
sich immer noch dreht. Der Film endet mit einem leichten
Wackeln des Kreises. Mir scheint die Pointe nun nicht dar-
in zu liegen, zu knobeln, ob Cobb nun immer noch trdumt
oder nicht, sondern dass fir ihn die Frage keine Wichtig-
keit mehr besitzt und an das Publikum abgegeben wird.
Fir den Cobb, der nicht mehr im Bild ist, stellt sich die
Frage nicht mehr, weil die Heimkehr selbst als heilsame
Einbildung gezeigt wird. Sein vom Zweifel befreiter Glau-
be, wieder zu Hause bei seinen Lieben zu sein, allein
zahlt. Im letzten Moment derealisiert sich Cobb und wird
Agent der Selbstkennzeichnung der filmischen Fiktion (vgl.
Koch u. Voss 2006). Cavell bringt diesen Moment der Ver-
bundenheit, in dem die Welt wieder ein Zuhause ist, auf
den Punkt:

Im Angesicht des Zweifels zu leben, die Augen gliick-
lich geschlossen, hielRe, sich in die Welt zu verlieben.
Denn sollte es eine berechtigte Blindheit geben, gibt es
sie nur in der Liebe. Und entdeckt man, dass man sich
in die Welt verliebt hat, dann ware man schlecht bera-
ten, ihren Wert durch den Hinweis auf ihr System von
Endursachen lobend zu unterstreichen. Denn dann
schwande wohl die Verliebtheit und man kénnte da-
durch vergessen, dall die Welt, so wie sie ist, Wunder
genug ist. (Cavell 2006, 684)

Es lieBen sich dagegen keine noch so scharfsinnigen
Griinde ins Treffen fiihren. Entscheidend ist, dass er sein
Vertrauen in eine Wirklichkeit wiedergefunden hat, die fiir
ihn zentrale Bedeutung besitzt. Dieser Wandel von einer
ihn ldahmenden Skepsis zu einem Glauben an seine Wirk-
lichkeit, vollzieht sich mit einem Schlag, als Cobb seine
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Kinder erblickt und uns den Zweifel daran, ob wir dem
Glauben sollen, was wir sehen, Uberlasst.

An dieser Stelle gibt es einen lUberraschenden gedankli-
chen Konnex zwischen Cavells Weltverliebtheit und Hans
Blumenbergs ins Asthetische transformierter mythischer
Fraglosigkeit, von der Cobbs Heimkehr und ihre Inszenie-
rung zeugt:

Der Mythos 1aRt das Nachfragen auf den Wall seiner
Bilder und Geschichten auflaufen: nach der nachsten
Geschichte kann gefragt werden, danach also, wie es
weitergeht, wenn es weitergeht. Sonst fangt es wieder
von vorn an. [...] Wer Warum? fragt, ist selbst schuld,
wenn er durch die Antwort geargert wird. Er hat die
Spielregel der mythischen Welt verletzt. (Blumenberg
1979, 286f.)

Ein kleines geschickt platziertes Detail unterstreicht die
Delegation der Skepsis an die Zuschauer und fungiert als
Selbstanzeige des Films, in ein imagindres Geschehen
Ubergegangen zu sein: Kurz bevor Cobb seine Kinder er-
blickt, lauft sein Vater in diese Richtung voraus und steht
in der raumlichen Anordnung zwischen Cobb und seinen
Kindern. Der in dieser Szene von Nolan gewahlte Bildaus-
schnitt Uberblendet nun Cobbs Blick auf die Kinder und die
Rickenansicht seines dazwischen stehenden Vaters so,
dass er nicht entsprechend der raumlichen Tiefe plastisch
innerhalb des gezeigten Wohnzimmers steht, sondern als
flacher Schatten gezeigt wird, wie man ihn aus dem Kino-
saal kennt, wenn jemand riickwartig vom Projektor ange-
strahlt seinen Schattenriss auf die Leinwand wirft. Der Va-
ter tritt im Film aus dem innerfilmischen Geschehen heraus
und bietet einen optischen Identifikationspunkt fir das
Publikum. Dem Zuschauer wird damit performativ zu ver-
stehen gegeben, dass der Film selbst weder wahr noch
falsch ist, sondern es Sache der reflektierenden Zuschau-
er ist, wie sie zu dem, was der Film ihnen zeigt, stehen
mochten. Am Ende ist Cobb keiner mehr, der wissen
mochte, ob er besser nur das glaubt, was er sieht. Er ist
ganz einbehalten vom Wunder, etwas zu sehen, woran er
glauben kann. Daran, ob er dieses Glick wiederum mit
anderen teilen kann, besteht berechtigter Zweifel — aber
nicht mehr fir Cobb.

Es ist, als ware Cobb ein anderer geworden, weil es kei-
nen einstimmigen Ubergang vom einen zum anderen gibt.
Es ist ein Umspringen der leitenden Wirklichkeitsbegriffe,
ihre durch den Film selbst betriebene Umkehrung, von ei-
nem, in dem die Imagination pathologisch Zlige tragt zu
einem, in dem ihr befreiendes Potential berlcksichtigt ist.
Daher kann dieser Irrglauben nur plétzlich verschwinden
und riickwirkend als Obsession begriffen werden, die ei-
nem so irreal vorkommt wie ein béser Traum.

Der Augenblick, in dem sein Zweifel verschwindet, fallt
mit dem zusammen, in dem der Film sich als imaginare
Welt zu erkennen gibt. Der Kameraschwenk zuriick auf
den Kreisel gilt dem Publikum: Das Finale von Inception
als offenes Ende verweist Uber die letzte Einstellung hin-
aus auf die Rolle, die die Einbildungskraft fiir uns spielt.
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3. Das fragile Gliick der Heimkehr

Zum Schluss komme ich noch einmal auf die Bedeutung
der Odyssee zurlick. Formalisiert geht es um die Rickkehr
des Helden nach Hause. Da diese Ruckkehr aber mit der
Relativierung des Realitétseindrucks zusammenfallt, steht
am Ende fir das Publikum eine skeptische Pointe: Wie ist
es um das Glick der Heimkehr bestellt, wenn die Schwelle
nur um den Preis der Ungewissheit, vielleicht doch nicht
angekommen zu sein, Uberschritten werden kann. Wenn
es stimmt, dass man illusionslos und deswegen gliicklich
lebt, heildt das aber nicht, dass die als realprasent erfah-
rende Erflllung des Ersehnten ohne Imagination auskom-
men konnte (vgl. Seel 1995, 159-176). Es dirfte wohl ge-
nau umgekehrt sein: Wo sind wir denn schon ganz bei
uns, wenn nicht in unserer Vorstellung oder zumindest in
einem Zustand, an dem die Einbildungskraft wesentlich
mitbeteiligt ist?

Gibt es ein Glick der Heimkehr ohne ein Glick als
Heimkehr? Hier geht es um das Heimatland der Phantasie,
in das letztlich auch Cobb seinen Hauptwohnsitz verlegt.
Da sich diese Frage aber fiir den Protagonisten von Incep-
tion offenkundig nicht mehr sinnvoll stellen kann, bleibt es
dem Publikum Uberlassen, den fragilen Zusammenhang
zwischen der jedem Gliick innewohnenden Fraglosigkeit,
es hier und jetzt zu erfahren, seiner asthetischen Verge-
genwartigung im Film und der Unmdglichkeit, es unter die
eigene BotmaRigkeit zu bringen, fir sich zu entdecken.
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Abstract

It has recently been established that Tractarian logic is first-order quantification theory with identity. Due to restraints on defin-
ability, Tractarian logic admits only countably many objects. Taken together, these facts undercut a central argument for the

longstanding interpretation that relations are named in the Tractatus.

Are relations among the simple constituents, which com-
pose reality? This ancient question concerns whether rela-
tions are objects. For example, once a sentence like ‘b is
the mother of a’ is rendered as aRb, if ‘a’ and ‘b’ name ob-
jects, does ‘R’ also name an object? Ludwig Wittgenstein
c. 1919 treats this question by distinguishing “internal” from
“external” relations (4.1213-4.1221). Of course, the Trac-
tatus with its focus on logic is not concerned with the ob-
jects themselves, nor on their metaphysical nature, but
instead with “formal concepts”. We argue that arithmetical
relations do not fall under the formal concept of object.

Jaakko Hintikka would disagree. He and others hold that
there are certain well-defined relations like Skolem func-
tions that the Tractarian formal system names. Since the
system names them as objects, he concludes that rela-
tions are objects. But Copi and others do not agree that
relations name objects. Johnston (2009; see this authority,
and Rogers and Wehmeier 2012, for relevant literature
and references) carefully sets out the debate, identifies the
passages that each side has featured, then decides that
there is nothing decisive in the debate and settles for a
default position roughly like that of Hintikka. The tortured
history of the interpretative struggle over Wittgenstein’s
picture of the relation seemed finally to have been put to
rest by Johnston’s balanced assessment; however, the
recent clarification of Tractarian logic closes off a certain
precise argument in favor of the view of taking relations as
objects, an argument to which Johnston seemingly acqui-
esces.

The key technical advances are as follows. First came
Hintikka’'s analysis of the identity relation. The experts
agree on the weakly-exclusive interpretation (Rogers and
Wehmeier 2012, p. 542). A significant series of papers by
Kai Wehmeier on first-order quantification culminated in a
joint 2012 work with Brian Rogers in which first-order logic
is isolated in the Tractatus. Since then, there have been
two additional relevant findings. Thomas Ricketts (2013, p.
130) shows how one can manage a first-order simulation
of the second-order quantifiers. The simulation depends
upon the such that locution (5.52 and in Geach). Just this
year, Max Weiss has shown that Tractarian logic admits
only countably many objects. The condition that restricts
the number of objects is Wittgenstein's notion of defin-
ability (Weiss, sec. 4). Weiss also discerns a well-ordering
principle (ibid, sec. 3.3). There are important implications.

In particular, one of the central arguments has begun by
accepting the Quinean criterion of objecthood: relations,
then, are objects insofar as they are quantified over once
translated into the formal language. Then, so the argument
goes, they are objects for Wittgenstein due to tacit quanti-
fication in the Tractatus over relations, however, since the
formal system of the Tractatus does not quantify in an es-

sential way over relations or concepts or predicates, this
argument falls apart.

While “formal relations” are in some ways like objects,
there are important differences. Of course, in one sense,
and Johnston can be read this way, it doesn’t matter one
jot whether or not to understand the relation as an object.
That would be just a question of playing one language
game or another. It bears noting, however, that although
scientific notation generalizes over predicates, there is a
great philosophical tradition that distinguishes relations not
only from objects, but also from predicates. Relations fol-
low a third way. So, while it might seem at first that “this is
not a worry, so go ahead and sort them as objects”, this
being one way to understand the famous 1933 remark to
Desmond Lee, the unique status of relations from another
perspective might be used as evidence that labeling them
as objects is a misleading philosophical move. We argue
that in the Tractatus Wittgenstein's use of the term ‘rela-
tion’ follows a third way that reveals a sort of in situ ap-
proach to logic and, apparently, to mathematics.

In an early version of the Tractatus, Wittgenstein had
written: “Men have always had a presentiment that there
must be a realm in which the answers to questions are
symmetrically combined--a priori--to form a self-contained
system. A realm subject to the law: Simplex sigillum veri’
(see 5.4541). Although we often think of the a priori as in-
dependent of experience, in this passage the idea seems
to mean something more like arising from merely logical
grounds. Here the grounds are not foundational. Arithmetic
belongs to this realm.

The vexed question of the relation turns on the crucial
distinction between internal and external relations. Witt-
genstein uses formal features of the asymmetric relation to
explicate the logicist reduction of arithmetic and the theory
of types. Admittedly, what Wittgenstein writes about the
theory of types is not always immediately clear, as Potter
tells us. Still, he shows how the theory of types can be op-
erationalized, which no doubt took some time to process.
This reveals a cross-fertilization between his technical
work and philosophical understanding.

We have to keep in mind that, although naturalism is an
influential position for us in the contemporary realm, the
Tractatus maintains a separation between the propositions
of science and logic. The distinction between the internal
and the external relation (4.122; and in Moore), reveals
this complexity. The external relation belongs to the realm
of natural science, while the internal relation is characteris-
tic of the realm of logic, and (apparently) mathematics. In-
stead of naturalism, Wittgenstein is guided by two insights.
The first insight is that the mathematical realm differs from
the logical realm in the important respect that logic is neu-
tral with respect to order. “The logical forms are anumeri-
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cal” (4.128), he says. “There are no numbers in logic”
(5.453). A picture represents its sense, but the logic of
sentences, like the form of a concept, does not represent a
sense (2.17-2.221). Logic concerns the means of repre-
sentation, the way to picture. All pictures are logical, but
only for a purely logical picture is the form of representa-
tion the logical form.

The second insight is that a sentence is self-standing in
that one can understand it without knowing whether it is
true or false. Wittgenstein treats an arithmetical equation
as a kind of self-contained picture completely empty of any
content beyond its purely formal nature. It is a blueprint.
The building block idea is essential to that: the idea is that
any recursion begins with a basis from which, once it is
stipulated, the form of any series continues step by step,
each further step the output of an operation on the previ-
ous step; identify the least element as the base in the se-
ries. So, for any series, we can look at any sub-series
within it, then stipulate that the first member of that subser-
ies is the basis of the sub-series. The building blocks for
mathematics are “primitive signs” very securely founded on
the underlying order (3.26). Now we turn to a key step in
the development of Wittgenstein's thought on the relation:
the sigma analysis.

From early in his career Wittgenstein took notes on the
relation. He had an initial interest in a nice feature of the
old subject-predicate logic, and so explored whether or not
he could use the new mathematical logic to solve the old
problem of the relation by reducing it to two predicates.
Wittgenstein at one stage configured an analysis in terms
of what have come to be called “flanking relations”. But, as
Pears tells us, by 1919 there is only one form, the form of
the object. Already on 3 September 1914 Wittgenstein
asks: “Does the relational form exist?”

Note the striking similarity between these signs: aRb and
aoR.Rob. The sigma analysis occurs first in Wittgenstein's
notebooks on the 27th of September 1914. Two days be-
fore that he insists on the possibility not only of a correla-
tion of situations but even a correlation of relations, a
theme he returns to in the Tractatus when he discusses
relations between structures. The components have to be
correlated, he says on 25 September, on analogy of name
and thing named.

A medieval analysis of the relation ‘Anthony and Cleo-
patra are in love (with each other) was to separate it into
two predicates with a quatenus connective: Anthony is in
love with Cleopatra insofar as Cleopatra is in love with An-
thony. Wittgenstein gives the logical form of this sort of
analysis as follows: “da, yf, aRb”. He then writes: “It could
be said that the situation aRb always has a certain prop-
erty, if the first two propositions are true”. That is an im-
provement on what he had on the fifth of September:
“d(a).¢p(b).aRb=Def¢[aRb]”. The older definition does not
capture the separation into two distinct predicates. The
property of the situation must be internal, else there is no
reason to think that the proper bonding up would happen
such that if b changes and wb goes false, this would im-
pact and adjust the truth of ga. But what about unrequited
love?

Or consider the sentence ‘Socrates is taller than
Theaetetus’. We can fix that in time, so that it is true when
both men were younger and became false at some point
as they aged. But is the relation between the two men self-
standing, in which case it somehow influences them, or
does it depend solely on the relata? Under the sigma
analysis relations become more object-like because they
are more predicate-like. But relations follow a third way
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and are not entirely like predicates. In a sense they stand
with one leg in one object and one leg in the other object,
for there is no order of things prior to their description
(5.634). We can exchange the analysis of aRb for two o~
style predications: R,b and Rsa. If this is a symmetric rela-
tion, so far, so good: using these predicates we can gin up
a way so that your being in the same room as | will secure
my being in the same room as you. Perhaps we could do it
like this:

Rab. (Rab S Rya)

The idea is to translate this using a quatenus or an eo ipso
locution. This gives a nice analysis; however, this expedi-
ent will not work in the case of asymmetric relations. In
these cases the idea is to express that Socrates is taller
than Theaetetus, which should hold only if Theaetetus is
shorter than Socrates. But that requires two different sigma
relations, T and S, say, whereas what we want is one
combined relation. Further applications of the sigma analy-
sis to these new predicates will set the analysis spiraling.
This is true unless, perhaps, some ad hoc infinitary moves
are utilized. But the numeric action, as we've said, is all
countable. Luckily, Wittgenstein had the presence of mind
to realize that the sigma theory cannot capture the asym-
metry, and so he abandoned that project long before the
Prototractatus. Instead, he operationalizes the problem,
realizing the notion of succession in the operation. The
successive outputs of the operation constitute a formal
series. He exchanges the sigma analysis for the opera-
tional analysis.

The internal relation is what the form of the series comes
to. A typed sentence also has an asymmetry, and this too
now becomes operational. The theory of types presup-
poses the natural numbers. The Tractarian analysis refines
the philosophical case for what must be presupposed at
the minimum for an analysis of arithmetic. It accomplishes
this by completely emptyin