Imagination, Expressiveness, and Expression in the Case of Wine 

Abstract

 Roger Scruton, amongst others, has denied that tastes and smells, in contrast to sounds, have the capacity to be genuine expressive vehicles. I argue against this view by focusing on the way in which the tastes and smells constituting wine can take on expressive properties. Examining the purported distinction between expressiveness and expression on the one hand, and between association and content on the other hand, I claim that intention and convention play crucial roles in perceiving wine as expressive. However, this fact does not necessarily render the expressive potential of tastes and smells in wine inferior to the supposed expressiveness of sounds in absolute music. I show this by elucidating the role that imagination plays in the recognition of expressiveness in general, and by comparing the case of wine with contemporary theories of musical expression. In conclusion, I defend the controversial thesis that there is no good reason for thinking that, if absolute music can express emotion, wine cannot.

Introduction
Paradigmatic expressive properties are those we attribute to sentient beings as  expressive of psychological states. Perhaps the most obvious class of such states are emotions, but sentient beings can also, in various ways, express other states, including attitudes, ideas, values, world views, and so on. We also attribute expressive properties to non-sentient, inanimate objects, amongst which the paradigmatic objects are artworks. It is normally taken for granted that music and painting, for instance, are the kinds of things that can be genuinely expressive. Even abstract, absolute music, it is thought, really can express ‘sadness’ – or something saliently similar – even if it is profoundly puzzling just how this is possible. 
Wines too are sometimes attributed prima facie human psychological characteristics. They can be gentle, inviting, pretentious, amusing, enticing, seductive, capricious, sly, shy, restrained, voluptuous, precocious, chic, sexy, demure, smart, elegant, charming, sophisticated, refined. Yet, in contrast to the case of absolute music, it is generally denied that wine, and tastes and smells more generally, can be genuinely expressive. Here, to take just one example, is Frank Sibley (2001): 
‘Perfumes and flavours, natural or artificial, are necessarily limited: unlike the major arts, they have no expressive connections with emotions, love or hate, grief, joy, terror, suffering, yearning, pity, or sorrow – or with plot or character development…’ (249)

Why this purported difference? Philosophers have had virtually nothing to say about this, let alone provided arguments for it. Scruton, however, makes the following claims. He argues that smells, being immune to intrinsic ordering and transition, acquire meaning by ‘association rather than expression’ and by ‘context rather than content’, unlike sounds structured as music ‘which can bear within themselves all the meaning that human beings are able to communicate’ (2007: 5). Smells, he says, cannot be organised as sounds in music can be, for they are ‘free-floating and unrelated, unable to generate expectation, tension, harmony, suspension or release,’ characteristics which of course are the keys to music’s expressive ability. (Ibid. See also Scruton 2009, ch.5 for detailed discussion) 

It is these claims that I will examine with a view to arguing that wine can be a genuinely expressive vehicle. In order to do this it will be necessary to question the purported distinction between expressiveness and expression, between association/context and content, and to understand the role of intention and convention in perceiving wine as expressive.  
Meaning, Association, and Expressiveness
Some more or less typical expressive judgements of wine are the following:

– ‘A racy little number, cheerful, fresh and perky with vigorous fruit’ 

– ‘An intriguing, seductive wine, somewhat reserved but with a huge and brooding personality lurking beneath’

– ‘The La Conseillante 1982 offers a particularly concentrated expression of its terroir’ 
How can we make sense of these metaphorical ascriptions? There is a long story that cannot be told here about the deployment and justification of metaphors relative to the existence of certain perceptible properties and capacities, conventions, practices and categories of production and appreciation, and the role and agreement of experts. (See Lehrer 2009; Todd, 2010). Suffice it to say that the justification and objectivity of metaphors is guaranteed ultimately by how well they allow us to understand the object to which they are applied, where this notion of understanding is partly experiential, depending on the idea that I ‘see the point’ of describing the object in just that way; I taste (and smell) the wine under the description provided, in a way that makes sense of the object. (See Sibley 2001 for discussion) We must therefore try to see how experiencing wine as expressive is appropriate to this object constituted of tastes and smells. 

Carolyn Korsmeyer (2008) has defended the capacity of food to be expressive and meaningful in virtue of the specific contexts in which meals are produced, presented and consumed; indeed, she contends that food is capable of even cognitively complex ‘propositional understanding’. As evidence of this, she recounts a fairy tale in which a father rejects his daughter for claiming that she loves him only ‘as fresh meat loves salt’. Subsequently, at a lavish banquet the father is served meat without salt and suddenly realises what his daughter meant. According to Korsmeyer, the father comes to understand – in a thoroughly experiential way akin to aesthetic understanding in the context of art works – the “truth”; he comes to realise something important about the world:

‘The sudden, unexpected, unmistakable taste of unseasoned meat beings home the pain of her rejected declaration of love. He knows viscerally, intimately, literally at a “gut level” that she loved him and that he cast her out unjustly…’ (39)

Yet Korsmeyer is cautious in restricting the expressive capabilities of food, for she holds that, unlike art, the aesthetic and cognitive significance of food depends heavily on features of the context, and on personal and cultural associations. She notes that the ‘aesthetic functions of food exceed the qualities of the food itself’ (44), and that unlike music and other fine arts, foods ‘require extended context to achieve their denotative and expressive meanings … the items to eat by themselves do not always manage to carry their ritual or traditional or cultural significance.’ (45) These remarks directly mirror Scruton’s claims about the possession of meaning by association, rather than content, only the former of which tastes and smells are held to be capable. 

Can wine, in virtue of its intrinsic properties, be expressive and meaningful? I want to claim that in some way it can be, and that this, above all, is what makes wine, more than any other food or beverage, so special. There is no doubt that association plays some role in the attribution of certain qualities to wine, but wines can possess expressive properties that are not reducible to mere association, and are as much properties of content as they are of context. 
For example, judging that a highly alcoholic and fruit-driven Nero d’Avola from Sicily has a ‘fiery’, ‘southern’, ‘hot’ and ‘tempestuous’ personality clearly trades partially on some stereotypical traits of the land of Sicily and its inhabitants. Here we certainly have judgements borne of associations and context, but, if they appropriately describe the wine, they will be equally grounded in perceptible properties of the wine itself that merit such attributions: its high level of alcohol which leaves a hot burning sensation at the back of the throat; the deep, dark, inky, blood-red colour of the liquid; the heady overripe fruit and spiciness on the nose; the thick tannic texture on the palate. 

Which is doing the work here, association or content? I think the answer to this question must clearly be ‘both’. Indeed it seems to me highly plausible that many such associations will have arisen from, and depend on, the intrinsic properties or content of the wine. That is, we only have the particular association partly in virtue of perceiving such properties in the way that we do.

But in any case, the distinction between association and content is by no means as clear-cut as Scruton’s sceptical claims pretend. What we perceive and experience in wine is not anchored solely in basic ‘unmediated’ or ‘un-interpreted’ perceptual properties – the bare sensations – of taste and smell. What we think, know, and imagine can affect what we pay attention to and focus on, what we expect to taste, what we taste, and even our liking for what we taste. That is, our tastes and smell experiences of wine are to some degree cognitively penetrable. In particular, our experiences can be contoured and coloured by a range of background factors including knowledge, experience, culture, conventions, imagination, categorisation, comparison, and intention. 
Although a full exploration of these elements is far beyond the scope of this paper it is worth briefly remaking on a few of them. First, the expressive judgements we make about wine are category-relative in a way directly analogous to the aesthetic judgements of artworks. As Kendall Walton (1970) famously demonstrated, what aesthetic properties a work of art is perceived to have depends on which of its non-aesthetic properties are standard, variable, and contra-standard relative to the categories in which it is perceived. Here is a brief list of some of the categories that are operative in the wine-world and that govern its various practices of production, assessment, and ranking: 

( Grape variety

( Geography/Terroir
( Intentions
( Style (linked with intention) 
( Quality (linked with intention) 

So, for example, relative to the varietal category ‘Chardonnay’, a drinker familiar only with what might be called old-style Australian chardonnays – big, intense, very alcoholic, fruit-driven wines with strong oaky aromas that might ground expressive judgements such as ‘open’, ‘friendly’, attractive’, ‘sunny’, ‘joyful’ – may well be likely to perceive, and hence describe a white Meursault from Burgundy as ‘austere’, ‘reserved’, ‘refined’, elegant’. However, when compared to a Chablis (also a Chardonnay-based wine) it will be seen that the Meursault is not really austere at all; rather, it might be better described as ‘soft’, ‘gentle’, ‘shy’ or ‘subtle’ in comparison to the classic flintiness, minerality and high acidity that ground a description such as ‘austere’ for Chablis.
Second, it is clear that experts play a fundamental role in determining the meaning and application of terms to wines. Whether terms are applied accurately or not will depend in part on the agreement of experts, and this agreement is needed to secure the reference of terms to (taste and smell) properties in the first place. Once there is sufficient agreement about the use of certain terms, and the perceptual properties to which they are applied, these can become conventional within the framework of talking about wine, with agreed-upon standards for correct use. It is in this light, too, that experts will be able to explain why the wine has the characteristics that is does, what to expect of certain wines, and to differentiate between wine styles. Thus, where such conventions and consensus are in play, the objectivity of judgements is to some extent secure. (See Lehrer 2009: 77; Origgi 2007)

If someone were, for instance, to judge a young, powerfully concentrated and tannic Hermitage as ‘feminine’ or ‘delicate’, they would be straightforwardly wrong, either in virtue of misperceiving the properties of the wine or misusing the vocabulary. If one were unsure what exactly somebody meant by calling a wine ‘muscular’, ‘brutish’, and ‘vigorous’, we could simply ask them for their justifying reasons and expect to receive an answer citing, for instance, the astringency of the tannins and their relationship to the viscosity of the wine, its alcoholic kick, and concentrated fruit.

We should thus expect a high level of agreement and standardisation of use with respect to the application of certain expressive metaphors that have direct correlations with the empirical, perceptible properties of wine. And this, indeed, is what we find. This correlation is, after all, what allows wine makers to produce wines with certain specific characteristics, and for consumers to be informed of what they can expect when wines are described in certain ways. 

Third, wines can possess expressive properties in large part in virtue of the role that intention, and its detection in the wine, plays in the possession and attribution of such properties. The importance of intention is not always acknowledged, but wine is, after all, an artefact, intentionally created to have many (but obviously not all) of the properties it does as the result of an ensemble of decisions that relate to a range of different considerations. Just like in art, part of what we appreciate in fine wines is the achievement the wine represents as a manifestation of the wine-maker’s skill. Often these intentions can be known via the wine label, or with a little research, but as in art they can often be guessed at and at least in part reconstructed by tasting the wine. Whether we’ve understood a wine will therefore in part depend on whether we’ve detected the aims or failed aims of the wine-maker in the wine.  

Now it is certainly true that mass-produced, highly manufactured wines may be utterly bereft of expressive potential, and perhaps even of identifiable aims. And in many cases the relevant aims may be quite broad, the intention being primarily to create a certain general style of wine, such as ‘crisp and clean’, ‘fruity’, ‘austere’, ‘subtle’ or ‘complex’. But in fine wines, some of these aims will be distinctly expressive. 
One of the key values that the role of intention unlocks in fine wines, and akin to a central value we recognise in artworks, is the uniqueness and individuality of the product. Wines are valued for their general expressiveness, for their personality, and (more controversially) for their embodiment of terroir. The expression of terroir and personality is thus in part the result of the intentional act of the wine maker, and it takes great skill to marry the environment to the particular grape varieties used, to create a unique whole from an array of different parts. To the extent that a wine-maker’s intentions are successfully realised they are identifiable in the wine, and the more complex, expressive, original, true to terroir the wine is, the greater the achievement it represents.
 (See Kramer 2008 & Grahm 2008 for further discussion)

Partly connected with the expression of terroir, the most complex and sophisticated wines are held to express individuality and uniqueness, and they are often described as having ‘personality’ or ‘character’, and being expressive of, amongst other things, certain human-like character traits.  For example, and as we have already seen, wines can be ‘joyful’, ‘refined’, ‘friendly’, ‘attractive’. Wines that do not bow to the pressures of commercialisation are described as ‘authentic’, or ‘sincere’, and wines that ‘try’ and ‘fail’ to be something that they are not can be ‘pretentious’, ‘dishonest’ or ‘commercial’. In contrast, very complex wines that change a great deal, that do not settle, that defy easy analysis, might be called ‘capricious’ or ‘seductive’.

In these ways, I suggest, very fine wines can possess expressive properties that are not merely internal to the nature of wine, so to speak, but concern more general ‘life-values’. This is difficult to spell out precisely, but I think that wines can be expressive of certain attitudes and views concerning, for example, civilised life, sophistication, simplicity, the rustic/rural vs the urbane/urban, elegance, authenticity, variety, subtlety, and so on. That is, calling a wine ‘elegant’ or ‘rustic’ may refer not just to the intrinsic properties of the wine that it exemplifies, but to an array of attitudes to life and the world that have allowed it to come to be made in just this way and are thus expressed therein. Choosing between, for instance, Old World and New World wines, between Burgundy and Bordeaux, or even more narrowly between Château Ausone and Château Cheval Blanc, will in turn reflect some of these values expressed in the wines chosen. 

Far from being the mechanical products of craft, therefore, there is a deep truth reflected in the English word ‘husbandry’ and the French word elevage which together capture the way in which a natural product can be nurtured and gently educated and influenced and impressed with qualities in order to express certain values, some of which will include perspectives on the world and our appreciation of it. Note that we do not readily describe food and dishes in these terms, nor indeed any other beverage, suggesting that it is not just arbitrary trains of random associations in virtue of which we appreciate and describe wines with the complexity we do, and hold them in such high esteem. (Jefford & Draper 2007)

It is worth noting that Scruton himself allows that through the taste of terroir in the perception of fine wine, ‘where that means not merely the soil, but the customs and ceremonies that had sanctified it… we are knowing – by acquaintance, as it were – the history, geography and customs of a community’. (2007: 16) He holds, however, that this knowledge and value comes from association rather than expression, from context rather than content. Indeed he claims explicitly that it is:

‘fundamentally misleading to describe a wine as an expression of the soil. It stands to the soil rather as a church spire stands to the village beneath it: a reaching out towards a meaning which it acquires only if we have the culture and faith to provide it.’ (2009: 33)   

But, as I have tried to show, not only is the boundary between association and context, on the one hand, and expression and content on the other, far from clear or rigid, frequently the explanation works (in part) the other way around – we recognise the associations because they arise (in part) from the content, the intrinsic qualities of the wine, as experienced in light of all the factors just discussed.

So, I contend that wines are made in certain ways, embodying certain decisions, and these can be detected as expressive properties in the wine itself. Wine can, as such, embody certain kinds of meaning in virtue of possessing expressive properties that – partly through the role of intention and the right kinds of appreciative conventions – are genuinely part of the content of the wine and not just garnered through contingent associations and extraneous contextual considerations, even though these too may play a central role. Expressiveness, that is, cannot be simply reduced to either content or association, for both play a necessary role here. Wine can be, in short, a genuine expressive vehicle.

Nonetheless, even if we grant that wines can be expressive of certain values and perspectives in the ways I have listed, one might well insist that expressiveness falls short of expression, where the latter concept refers paradigmatically to the expression of some emotional state. One might object that, even granted the expressive powers I have advocated for it, wine cannot, as music supposedly can, express human emotions such as sadness, joy, anger, or hope.
  
Emotional Expression

At first glance it might seem crazy to claim that wine can express emotion, and that however liberal we are in the use of metaphors to ascribe human characteristics to this chemical compound of fermented grape juice, it simply does not make sense to describe a wine as sad or angry or hopeful. The contrast here is supposed to be with artistic expression, and in particular with the purported capacity of abstract art – in particular instrumental music – to express emotion. The comparison with music is central because sounds, like tastes and smells, are held to be what Scruton refers to as “secondary objects”. They are not real qualities of the objects that emit them, but belong rather merely to our experiences. Such experiences are thus non-representational, and sounds, no more than tastes and smells, appear able to bear meaningful, expressive content in themselves. However, for just these reasons, the expression of emotion in music is itself a deep and difficult philosophical problem and there is no agreement about how best to explain it. Why then should the attribution of emotional properties to wine be any more doubtful or troublesome? 

We might point firstly to the empirical fact, if it is a fact, that we readily attribute emotions to music, but not to wine. Is this a fact? I’m not at all certain that it is, or whether, if it is, it accurately reflects something inherent and necessary about the expressive potential of wine. We do attribute all sorts of human characteristics to wine, including personal character traits that don’t appear to be very far removed from emotional characteristics. If a wine can be cheerful, cheeky or joyful, brooding and pretentious, can it not also be sad or hopeful? But even if the empirical claim is true, why should we think that it is anything more than a socio-cultural, or historically contingent matter, a matter of mere convention? 

Perhaps if we began to appreciate wines in ways similar to those in which we appreciate art and music, we could or would begin to see wines as emotionally expressive. If we could not do this, however, then we would have reason to think that there is something about the nature of tastes and smells themselves in wine – and in our perceptual capacities – that bars them (but not sounds) from being capable of emotional expression as a matter of some sort of (physical? metaphysical?) necessity. Even if most wines are not generally, or even ever, experienced as expressive, the main issue is thus whether wine as such is capable of bearing expressive properties. Is it possible to imagine a society that drank wine as expressing emotion, but failed to hear music as doing so?

Some plausible reasons to think not appear to be provided by the most current philosophical theories of musical expression, which suggest that music is legitimately ascribed emotion properties in virtue of particular features intrinsic to it, and the specific ways in which human beings perceive these. 

The central idea of what is sometimes known as the Contour Theory is that music resembles, in various ways, the outward expression of emotion by human beings. Steven Davies says: 

‘The movement of music is experienced in the same way that bodily bearings or comportments indicative of a person’s emotional states are….music is experienced as dynamic, as are human action and behaviour.’ (2006: 151) [italics mine]

There are a couple of key features of this view relevant for our purposes. First, the role of intention is crucial. We hear music as expressive in virtue of the fact that ‘musical works and performances are designed to have most of their salient properties, including their emotion-resembling ones. So long as it is deliberately created, the appearance of emotion presented in the music is the result of an act of expression’ (Ibid: 185). Secondly, and most importantly, Davies claims that ‘music is capable of expressing a fairly limited number of emotional types, but that it can express these objectively, so that suitable skilled and situated listeners agree highly in attributing them to music.’ (183; see also Davies 2006). 

The limited emotional types expressed are most plausibly identified, Davies argues, with those that have specific expressive behaviours associated with them and a rough and ready list of these have been compiled by empirical psychologists, the behavioural expressions of which all appear to have an evolutionary basis – sadness, happiness, anger, fear, surprise. Davies thus holds that:

‘if expressiveness is to be predicable of the music, there must be a wide coincidence in judgements of expressiveness by suitably qualified listeners under appropriate conditions. It is only with respect to broad categories of emotion – happiness versus sadness, for instance – that this consensus is achieved. This is not to deny the importance and interest of the idiosyncratic responses of the individual…but it is to suggest that these are more revealing of the person who has them than of the music itself’ (185)

The main alternative to this view is known as Hypothetical Emotionalism (or Persona Theory) and its point of departure is the concern that Davies’ view cannot account for the capacity of music to express cognitively subtle and complex emotions such as hope, or ‘cheerful confidence turning to despair’. Indeed, Davies explicitly denies that music can express any emotions more fine-grained than the broad types he points to. Davies’ primary criticism of this view is that what the music supplies is simply too indefinite to sufficiently control our imaginings such that there will be sufficient agreement on what the music expresses. (Davies 2007) 

To counter this, the hypothetical emotionalist argues that musical expression consists in imagining of the music that it presents a narrative or drama about a person who experiences the relevant emotions. That is, we attribute these emotions to an imagined persona in the music. To account for the agreement in and objectivity of our emotional attributions to music, such imaginings must be in some way constrained, but how? Jenefer Robinson, drawing on psychological research, claims that ‘the music’s dynamic tension causes in the listener sensations or feelings of being pushed, prodded, pulled, dragged, and stirred. These primitive responses are largely non-cognitive. They fuel and direct the narrative that listeners construct about the experience of the persona they hypothesize as residing in the music.’ (In Davies 2006: 189; see also Levinson 2006)

Whatever explanation of musical expression one takes to be most plausible, one might think that it doesn’t look promising for wine. Wine – and the tastes and smells that constitute it – simply does not seem to have the right kind of resemblances to trigger the right kinds of expression-recognition responses in us. It doesn’t appear, for example, to move through time or to have the ‘spatial’ dimensions of pitch that sounds possess. It is the nature of musical movement, its passages of tension and relaxation, which allows or causes us to hear music as expressive, for it is the link to behaviour and comportment that resembles human emotional expression. For this reason it seems to be naturally the case that we hear music as emotional, even if the specific emotions heard in the music are culturally variable or layered with imaginative association. For this reason too it perhaps seems easier, more natural, to imagine a persona in music doing the expressing than it does in the case of wine. That is, imagining a persona in the wine would seem to be a purely contingent and idiosyncratic response, for the non-expressive features of the wine do not seem to support such an activity.  

Fortunately, however, we can avoid this conclusion if we reject the characterisation of our perception of musical expression from which these accounts take their point of departure. We can draw here on a recent account of expressiveness given by Paul Noordhof (2008) that offers a general account of expression in terms of expressiveness that, I suggest, more plausibly accounts for the case of musical expression than the theories just examined, and that can be extended to encompass wine.  

Noordhof argues that the resemblance features pinpointed by current theories of music expression are not as such part of the phenomenal content of our perceptual experience of expressive properties, nor are expressive properties experienced in terms of ‘as-if expression’. Rather, we experience such properties as expressive, as properties with expressive potential, not as expressions as of some mental state. Instead, he holds:
‘when we perceive expressive properties in a work of art, we imagine a particular kind of creative process which, when the expressive properties are those of emotions, is guided by emotions…we imagine how an emotion would be manifested through the creative process in non-expressively specified features of the artwork which realise the expressive property.’ (338) 

That is, we imagine how some kind of creative process resulted in an object having just those features that we see as being expressive of that process. Those features might be the specific brushstrokes on a canvas, the specific notes in a musical passage, or the specific tastes, smells and textures in a bottle of wine. 
The main features of this account to note for our purpose are, first, that these features are experienced as expressive and not as being an expression of, and second that expressive perception (i.e. our perception of expressive properties) essentially involves the imagination. It is imaginative insofar as it is less ‘immediate’ than normal perception, in which we simply passively see, for example, the properties of objects as belonging to them. Instead, it requires a certain engagement on our part, an engagement that adds something over and above the perception of the non-expressive features that constitute the expressive properties. That is, in the case of musical expression for example, it is possible (although it may at times be difficult) merely to hear noise, to hear the sounds as non-expressive. Similarly, in the case of wine, we can choose to focus just on the tastes and smells as tastes and smells, and not as bearing expressive or aesthetic properties. We have in principle some control over this, much like the control we have in classic cases of aspect or affordance perception, such as seeing the famous duck-rabbit figure as alternately either a duck, or a rabbit. 

Now one advantage of this kind of account is that it is not limited to cases of emotional expression, but can explain the expressivity of ideas, attitudes, or values. For example, we can see Mondrian’s Broadway Boogie Woogie as expressive of Jazz (or the feeling of listening to Jazz) and can hear Debussy’s La Mer as expressive of swirling movements of sea (or experience of this). 

It is evident that perceiving the expressive character of artworks may require certain background knowledge concerning artistic intentions, art-historical styles, categories and genres and so on. As such, our experiences of expressive properties are cognitively penetrable. La Mer is expressive of the sea in virtue of the title of the piece and the intentions behind it; we perceive Broadway Boogie Woogie to be expressive of Jazz given its relation to Mondrian’s oeuvre specifically and the abstract expressionist style more generally. Much aesthetic experience – at least of artworks – is like this, as we saw earlier. 

Given that a creative process implies agency, expressive perception requires some kind of background ‘acceptance’ or ‘awareness’ – which might be more or less unconscious – of agency. When confronted with a known artefact, therefore, we approach it and appreciate and experience it with an implicit background belief in agency that allows us to see the features of the works as products of a creative process. 

So, we perceive wine as expressive (through tasting it) partly in virtue of the fact that we are aware, even minimally, that it is an artefact created and designed to give rise to certain experiences in us, experiences which may involve the perception of expressive properties (if these are there to be perceived). Tastes and smells (and textures) can be skilfully combined and structured in wine to constitute, via interaction with us, certain expressive properties. These properties are response-dependent and not fully captured in non-expressive terms. 
Attributions of expressive properties to wine are thus the result of an imaginative awareness of agency guiding a process resulting in the specific non-expressive features (its tastes, smells, textures) partly constituting the expressive properties. What expressive properties a wine appears to us to have will depend on the range of factors mentioned, such as terroir and grape, the intentions of the wine maker, the knowledge and experience of the taster, and the category of appreciation against which it is judged. But ultimately, it is just a brute fact that those particular properties can be experienced in just the way required to be the bearers of expressive properties. 

In respect of emotional expression specifically, the idea is this. Think of the manifold properties that ground the various conventions governing the application of expressive metaphors to wine, as briefly discussed above. These form part of the basis of the wine as an expressive vehicle. Now even if it is actually the case that we don’t as it happens attribute certain emotional-expression properties to wine – and that wines do not possess such properties – the key question is this: why could we not begin creating and appreciating wines as expressing more specific emotions? Instead of having a wine-maker attempt to create ‘a subtle and sexy’ wine, why could he not create one that was experienced as being happy, or sad? The key to doing so, I think, is whether it could make sense of our experience of a wine to so describe it, whether we could genuinely claim to understand the wine in virtue of attributing those properties to it. 
This may require in part the development of certain sophisticated conventions and intentions that serve to structure our understanding and appreciation if it, but as we have seen, there seems to be no good reason to exclude these from playing a role in the possession and attribution of expressive properties more generally. Nor is it obvious that our ability to hear music as expressive does not also depend in part on there being in place the right kinds of conventions, background knowledge, and cultural associations. Thus, coupled with the right conventions and intentions, it’s not clear that anything intrinsic to tastes and smells precludes the possibility of emotional expression. 
What sorts of intentions and conventions might these be? There might be a panoply of different conventions and categories playing the relevant role, but at minimum one could simply imagine a convention of appreciating a category of expressive wines, wines that are intended to be experienced as such in virtue of the tastes and smells that are intentionally structured to be the bearers of such properties

But, it will be objected, what are the properties of taste and smell in virtue of which wine could be emotionally expressive? Wine tasters do talk of the various aroma ‘notes’ in wine coming into and going out of existence, blending with others, involving certain transitions, of harmony and dissonance, of expectation and revelation, of discerning patterns, and of change and development over time; and these are thought of, and appreciated partly as (contra Scruton) intentionally structured. Nonetheless, there seems to be nothing corresponding to musical movement that can ground expressivity in the right way, and at least the theories of musical expression discussed have an explanation to hand. 

This is an extremely difficult question to answer in the abstract. Wines can be experienced as ‘cheerful’ in virtue of their ripe tropical fruit odours and their soft but full and fruity tannins, ‘seductive’ because of slightly restrained odours that yet hint at rich, luscious tastes and textures lurking beneath, which will in time be experienced on the palate, or ‘aggressive’ in virtue of overpowering aromas, harsh unyielding, un-integrated tannins and vigorous alcoholic strength. To the more general question, however, of why and how certain features should ground expressive perception, the only response can be that certain features can be found natural for expression and others not. What features are relevant may differ from token to token, or from type to type, but fundamentally it is just a brute fact that certain properties of taste and smell, and the way they are combined in wine, are – in combination with the appropriate conventions, associations, intentions, and understanding – fitted to be imagined and experienced as expressive. 

Of course, there may be some limits on expressiveness here. There might well be far more natural, empirical – if not conventional – limits on the expressive potential of wine than of music. Perhaps it would turn out that one could in principle make cheerful wines, but not sad or hopeful ones. This would not be surprising and nor am I claiming otherwise. Insofar as the objects of our different sense modalities can be compared, perhaps music is all in all a more complicated experiential object with a greater emotional range, and that it is more natural to hear it as expressive. It is, after all, difficult to conceive what a wine would have to be like to be hopeful or sad. 

Yet, like Davies, I think that there are limits too to what music can genuinely express. Indeed I myself am sceptical about the ability of abstract instrumental music to be hopeful, except insofar as we can imagine, if we wish, a persona in the music expressing hope. But if we do begin imagining expressive personas, it does not strike me that the expressive potential of wine or the objectivity of our judgements about such expression will necessarily suffer in comparison with music. In short, what counts as being ‘more natural’ seems to me partly a question of degree, and the differences observed between wine and music entail nothing about the impossibility of experiencing wine as expressive of emotion.

Like complex artworks, it may be that the expressive properties of wine require expertise to perceive, and that only some wine will be capable of bearing some expressive properties. So long as the expressive properties attributed to wine are there to be experienced by the trained eye, however, that is enough to ensure expressivity. How automatic our expressive perception is will be subject to degree and relative to the level of expertise and background knowledge involved. As such, it is not impossible to imagine a society drinking wine as expressing emotion, and perhaps even failing to hear music as doing so, even though it may be more or less generally true of our own actual wine-drinking culture that we more readily experience music as expressive than wine.
Cain Todd
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� This is so even where the wine maker’s explicit intentions are to let the wine-making process be as natural as possible, for it is human guidance that selects and allows this process to succeed. (See Jefford & Draper 2007). 


� Cf. John Bender: ‘I do not believe a wine can be sad, but I do think it can be poised or flashy’. (Bender 2008: 129; Cf. Crane 2007: 147)








