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ABSTRACT

Propaedeutic for an Aesthetic Theory
of Political Communication

.

Kevin L. Dowlar

This thesis lays the groundwnrk upoﬁ which an aesthetic
theory of--political commﬁnication can be based. Starting
From the gquestion "what is ‘aesthsticized’ politics?” this
paper undertakes an anaigsis of recent pbstmudern;st,
poststructuralist and culturai studies texts in order to
demonstrate the affinities of thesé thaoreticél positlons
with an aesthetics drawn fFrom the rhatori;al tradition pribr

. !

to Kant. Once the.elements of a "postmodercn” aestheﬁics are

. )
recognized as-having been already worked dut in the -

rhetorical tradition prior to Kant (which is carried through. »~

into the contemporary mnrklof Hans-Georg Gadamer and Hans
Robert Jauss), "it is then possible to strengthen recent
positions by drawing on the historical concepts.

The key éspeof in drawing on this tradition is the
restoration of the link between the sphere of art and the .

guotidian, which is unhinged by modernist aesthetics. D;¥a

e

.

this is restored, it is then possible to thematize aestk@%is_‘,‘

experience as having effects on the lifeworld. The conceﬁt\
NS - )

iii »
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of aesthetic identiFication is introdﬁcad as a possible
overcoming of the aporias of discursive analysis brought
éhgii?bg the withering of ideoclogy.

‘ n terms of political communication, it is.positsd that
ths'disappsa;anca of meaning puf Forward by postmodernist
theory, and the consequent disappea;ance of a scene of
operation For ideoclogy, induces a shift to the .level of
qasthetical strategies in order to obtain the consensus.
rsquired for the right to appropriate legislative power. ASs
political rhétorical strategies shift into;forms of
rsimulafron through the use of mass media, it is essentia; to

thematize the level of aesthetic experience and

’

identification in cfder to properly critique its effects.

iv
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CHAPTER I

INTROBUCTION

Hatﬁbdological Notes J
. The i&Ba For thiskassag began with a question arising
out of what appears to be the current EasciAatﬁon with
assthatics, with what Haftin Jag-flsés) has describad as a
situation in which "the dediffsrentiation of the value
spheres are o e . purchased at the cpst of tha%tacit
elevation of, one of them, aesthstics, bndgbstaod in an
essentially irrationalist sense” (p. 14). It is svident
that his target is the postmcdernists, who counterpose
aestha?:‘i_c_s‘to the effects of instrumental rationality as a
way oﬁt of the bind in which science has put us.

That we should look to art as alpnssibla source of-
salvation is of CDU;;B not tha:strict property of

postmodernism. This sense,of the valus of art in the Face

of an instrumentalized lifeworld of means-ands rationality

" is a theme that begins with the romantics Schiller and

Schelling and runs through Hegel and Marx, Heidegger and
Dewey, Adorno and Marcuse, and so on, up to Habermas and
Lyotard today. In the likes of Baudrillard, we understand

R
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the lifeworld itself to be aestheticized, leading his
fnilowars to describe pn{itics as "the,postmodern society of
the spectagle under the sign of the aesthatic” (Cook 1986,
p. ;SS). | _
. Somehow, this idea of an aestheticized politics make a
kind of intuitive sense. ‘Cartainly, we are all familiar
with such notions as.a 'politics of style' which have gained
common“curranéu, understood as an sffect thet mass media
have had on the pracfica of politics. Houwever, to make the
claim that ”"politics is asstheticized” bags the quesﬁion as
to wh;t is meant by aesthetic. Thus tha questidp thgt'bagan
éo interest me was: how is the term aesthetic defined in
order to make sense of this statement? How can wa bring an
understanding of.aesthetics to baar;T; such a way that uwe
can then describe pqlitics in aasthetical tarqs? 7

In what follows, I hope to be able to begin to sketch
out an ansuer to those questions, and'to deﬁerminqﬁ;he value
of thiriking the political in terms of aesthatics. This can
only be broached tentatively, since as énuuﬁa'who has
entered the dnﬁain of aastheéics can attest, picking one's
way through it ié a daunting task. Yet it is nacessa:g-;c
do sb, in order that the aesthetic not remain an emgty
‘concapt which is simply invukad to mask the ignorance of.its
user. Heeding Perry Anderson, whao, in "Modernity and
Revoiutinn" (138B), warns against employing such terms since

they are"fcomplatalu lacking in positive contant” (p. 332),

I suggest that this claim represents a need for the

- -

o
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introduction of content-intc what appears to be an Bmpty
concept, in a way that\might Justify its Flraadu excessive
use. If it is not going to go away C(which I do not think it °
will), then it needs to bs defined in a waufthat it can be

employed usefully. In a modest way, ! hope to accomplish

%:

If we can answer provisionally the guestion of what the

that in this aséﬁg.'u

term sasthatic might rePrasant, then we will subsequently ba
ahle to apply it'as.a.aascrihtor.for'a certain kind of
social practice or practices. It is hoped that at the snd
OF this essay, one will be in the position to utilize
aesthatics as a means through which to understand social
activity. 'Hans Robert Jauss (1982) notes that "the implicit
hermeneutics of the assthetical rol; concept thus mekes
possible the presumably purely analutical—amﬁirical theory
of socially conditioned Forms of action” (p. 136); thus an
asséhatic theory can;bacoma the means to reduce "the
'contingént antangleménts of individual acts to a surveyable
system of conditioried expectations” (loc. cit.). In other
words, it is poitimate to posit an aesthetic theory as a
means by which to Bxplain social praxis. - Indgpd,.Jauss, who
is referring‘to Berger and Luckmanﬁ (18966), suggests that
that is precisely the cass.

In this, I will be moving somewhat against the Prain.

For example, in the works of Arnold Hauser (1982) and Janet

Wolff C198B3), as well as in the more widely known work of Pisrce



Bourdieu (18B%), the tendency has been to describe ;
aasthetics ag‘a,pruduct of sncial.procassas, and thus these
works utilize'EhB tools of social tﬁaorg to analyza the
formation of aesthetic attitudes. Although I will be
drawing on this work, and consider it Eé}antial, I propossa
to invert it and do the opposite, which-is—to unﬂarstand the
social as a product of aesthetic processés, and thus usa
aessthatic thaory to daécriba the social, although it will be
in terms of an aesthetic that departs from its "pure” Form.
To a degrea, this will be a précass!uf restoration. Against
what has coms to be known as mndarnist.aasthatics and
aesthetic experience, I will look td perspectives reaching
back to Aristotle, but also Forward into.some aspaéts of
pustmndarﬁism(s)r The comparison is 155tru¢tive, and holdsﬂ
up'the.possible means by which to strengthen more recaﬁt
positions, especially when they turn their gaze toward
praxis. .

In doing this, ! hope to avoid the charge leveled at
Gadamar, who stands accused of hypostatizing tradition. ‘The
test, [ suppose, will be the ektent to whicﬁ the proposals
meet .the criterium of explanatory power iﬁ relation to their
object, in this case, political caommunication.

In large part, the concern here is-with the possibility
of sketching out a strategy which might usefully employ
cartain cnhcepts or descriptions already developed, ang a

mapping of the connections that may be drawn betwean tham.

Although this essay is anchorec by an investigation into thae

o
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nature of political communication and the attempt gc fFind &

more complax means by which to analyze it, it requires

substantial digressions into theoretical terraiﬁ warrantad

3 .

by the complexity of the material discussed. This -proviso
notwithstanding, the way a particular position has organlzéd
itself in regard to certain epistemological hé:umptions,

internal relations of its arguments, broader concarns in

relation to other positions, or in terms of the histarical
development of a particular discipline, etc., will be
investigated bnlu'tu a cartain depth. This is a cﬁnstraint
not only imposed on this essay, but also by the magnituda of
the various Fielas discussed hearein. Thus, I must disabusa
aTgcne of the notion that this will be authoritative in 7
reépact.tu any speciéic field\oé inquiry. On the contrary,
a rather opportunistic strategy of. appropriation is
ampl?ged, in that I seek au£ the parallels baetwaen
discipiines and historical concepts and combine disparate
pnsiﬁions, at the price of a certain loss pf depth in any
,particular'ona. This is not to say, however, that it is not

theggfure possible”to offer a plausible argument operating
1 L]

at a nacbssarg level of complexity as is warranted by its -

*
13

bbJact.
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Twg Xinds of Aesthetics . - S

In the essay I referred to above by David Cook (1986),
politics becomes spectacls, and is thought in terms of the

Kantian Form of aesthetic judgement: politics becomes the



A
object of disinterested pleasure (perhaps reflection would
be hetter), disconnected from practical reason or any sort
of effect. MAs an object of aesthetic judgement, reflection
on palitics.is limited to its formal (visual) properties as
spectacls.

To an extent, I suspect that this is a revision
prompted by reading XKant through the optic of Baudrillard,
in térms of % notion of dead power which reduces politics to
pure form, Kant, as the uvltimate formalist, is ﬁ;tﬁad as
the postmodern theorist of the political, bar none. ! The
extent to wh;ch this is valid rests on a sort of reifying
process, whiﬁh takes Kant as the final word in aesthetics.

o
The pure gaze of aesthetic modernism appears "to be a gift
of nature” when it is "really a product of history™
(Bourdieu 18987, p. 202). The notion of disinterest which
appears in Kant lends itself well to a culfure of voyeurism,
the spectator culture described by postmodernism.

Two poiﬁts bear looking into: first, the notion/
power which acts as the premise for the formalist é;;roach
te the political; and second, whether Kant is the ‘
appropriate model for a postmodern aesthetics.

As ta,;hg/éirst point, it strikes me that it assumas
toco much by mag of positing a synchronicity oﬁ effects in
all aspects of the lifeworld, which I do not think if the

Ea%e. As I will argue below, it is useful to distinguish

between what ] will call institutional stfuctura and

of dead



signifying praétlcas, which are naot necessarily historicallg
synchronic. If structure is where power is embedded, then
we can begin to think in terms of a relationship hetween the
two as propping each other up; that is to gag, éignifuing
practice operates to secure power in the institutional
setting. Without going Further now, it will suFfice to

refer to some comments on Baudrillard by Lawrence Grossberg

(1987);

Baudrillard argues that, with the implosion of
difference, the indifference of meaning, reality too
has collapsed into its model. The subject, the social,
the political-~all have become simulacra, located in a
logic of deterrence which has redefined the operation

of power. . . . Baudrillard makes the real into nothing
but an effect of meaning so that when meaning
collapses, the real must as well. . . . The social may

not be meaningfully invoked (it may have lost its
‘existential’ meaning), but that doesn’'t mean it is not
still effpctively constituted through other discursive
effects. (p. 43-44)
This 1 take to mean, as Grossberg states, that it is a
particular relation of public and private experlience that
hés changed, but which does not automatically result in the
disappearance of the real, and hence does not imply the -
disappearance of (political) power either. I will put
fForward later the idea that ;imulacra are indeed oparative,
but not in terms of the tngalitg that Grossberg rightly
criticizes. Other discourses and concepts still have
effects on the subjsct} such that no one discourse (i.e.
postmodernism) can be elevated at the expense of other

still-active discourses in a8 non-synchronic scenario. Peter

Burger has an instructive warning . in regard to this matter:



One should not assume, therefore, that all categories
(and what they comprehend) pass -through an aven ,
development. Such an evolutionist view would eradicate
what is contradictory in historical processes and
replace it with the ides that development is linear
progress., . . . in contrast to this idea, the non-
synchronism of the development of individual [(sociall
subsystems must ba insisted upon., (p. 19, 24)
As to the second point, in a gross overgeneralization
one could describe aesthetics as being reducible to two
kinds., One of those I could call Kantian, by which I would
mean the disinterested contemplation of objects
mesthetically, in terms of their formal properties. This is
-
8 mode described by Kant as "disinterested intaesrest” in
which the commerce of works of art is disconnected from
thair use-valuas: "the Jjudgement of tasﬁe, which when pure
I .
combinas satisfaction or dissatisfection Cin the objectl--—
without any reference to its use or to a, purpose ., . .”
(Kant 1351, p. 79). It is evident here in this brief glance
that commerce with art is disconnected from other Forms of
interaction, following the Kantian division of culture (of
pure philosophyl) into the what have become the thrae
avtonomous "value sphares”: nature, freedom, and art (or as
Habarmgs refers to them: cognitive, moral-practical, and
expressive, respectively [1983, p. 1117.% 1n the
postmodernist version (Cook 1986), Kant'’'s aesthetics becomas
the hfuunding text of aesthetic liberalism” (p. 1B60),
iz L]
wherein the citizen &‘s transformed into the spectator, where

politics becomes spectacle, an object of aesthetic judgement

of the "passive individual willing-not-to-will” (p. 164).



The Kantian legacy, updated in this way, singles out the
aesthetic-expressive sphéra and slavates it to the central
experience of the postmodarn, what Jay called the "tacit
siavatinn" of aesthetics "understood in its assentially
irrational sense.”

From one perspective, this opens itself to the
critiques levelled at the avan%—narda by Burger (1984) and
Habermas (1983), where the failure of the avant-garde is
understood as a product of emphasizing one sphere at the
expense of the other two. As Habermas puts it: "A
rationalized everyday life, therefore, could hardly be saved
Fraom cuitural impouer;shmant through the breaking open ofF
ona sphare--art--and so providing access to just one of the
specialized knowledge complexes” (1983, p. 11). Cook, in
this text at least, is not aiming at the emancipatary
possibilities of. the aesthetic sphere as is Habarmas, yst
the argumegl still obtains in regard to the risks of
inflating the (Kantian) aesthstic to the sole principle of
praxis, '

Habermas is speaking (as is Cook for that matter) in
terms of a fully autonomous aestﬁétic sphere, which includes
.both the production and reception of artworks, itself tha
product of an historical process initiated by Kanﬁg The key
component of this aesthetic (which Habermas never ceases to
attack; ses Jay [18865], Habermas [19B3, 1987]5, is the fully

detached, privatized aesthatic experience which appears

within’/this process, not only as the product of the divisian
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of labour, but also in terms of the increasing distinction
batdsen private and public and the disappearance of
collective experience which is replaced by the discourse of
the subject as a result of 1nd1§iduation processes nccuring
in the seventeenth and eighteenth centuries (mora on this
below, chap. 111),

Once this is understood as historical, then it is first
of all possible to critique it, and second, to break with
it. As Bourdieu (1987) has pointed out, the philﬁsophar

"unwittingly establishes this singular [aesthetic]

“uaxperiance as the transhistorical norm for every aesthetic

perception” without "focussing on the %istnricitg of his
reflection and the historicity of the object to which it is
epplied” (p. 202). For Bourdieu, it is the "social
conditions of possibility” that are the key to understanging
the modern aésthékic éxparianca, which can be Qiscuvered
through historical analysis, and thus the "pure” aesthetic
can be denaturalized when it appears as an historical
phenomenon. Once this is broken open, it becomes possible
to imagine other forms of the éesthetic, and indsed the
historical register gives us evidence that thié is so. This
becomes Gadamer's mainstay in his attempt to ground the

geisteswissenschaften elsewhere than in the methodology of

the natural sciences (Gadamer 1875). In Truth and Method,

Kant becomes a major stumbling block, since the experiencs

of art no longer has cognitive value, and is linked to the

10



practical only through analogy. Gadamer locks to the
historical register both to break the hold of natural -
‘stciance methodolcgg_on the human spiances; and to restore.
assthet¥c experiencs (and cnnsaqpahtlu, all historical
oblects, undprstnnd as texts) ag a form of knpuledga.
Perhaps the most relevant aspect at this point is the
'intarsubjactive nature of this experience, over against the
radical subjectivization which appears in its theorétical

moment in Kant (this will be examined further in chapters 11

N
and IU),

This leads us to 8 second kind of aesthetics, which For
the sake of argument I will call pre-Kantian (and indeed,
post-Kantian as well). Prior to Kant, as Gadamer (1875)
demonstrates, the aesthatié as such is not singled out as
ona of the autonompus spheres of culture, but rather is
still connaected with; and forms a component of, the other
spheres, where, for instance, "cognition and pleasure, i.s.
the tﬁanreti;al and aesthetical attitude were hardly
differentiated” (Jauss 188&, p. 22). This is samething that
can really only be pointed at, since the divisions have not
only come to be taken Eﬁr grarted Bpistamulogicallu, but are
alsoc firmly embedded as common sense C(hence the lack aof
his£0r1031 reflection ‘which Bourdieu charges). The Kantian
divisions, which allow us to treat the aesthetic as such,
have led to an embedded linguistic praﬁtica which makes it
exceedingly difficult to talk about the aesthetic except as

a separate category. Thus, the instant we invoke the

11



agsthetical, we distinguish it‘fruﬁ the other spheres. This,
however, was not a;mags the casa.?

If it is difficult, }f not impossibla, to re—éssimilhte
the aesthetic into the lifeworld (as the Failure of the
sublation attempted by thetavant-garde demonstrates), it mag'
nevertheless be possible to retrieve aspects which have bean
erased or distorted by modernity. As Gadamer admirably
demonstrates, it is possible to utilize historical
(aesthetical) concepts to provide a corrective fur, and tﬁ
ground, current practice. As Habermas' recent book attests,
it 1s possible to view modernity retrospectively, thus
opening the way to a postmodernity in which aspects Dfl
modernism can be critiqued and overcome (Habermas 1887).

Relative to the restoration and reconstruction of an
aeéthetics, the major problems to be overcome are manifold.
In terms of aesthetic modernism, at least three immediately
appear: 1) the restoration of the intersubjective aspect of
aesthetic experience, which has been erased through the
increasing individuation and ggfferentiation between private
and public characteristic of developing modernity; 2) the
restoration of the communicative function of art, against
the process of the "witharing” of content, as Burger puts
it, in favour of the attention to the fFormal characteristics
of the artwork and/or medium; 3) the restoration of the link
betueen the aesthetic sphere as a social subsystem with

other subsustems that make up the lifeworld. This is a tall

12



order, and only partially fulfilled in what follows. The
extent to which this is at all possible rests on the
intuition that current evants are already mstablishing
tendencies in this direction. From one perspectiva,
Derrida’s attempts to assimilate philosophical discourse to
rhetoric (as art), or the dedifferentiation strapagies of
postmodernism, point to the significance that the assthetic
is obtaining, albeit one which sesks to replace a perceived
totality of reason with another totality (linked to a mythic
Nietzschean integrated past). From an entirely different
view, Habermas sesks to restore the intersubjective aspects
through a8 theory of communicative action, both within the
developing logic of an autonomous aesthetic sphere, hut
also, more importantly, between realms, maintalning their
distinctiveness, but insisting that they be taken up
together. These two positions 1 offar here only as
indicators of directions that require the restoration of
soma, if not all, of\hpa aspects outlined abova,

1 employ the word restoration here in a’ rather peculiar
way. As certain disciplines turn to aesthetics for an answer
to current problems, they do soc as I pointed out without
fFulfilling tha requirsment to define precisely what
aesthetics means. My suspicions, especially in the case of
the dedifferentiation of the Xantian spherss, are that
something quite different is meant than the aesthetic.
modernism we have been handed. For whatever reasons, it

strikes me that the critique of modernism being undertaken

13



on all sides is somehow blind to everything except modernity
itself (primarily as the discoursé of the subject). If this
is the case, then a postmodern aesthetics is doomed to
fashion itself as &n anti-modernism, but one which
reproduces the blindspot of mcdernisﬁ, which is its own
pastt The extent to which that can be vitiated rests on the
recognition of aesthetic practice beyond the historical
hopizon erected by Kant, and the recognition of its
lcnrrespondence to the present.
Two very different approaches might serve to underscore
—the problem of ignoring the past. Firstly, Martin Jay makes
the following comment in regard to posfmodernism's attempt
at dedifferentiation: "much postmodernist analysis has been
vitiated by a confusingly ahistorical failure to recognize
that certain patterns of dedifferentiation have emerged in
ways thét defy the attempt to say that they are always
already undermiﬁed" (Jay 13986, p. 15). Ignoring the latter
half of the quote-for the moment, I believe Jay is correct
to the extent that he underlines the prablematic relation of
postmodernism to history. As I hope to demonstrate later,
the strungest acrguments for dedifferentiation are to be
discovered in the theorsetical texts that‘appaar prior to ths
beginning of the ﬁifferentiation process itself, as !
signgosted by Ként.3 This does not mean, howevar,-that I

argue for a full restoration of some prior world. This, as

the qﬁote'ﬁ implicit warning suggests, is impossible. 1 am



thinking rather in terms of Gadamer's cnncapt'of
application, where the historical text is teken up in terms
of its significance for the present. This I think
postmodernism ignores, at the peril of reinventing the

wheel . Restoration thus does not imply a substitution, nor
the taking over of particular world views tel gquel, but of
recognizing the value of certain historical concepts (erased
by modernism) in relation to the present.

The second approach, perhaps more relevant to this
paper, appears in an essay by Maurice Charland
(forthcoming). He suggests that as culturel studies, "in
the wake of structuralist reifications,” rediscovers
signifying practice, it runs the risk of unknowingly
reinventing rhetorical theory to make its claims:

While rhetorical theory is guite modest in its scope i{n

comparison with what in communication is increasingly

being known as "cultural studies,” the latter will and
up reproducing chetorical theory if it wishes to
enquire into the meaning structures of ”"ideclogical”
discourse, of publicly articulated represantations, -
legitimations, assertions, or arguments that meke an

‘ implicit or explicit claim upon consent, commitment or
action. (p. 11; emphasis added)

The key point that Charland tries to make throughout
his essay is the way in which one field, becauss of its
blindspots, inadvertently labours tn raiﬁvsnt what has
already been discovered alstheEe, beyond its disciplinary
horizan., Charland’s attempt to retrieve rhetéfic,'to
“rehabilitate” it as he expresses it, is significant in
fegard to our essay in that, first of all, it Finds its

parallel here in terms of the strategy to recover an
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N
(reconstructed) aesthetics that can add to and strengthen

the explanatory power of curranf theory. Secondly, rhetoric
and aesthetics are closely linked in same of the traditions

prior to Kant. This close relationship‘alloms the link

between the political and social with the aesthetic to be
madé: and thus leads toward a way of understanding .
signifying practice in mesthetic terms. N |

There are three key aspects that arise from the

historical backgropnd that lead to an aesthetics understood

rhetorically: the experience of the work of art as a form of

knowledge; the sensus communis as the locus of aesthetic
Judgement; and fhe recnverg‘of the communicative function of
the work of art. These elements are central to the second
kind of aesthetics to be reconstructed (all of which have
disappeared within modernist aesthetics), and provide the

- bridge between aesthetic experience and social praxis. In
what follows, I will demonstrate that these aspects reappear
within current discourse, though often disguised. Once the
relationship between this sescond kind of aesthetics and
recent social theory is uncovered, it should be pussibf; to
begin to sketch in aesthetics as a thaorsticallpogjtion Fram

which to examine social/political practices.

Outline of the Text

The following chapter discusses the strengths and
liabilities of various positions in relation to the idea of

another level of experience, which will ultiﬁatelg be called
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agsthetic. Starting with a recent example of rhetorical
theory, which calls Euf-a thematizationtof this other level,
this chapter will explore the problems of both rhetorical

and postmodern positions, as well as critical theory, in

relation to aesthetic experience. The idea that aesthetic
experisnce is extra-discursive will be examined, with the
suggestion that the amphasis on the textual mag Find these
positions unable to properly address this other lavel. Some
of the issues in the present chapter will be expanded, and
the utility of an aesthetic approach will be cutlinéd,
within the context of hoth postmodernist and rhetorical
positions. The key aspect to be rataiéed from postmodernism
is its ability to describe signifying practices from a
Forﬁal perspective; from rhetoric, the concept of community
and the relationship between text and action, postmodernism
notwithstanding. A preliminary sketch of the relatiaonship
between mass media, political communication and aesthetics
will be undertaken.

In ardsr to grasp the conditions under which the
ralaticnship betweei aesthetics and community practice has
disappeared, tha third chaptesr will take the form of an
excursus into the historical fFormation of a Fully privatized
aesthetic experience. Here, the increasing distance betuwean’
public and private is examined from the perspective of
hygiene, and-demonstrates how the privatization of aesthetic

experience is the by-product of overall changes in the

17



social. As well, some recent work will be examined which is
suggestive in regard to a reversal in this tendency by
offering alternate epistemologies grounded in senses ather
than the wvisual.,

The fourth chapter sketches out a concept Di"' community
grounded in aesthetic judgement, against the subjective
nature of judgement drawn From Xant. A comparison of the
recant cultural studies work of Lawrsnce Grossberg with
Gadamer's historical research demonstrates that a postmodern

approach to social practice bears a marked correspandence to

the rhatorical concept of the sensus communis. The

parallels between the rhetorical tradition’s understanding
ngicnmmunitg and Grossberg's "affective alliance” leads to
the conclusion that current social formations can be
described as communiéias formed around a consensus of taste,
which ultimately has political significatice. The

"sensibility of mass culture” that Grossberg describes thus

becomes the equivalent of the pre-Kantian sensus communis.

The fifth chapter sxplores the concept of aesthetic
experience drawn from the work of Hans Robert Jauss, and its
relation to the lifewarld. Once again, Grossberg’s work
predominates, but this time placed in the context of Jauss'
reception aesthetics. Jauss' concept of modalities of
ideﬁfification, and his amphasis ;n the communicative
Function of art, are seen to be paralleled in Grossberg's

writing, albeit expressed in an entirely different set of

terms. The effects of high modernist aaéthetics (espacially
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ndopno) are Bxp}nrad further, baoth éo identify remnants in
Grossberg’s work which mediate his undarstanding of the work
nE'art, as wall as to cnntraét Jauss’® countermova, <
highlighting its possibilities in regard to massﬁégzgfﬁﬁ\
research. |

The concluding chapter returns to the discussion of
political communication. TRe work of the ptavious'chaptars
will. be employed to demcnstrate, on the one hand, the
appearance of what are effectively pre-Kantian assthetical
ideas within ‘5ost—Kantia$’ discussions of theisncial and
political (although they are not named as such), and on the
other, t;a sticacg'd? thematizing the level of mesthetic
experience in relation to the effFects of signifying
practices. The use of the media for political purposes wilr
be axamined in relatiun to the concepts sketched out in
previous chapters, and a modest proposal will be put Forward
in regard tu a more comprehensive model of arnalysis that

would conjoin an aessthetic approach with other strategies of

discoursse analysis,

Cautionary ﬁoteé
‘ In drawing these langthy remarks to a close, there sre
two Final points I would like to make. The first is that
the self-evident density of some of the passgsages that follow
belias}tha caﬁtiousness with which the topic of aesthetics

is approached. At times, the central arguments recsde

behind extensive digressions. The necessity of proceeding
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in such-a manner arises from the uncovering of relationships
between current research and reconstructed concepts From

secondary sources, and the need to exercise caution in doing

s

. S
so. As the title <of this paper suggests, this is a

-

preliminary work, and thus must sketch out the basis upon
which Further ressarch can ba pursued, and which must, evan
as hastily as it does in this case, inquiré into small
matters at the expanse of larger ones.

Tha second point arises fFrom an argument that Habermas
makes, and which.hovers‘mvér this work like a liability
statement that precedses the dangers that fFollow.

A reified sveryday praxis can be cured only by
creating unconstrained interaction of -the cognitive
with the moral-practical and the aesthetic-expressive
elsments. Reification cannot be overcome by Forcing
Just one of those highly stylized cultural spheres to
open up and become more accessible, Instead, we see
under certain circumstances a relationship emerge
between ‘terroristic activities and the over-extension
of any one of these spheres into other domains:
examples would be tendencies to aestheticize politics,
or to rpplace politics by moral rigorism or to submit
it to the dogmatism of a doctrine. (1883, pp. 11-12)

In what fFollows, I shall make the argument that it is the
attempt to "replace politics by moral rigorism"xéhat
, {

ultimately has the effect of the "tendencies tS’aesthaticize

politics.” As the coercive force of good reasons ( hat

Habéfmas terms the "unforced farce” of the betper argument)

dwindles in the face of an increasing disindestment in the

N\
ideological structures of the lifeworld, it is replaced by

&

an increasing investment in aesthetic strategies. Countered

by a moralism which condemns this tendency as superficial,
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politics paradoxically finds itsélf in a position where it
must of necessity employ aesthetic strategies to make its
moral claims. The effort to provide moral leadership
reguires the setting of a good example, thus a de-emphasis
of logos in favour of ethos. In doing so, the exampla must
be adapted to the constraints of the medium through which
politics is now presented, televisiqﬁ,/and must ;Dmpata with
the other texts present alongside i?{/forcing it to the
level of aesthetic simulacra charactaristic of the medium.
This, however, will be reserved for later discussion,
and ii:not the key ceoncern at present. As we can easily see
from the above qguote, Habermas points to the Fact that,
acknomlaaging the histarical probesses that have led to the
differentiation of the cultural spherESQ-Dne sphere cannot
be elevated at the expense of the other two. This essay
lays itself open to preciselg'that accusation. Certainly, I
present arguments for the restoration of the cognitive
aspects of aesthétic reception, as well as huild 8 relation
to moral-practical domains. Nonetheless, this is not an
attempt at the dissolution of the boundaries bhetween them,
nor a tacit elevation of the aesthetic at the ekpense of
other spheres. 1 agree with Habermas to the extent that the
aesthetic must be thmughg as differentiated from other
spheres, toward which the processes of modernity have led us

(indeed, the fact of writing this must reflect on the usage

of the word aesthetic as indicating something other than
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that available in the other spheres). But, at the same
tige, 1 would maintain that its specific logic also contains
alements from the other cultural domains which cannot be
evacuated without emptying the aesthetic of any significance
whatsoever. Especially importaﬁt (as Derrida perhaps
demonstratesj‘is the undermining of epistemnlogical
categories to include forms of experience such the aesthetic
as valid forms of knowledge, which often do not lend
themselves well to diécursive ‘redemption.’ The past, only
cursorily examined in what follows, possibly offers the

answer in the form of other epistemologies beyond rational

discursive logics (as Foucault has demonstrated). Yet I
cannot ignore Habhermas' claim, and erect it as a sign over
the dubr: as modernism erased its past, so too do we risk

the same.
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NOTES

1. Of course this is not the first time that Kant has
been the subject of a revisionist strategy: "1 conceive of
Kant as the first real Modernist,” writes Clement Greanberg

(1873, p. 67), thus making him the theorist par excaellance
of modernist aesthetics.

2. 1 should point out that Umberto Eco disagrees with
this, making the argument in his Art and Beauty in the .
Middle Ages (1986) that a distinct aesthetic sansibility is
already evident in an analysis of medieval texts.

3. This is also a problem For poststructuralism,
Habermas points put that Derrida's attempt to raduce
philosophy to rhetoric is conducted in ignorance of
pracisely those traditions I am referring to:

It is not as though Derrida concerned himself with
these controversial guaestions in terms of viewpoints
familiar from the history of philosophy. If he had
done so, he would have had to relativize the status of
his own project in relatiaon to the tradition that was
shaped from Dante to Vico, and kept alive through
Hamann, Humboldt, and Droysen, down to Dilthey and
Gadamer. For the protest againstjthe Platonic-
Aristotelian primacy of the logical over the rhetorical
that is raised anew by Derrida was articulated in this
tradition. (Habermas 1987, pp. 187-188).

-v"
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'CHAPTER 11!
THEMATIZING THE AESTHETIC —

In this chapter, I want to discuss the liabilities and
sérengths of postmodern and rhetorical theory in relation
to political communication. In regard to tﬁa problematic
gtatus of ideology, a two-tiered modsl will be suggéétad
which would differentiate between institutional systems and
signifying practices,- in order to leave room for a
postmodernist approach to signification, but also maintain a
conception of smbedded power. From this perspective,
ﬁostmndarn thaorg_provides the means by which to engags
mediated discnursal and rhetorical theory its effects on
socinl practices. I will utilize as a vehicle far this
discussion a recent example of rhetorical writing, thch is i
both suggestive and problematic. The major goals of this
chapter are: 1) to thematize (aesthetic) experience as a
level of a@ffect unaccounted for by ideoclogy critique; 2) to
damonstrate the utility of combiﬁing postmodern and

rhetorical theories to engage this; and 3) to sketch out the

role of the media in simulating forms of experience,
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Ihe ‘Problem’' of ldsclogy

One of the problems which one is Faced with today when
embarking upon an inquiry into the political sphere is the
extent to which conventional ideological categories no
longer ssam to work as a means to identify either particular
constituencies or groups competing for legislative power.

It is increasingly difficult to assign particular groups
with a particular ideology and distribute them along that
imaginary line running fram Fascist right through liberal
middle to radical left. The implicit assumption normally
invoked in doing so is that behind a particular designation
lias a coherent set of beliefs constitutive of a par*icular
ideological structure, where the name stands in fFor the st ;
in other words, the topographic model works to designate a
particular space for each group, and it is assumed that each
grouﬁ Dperates withinm a systematized space in Quch a way
that the identification of aone trait implies, and can ba
linked through inductive logic, to the entire set. If the
constellation will no longer cohere, conventional
ideological categorizations will lose their explénatorg
power. They cannot account for the seemingly
anharactsristic behaviours which as occult properties are

e
symptomatic of a deficiency fFrom a theoretical perspective.

This prohlem arises against the backdrop of

Baudrillard’s critique of sign functions. In this model,

. the'signs exchanged in communication' have no

referent. Capitalism detachas the signifier from the
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~signified, making the signifier its own signified” (Poster
1975, p. 8). If it is the case that the signifieds (and
referents) disappear, there is no longer ang material upon

which ideology can operate, If its scene of operation is

“behind the back” of language. In a representatiaonal
sconomy in which the sign refers to or guaréntsas some
rsaliﬁ!, ideology can do its work. However, when “tha
gsignifier becomes its own referent,” and "the sign no longer
designates anything at all,” thera-is no meaning which can
be distorted. Thué for postmodernism, ideology cocllapses
alang with meaning, and the real disappears intd its

simulacrum:
ALl the hypotheses of manipulation are reversible in an
endless whirligig. For the manipulation is a floating
causality where positivity and negativity engendser and
overlap with one another, where there is no longer any
active and passive. It is by putting an arbitrary stop
to this revolving causality that principle of political
reality can be saved. It is by the simulation of a
conventional, restricted perspective fisld, . . . that
8 political credibility can be maintained. . . . But if
the entire cycle of any act or event is envisaged in a
system wherse linear continuity and dialectical polarity
no longer exist, in a field unhinged by simulation,
then all determination evaporates . . . (Bauwdrillard
1883, p. 30-31)

This is clearly bad nsws for the analysis of political
maséagés, sinca it implises dispensation with ideclogy. The
collapse of power in the implosion of the real implies that
meaning also disappears, and hence ideoclogy uﬁdarstaod as
the hristorical struggle over those meanings. Paradoxically,
this'appears to be so, and yst noct so. There is the

intuition that ideclogiss "mean” less, but that at the same
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time, one is the subject of power. As Lawrence Grossherygy

(1987a) suggests, what appears

. » « 1s a'crisis in the relationship betwsan common
sense and faith. Within this gap, it is not the casa

that one doesn’t live ideological values (or that ]
nothing matters) but that these seem not to speak to

our affective mood. It is as if one were to axpariesnce
and in certain ways live values without actually
investing in tham (it doesn’'t mattsr what matters?
because our affective investments seem to have already
been determined in another scene. (p. 44)

& yill raturn to this “other scene” shortly. Far now, I
g%iﬁplg want to emphasize. what appears as a marked
ambivalence relative to ideology, the way Groésbarg
describes the loss of Faith, where "possible ideological
‘ralevance ccllapsés into its extreme affective images”
(Ibid.>. As this last comment suggests, it is the image
which becomes the locus of Faith, in terms of its emotional,
rather than logical, sense. The paradox perhaps lies here,
between the "seems to be so” of meaningfulness in some
affective sense, and the "seems not to be so” of its .
meaningfulness in a logical sense (a a guarantee of the
reall,

Yet as Grossberg readily admits, there are still
effects of "bath an active textuality and an active
audience” over against the “postmodernist’s trap of
describing both cultural practices and social reality in the
same terms" (19Bb, pp. 100-101). This distincfion is a key
to tge solution of the problem of ideclogy. By this

splitting in two, it is then possible to account for both
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the presence of_pcmer and a non-ideological model of
signification. As I put forward in chapter one, this is
contingent upon understanding the tempo of the socia)\ié
non-synchronic. What this'in effect means is that
postmodernism as a practice and postmodernity as a period
are not synonymous with each other, and must be
differentiated from each other. Against the totality (of
the collapse of the raal) that pcstmodernist theory
presupposes, we need to make this distinction between
"cultural practices and social reality,” or what I will call
signifging practice and.institutional structure. This
allows us to maintain both sides of the intuition Cthat
ideology does/does not exist) if we accept the postmodernist
position with a limitation, as a version of signifying
practice, but do inflate this claim as a symptom of an
overall, total transition in the whole of the lifeworld. If
institutional change is not necessarily synchronic with
either Epustmndarn) theoretical or social praxis (and I see
no.reason why it should be), then pouwer, postmcdarnisﬁ
notwithstgnding, still operates in its traditionally
undersﬁnod sense,

This is an essential insight for this essay. In terms
of a discussion of politicai communication, the reason for
bringing this out is Fairly straightforward: the
institutions which comprise the legislative apparatus are
still in place, and are the products of modern thought and

opaerate under its modalities. Whether or not there is a
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contradiction between those structurses and current social
Formations (which is a concern of this essay), we scill Mave
a stake in them, since they continue to have

material/concrete affacts'on the lifeworld. Therefore, 1 do

not suggest that we dispense with ideology altogether, as
might be the argdment from a postmodernist psrspective. At
~the same time, the retention of ideoclogy does naot imply the
rejaction of postmodernism tel quel either, since as I hope
to demonstrate below, it has explanatory power in relation

to political practice in its current manifestation.

The Aesthetic as a Level of Inguiry

The question that arises is: IF the legislative
apparatuses are still in place, and the "right” to
appraopriate them, to lsgitimize‘that appropriation of
institutional power is still necessary (given its existence
and affects)t and also if legitimation can no lcngeg~bs
arrived at through ideclogical manceuvers, from whence dces
it arise? |If it is required that political groups
legitimize their cuntroi over state apparafusas, it becaomes
necessary to wnderstand how political strategies work to
constitute subject positions if that is no longer
accomplished by purély ideological forms of interpellation.
In effect, we must begin to thematize what Grossberg refars
to as the "other scene” of investment. 1

Given the decreasing effect of ideology, coupled with

the need toc seek legitimation, it is clear that political
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interests must employ discursive strategies that correspond
to prevailing signifying (cultural) practices. 1 will argue
throughout tﬁis paper that correspondingly, this reguires
ancther level of analysis to be articulated together with
ideology critique, which I will call assthetic. By
suggesting that those strategies may offer forms of
identification that are sesthetical rather than purely
ideological, it may be possible to re-astablish a certain
amount of coherence by moving to this "other scene,” if
there is no longer any necessary correspondence between name
and practice.

From one perspective, this non-correspondence implies
irrationality, symptomatic of a bifurcation between
signifier and signified; in other words, the withering of
meaning. However, this may become meaningful and amenable
to resolution by shifting to this other level of ingquiry.
This is not to say or imply a return to rational stability;
on the contrary, rationality itself (understood as the

adequation between word-and thing--adequatio intellectui ad

rem) may be the barrier to a Fuller understanding of
political rhetorical sérétegu. Hence the need to undertake
an sxamination of the usual methods of ‘'decoding’ political
formations. In what fFollows, I will suggest that the two
most often used forms of intervention~-rhetoric and critical
theory—--rely on a fixed signifer/signified relation, on

Fully meaning-immanent language (where ideology critique

30



simply implies full restoration). If, however, that
relation is disturbed, both of these Forms lase their
viability, and rationality itself bhlocks access to othar

modes of understanding. Underneath this is the question of

how it is possible to form a broad constituency without a
coherent platform in the traditionally understood sense of
party division, given the bricolage of Eha ideplogical
patchuwork. In a somewhat paradoxical formulation, 1 suggest
that non-meaning Bt one level can be made maaningfﬁl at
another: if, on the one hand, interpellation through a
structural—functionélist model no longer appears to operate
on the social Formation fb create (symbolic) subject
positions, the discursive strategy of ideoclogy.critique is
blocked; and if, on the other, rhetoric’'s dependency on a
Edﬁlg—centared human agency assumes a fixed relation betwsen
text and meaning, neither can it respond to a situation
where meaning is scarce. If postmodernist theory's gambit
is correct to the extent that everything is on the surface
of the signifier itself, then another means by which to make
sensse, of apparent non-sense at the ideological level is
essential. If we want to try and grasp ths nature of the
fFormation of communities or constituancieé under thease
conditions, we must attempt to define another level of
analysis, the assthetical, which does not nacaésarilg
operate semiﬁticallg, and to that extent may escapes the
aporias and deficiencies of textual analysis when applied to

political communication, 1 suggest that the positing of a
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level of exbsriance beyond the field of discursive decoding
strafauies opens the spistemological domain to a better
understanding of the way in which power can work through

aesthetical strategies to constituts subject positions and

communities around the axis of taste, as well as through

i~

conventional ideological j@terpellations.

The Rhetorical Straw Man

To an extent, this is not an original insight on my
part, since it is clear that othar authnrsﬂara.attemﬁting to
sketch a similar hypothesis. In this section, 1 want
to examine an esxample of rhetorical theory which is both
suggestive and problematic. Although not necessarily
rapreésntativa of the fField, it offers an interesting way toc
approach the problems of analysis. In a recent issue of The

Quarterly Journal of Speech, W. Lance Haynes (1988) tries tao

account for the kinds of experisnce engendered by media that
are left unthamatized by what he terms ”"literate approachss”

-~

to "video rhetoric” (p. 93). This essay is both interesting
in its claim for the necessity of midenin;ktha terrain aof
rhetﬁrie/;o include “rhetorical processes that cannot be
optimally studied, taught, or used by traditionai-litarata

means,” and at the same time, marred hy an excessive
humanism of the Mcluhanesque variety, in its conclusion
which argues for the restoration of community through video
technologies (p. 3B). Despite this, Haynes offers some

insights which are suggestive in regard to both the
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shortcomings of discursive analysis and'in tha positing of
another lesvel of expsrience whiéh works to "alter
predispositions.™

Laavinq the prohlsmatic_atatﬁs of disposition aside For
the moment, we can sum up Hégﬁas’ argument in a relatively
simple formula: ths emphasis on textuality Eﬁsterad by
literacy blocks the movement to engage with extra-discursive
Factors appearing in the rhetorical situation which simulate
certain forms of affective experience. The kay strategy
here is.to suggest that the study of electronic madia needs
to ba undertaken from a different perspective since the
media engages the subject at another level of experience
than that of the discursive. Haynes suggests that this
other level remains inaccessible from the viswpaoint of a
"consciousness” mediated by literacy, which constrains
analysis within a mode of propositional logié. It is,
however, Haynes claims, possible to imagine another lavel of
experience which is constitutive of oral culture, and
differs from the literate in that it is situational and
CGAtextual, rather than concerned with the rationality of a
given argument (p.92J. In this sanse, it is concerned with
action in the contaxt of the lifemqud, with praxis and
community, over against the abstract stasis of the written
text. Drawing on Walter Ong, Haynes posits a form of “pral

consciousness” which, in terms of the reception of

electronic media, operates at an experiential level which is
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situatiunal,'mhars the critical faculties normally engaged
in evaluating the relations betwesn discursive elements are
suspended in favour of a shared experience invoked by the
medium., This, hnwex)é‘.?:. engendars serious problems. for the
critic:

As literats critics and teachers, we are conditioned to

value pragmatically, Ao search for the means to

construct, if not a step-by-step sat of instructions,
at least a chacklist of observables to include, or of
precepts we may adapt to our own ends. UWe are
conditioned to sesarch for them in the text and there is
no text.. Indeed, there cannct be a taxt that records
the experience itself; there can bhe only metaphor that
brings us hints and glimmers, that recalls--from our
experience in life, perhaps even our genetic store—-—
those feelings of communal celebration that transcend
our individuality. (p.B8)

Although I grate at the celebratory language,
espacially the notion of a bialogicallassantialism, the main
point of this guoté marks out the singular difficulty faced
when attempting tc elaborate phenomena which do not seem to
have a textual basis, and as such resist the usual methods

‘_-——'—'_\‘

of inquiry. To ary extent, however, 1 suspsect. that an
untheorized notion of metaphor, and the usage of a certain
style of language drawn fram phenomenology (notably in
Haynes' repeated use of an undefined concept of
iﬁtentionélitg) themselves work to block inquiry into such
phenomena as experience, .by consigning them to that "of
Ahich uwse ¢annot-mrite" as the title of his essay suggests.
(In relation to the media, this is perhaps even mors
problematic, since the kind of "being-in-the-world”

M
phenomenology he describes in regard to the exigtential

b
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rTelation between speaker and audience does not exist: a
"being-in-front-of-the-tv"” is a very different thing.)

There are two points in this regard ! would like *b
touch upon briefly here. The first is the aspect of
textuality itself. The text is viewed in Hayrnes’' essay as
‘the product of the intentionality of an author, as are the
extra-textual factors which Haynes seeks to thematize. From
this vantage point, the efficacy of a particular text is
simpdg enough to determine: compare the intention of the
authnf with the subsequent actions of the audience. The
implicit assumption here is of course that one can in Fact
know the author’s intention. In this model, the aufiiénce is
siﬁﬁlg.persuaded, through the "application of reason” within
a propositicnal logic, to alter their predispositions. UWe
have in large part the replication of the standard
communication model of the "effects” tradition, which
identifies a sender and receiver, and tests the impact of
the message on the basis of a change in bshaviour after

4
reception. The text-as-message in this model is fFully \\_ﬁ_
transparent, é;ﬁing only as the vehicle between human
agents. Without re-opening the criticism of this particular
cnnsﬁructinn of the communication process, suffice it to say
at this point that it ignores the effects of mediation by
language’ itself in the Form of ideological distortions of
meaning; this applies both to the production of texts and to
their reception. 1In this regard, the notion of

predisposition used by Haynes exposes itself to critique,
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with the suggestion that those predispositions are not
formed through an act of free choice, but are in Fact the
product of the acquisition of languagé which is always

already ideclogically inflected. Even assuming that the

strict determinism of the Althusserian/Lacanian model is too
totalizing, we are still fFaced with the problem of
determining to what extent ideology places limits on the
harizon of what can_be spoken.

I have no desire to launch an attack on rhetoric here,
but want simply to point to same of the assumptions running
underneath the notion of textuality as brought forward in
Haynes’' essay. The major problem is that those assumptions
are ultimately grafted onto his discussion. of the other
terrain he is trying to open up. Despite the fact that he
wishes to recognize the limitations of reason in relation to
this other level (”. . . reasoned deliberation, the
cornerstone of our tradj ian, is firmly rooted in literacy

.” [p. 921), he still ténsiders the media to be
essentially rhetorical in the sense of the persuasion model.
I would suggest that, as in the case of ¥Textuality, an
gssantialist humanism blocks understanding of "effects” at

both levels. This is not to suggest the insertion.of

ideology critique into this second lsvel (since, as I have
suggested, this is probably unworkable), but rather to
deflate the notion of a human subject as fully self-

transparent, In the same way as ideological inflection of
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sign systems works to decenter the subject at the level aof
“language (langue), the same processes are at work at this
other level. (I will examine this in chapter four and five.)

The sacondenint.I want to raise is in regard to the
status of metaphor, the "hints and glimmers” as Haynes calls
it, which is an extension of the question concerning
textuality. Both poststructuralism and paostmodsrnism in
different ways have opened Qp the problem of the relation
between the trope and 'standard® language.

Poststrucfuralism suggests that the trope itself opens up a
new space of reading through the denial of any fixed
relation between the signifier and the signified; thus the
constant deferral of héaniqg implies that the trope has in
Fact the samg status as ;standard' language, and that one
cannot be thought mithout'§‘a other, and that the trope is a
parasitical presence uorking from the beginning to erode the
supposed fixed relatiunshiﬁxﬁétween word and meaning. AS
Oerrida (f%BE) mockingly asks Saussure in relation to
onomatopoeia: "Does an element depart from language [ langue]
when it does not conform to its presumed semantic origin? So
what are the 'organic elements in a lipnguistic system'?
‘Words? But ‘words’ can become onomatcpoeic, ﬁhrough the
gcafting of function, in whole or in part, by decomposition
or recomposition, detachment or reattachment” Ep..SE-SB).
This suggests that the authemticity of the "organic"”
elements are always already contaminated at the origin. The

point I wish to make here is that the relation between
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pneﬁic and standard language assumes the organicity of the
latter upon which the former stands in relation. Thus, in
regard to Haynes_essay, the necessarily fixed relationship
of word to semantic content Forces the transition to
metaphor in order to maKe 'sense' out of this other level of
exparienca. The quas£ion that arises is whether there is
any difference (or, more provocatively, whether it is all
difference), or mhet?er that expsrience was and is always
there in the beginning, inaccessible to rational thought.
IF, however, metaphar can pe taken as the status of all
language, mediating between our present and the lost origin
which the text seeks to make present, the distinction
disappsars. The suggestion on Derrida’s part that
expariaence itself wnulgtbe a textual effect is, I think,
8till open to debate, but 1 stress that the distinction
between a standard and Figurative language made by Haymses is
open to scrutiny and possibly blocks ways in which this
other level might be articulated. The metaphor itself works
to inscribe the line betwesn cugnitive/rational forms of
epistemology and forms of exparience (such as the assthetic)
which have been expelled from the category of knouwledge
through the operations‘af reason itself.

Postmodernist theory, in its turn, works on the
collapse of the distinctioﬁ between metaphoric and standard

: 4 .
language. The elision of the “as if” relationship betwsen

statemants about the world and their referents tends toward
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the erasure of the metaphorical status of theorumtical
statements. In its most radical Formulations (i.e.
Baudrillard), the signiFieds Cand consequantly their

referents) disappear, and the signifiars circulate freely in
a system of purs exchange. The maost pravacative aspect of
this situation is the absence of mediation, since there is
no longer any meaning ‘behind’ a given signifier; hence the
signifier no longer performs the mediation between socially
constructed meaning and the subject. Once the signifier is
detached from its signified, idanlog; ceases to work in its
traditionally understood manner, that is, in terms of the
historical struggle over signification, where the
maintainance of particular constellations of meaning is at
stake. Power, normally understood to operate on tha site of
control over the reproduction of social meaning, thus camas
into gquestion. To suggest! howevar, that this marks its
disappearance is, as I have already expressed, questionable.
As 1 men¥ioned at the beginning, power itself does not
necessarily disappear as a result of reconstructive
theoretical statements about it. Postmodernism certainly
provides an accurate'sgmptamatic reading of the work of
collage within various language games, and to that extent is
valuable in the way it ma;ks the affect of the deflation of
meaning, but by staking itself on this it is blocked from
reading the curcent scane, since it has tp assumg that

meaning disappears everywhere simultaneously. However, ths

collapse of the signifier/ signified relation at the lavel
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of representation is not necessarily synchronic with
structural collapse at the institutional level. From this
perspectiva, it has more the characteristics of a
legitimation problem (in the Habermasian [1975] sensa),
whare the meaning deficit ceftainlg problematizes the way in
which institutions secure their legitimacy, but doesn't
thereby turn them into theoretical fFictions. Instead, it
marks the ways in which signifying (rhetorical) strategies
are potentially reworked in order to accomodate the loss aof
meaning (thus pdssiblg marking the transition to a
motivation praoblem?)., The process af accomodation is
between the impairment of idenlogy as a strategy for
constructing subject positions, and an institutional
structure which still depends on it. Whether that will
ultimately fall apart remains to be seen; what is crucial to
keep i; mind is that the structure is still in place, and in
that sense, power still operates. However, instead of
constructing positions on the idecological terrain to be
Filled by subjects, it is shifted to the aesthetic plans.
Legitimation, in the form of consensus at the level of the
assthetic, impliss the reworking of ﬁuwer‘stratagies to
accomodate the loss of meaning at the level of conventional
interpellative programmes, in order to maintain control over
the institutional structures which still operate on and in
the sociql in gerneral. In this sense, shifting the ground

does not constitute the disappsarance of powsr, but through
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the postmodern reading, indicates its displacement onto a
different terrain in order to obtain the necessary consant
to maintain hegemuny over the ”modernist” institutions in
which the residues aof power still residse.

The question then becomes whether or not we can
consider Haynes' thesis a positive contribution in the Face
of critiques outside of rhetoric's paradigm. The absence of
a sophisticated conception of the subject or audience seems
to militate against the argument, since the elision of
socialization processes at the ideological level Cwhich I am
conflating with what he calls "reason” at'kha leval of
"literate consciousness”) tends to undermine the reader's
confidence in the subsequent fFormulations. As Maurice
Charland (personal communication) has pointed out, rhetoric
"has begged the guestion through such rsductions.as
‘intarast”or ‘reascnableness’', and certainly has not
recognized that the concept of subjectivity is problematic.”
In the case of Haynes, the Undefined‘\statﬁs of both the
subject and the notion of disposition are simply imported
tel guel into the discussion of the second level. At the
sameg time, the shift to metaphor tends to block the
possibility of articulating the effects this other level may
have. One of the major problems is determining to what
extent thé trope functions as a means by thch forms of
experience that are not amenable to cognitive/rational.
theoretical constructions are consigned to the figurative.

I would argue that the collapse of the distinction between
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metaphorical and standard language possibly provides tha
opening wheraby a recovery of affective experiential data
might be effected. This is where postmodernist thd8ory might
be of significant value, in that the processes of simulation
which constitute the circulation of free-floating signifiers
doithair "work” by producing affective associations that do
not have meaning "content” operating "behind the back” of
the taxE, in the sense of ideology, but rather Function as
indexes or pointers which generate metcngmig;ghains of
deferral in the subject’s mermory on the basis of preciselg‘
that .imability to assign meaning to a given textual
construction. This is a non-semiotic process, and conforms
more to the workings of symbolic processes, which cannot be
contained within the semiotic model (Sperber 13975, P 140).
Power, then, might be seen to be operating precisely on
the site of the simulation of those affective experiences,
producing symbolic associations with the subject’s own
exparience. This is e#actlg the type of situation it seems
that Hayres is trying to describe. In a rather curious
manner, he in fact emulates the language of postmodernism
within his text to make his claim: in relation to an example
of speech, "he simulates a spiritual experience”; in
relation to television, "to comprehend the experience these
commercials simulate”; "video simulates experience far more
readily and with greater intensity” (pp. 6, 89,93;

S

emphasis added); and in terms that are reminiscent of
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Baudrillard:

There is a sense of super-reality about video that
charges the altered disposition with a sanse of deja-
vy, that renders us wearing those denims because we
already do. Because we just hava. UWe will not litter,
we will wear our seat belts, we will visit our
stockbroker, because we already do these things, svery
day, as members of the television audience. . . . since

videc messages are sphameral, revisions, adaptations,
virtual changes in how reality is depicted may be cast

relatively unhampered by what has gone before. (pp. 93,
86) .

As we see, the essay addresses the notions of hypar-reality
and simulation that are at the core of postmodernist
readings of the media; this is the perspective from which
Haynes' essay starts to look more interesting. In a rather
Fascinating way, through rhetoric he seems to ar;ive at the
terrain of the postmodern unccnsciguslg, through the sense
that rhatnfic in its curregg conditions camnat by itseself
account for certain media effects; this ultimately sends him
toward the kinds of hyperbolic descriptions which mark the
postmodern reading d% the relation between the social and
the media. This seems to provide the opening to suggest the
utility of some of the postmcdgrpist tenets as a corrective
to the excesses of fhe rhetorical position.

On the other hand[ the adyantaga of approaching this
problematic from the rhetorical perspective lies in
rhetoric's strengEhs in regard to pra;is, that is, in its
concern with the effects of texts on the re-orientation of
action in the lifeworld. Unlike critical theory, which (in
the extreme positions of the Frankfurt Schooi) moved toward

a retreat into a hermetic form of high culture in the face
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of a world they considered to be Fully instrumentalized, or
the postmodernist tendency toward the "culture of cynicism”
(positions which are not that Far apart), rhetoric still
focusses on the possibility of the formation of communities
as the motors of social change. Although [ have suggested
that the increasing irrationalitg'of the public sphere
engendered by the scarcity of meaning--which tends to erode
rhetoric's arguments around the reasonableness of given
texts--necessitates the consideration of other paositions,
rhetoric itself may offer a corrective to the excesses of
both ;ritical and postmodernist theory by keeping our
‘attention focussed on the level of praxis and the social
fFormation. The advantage of rhetaoric, it seems to me, is
precisely in that it refuses to esither retreat from the
quotidian or take a cynical stance toward it, since its
stake in humanism makes the material/concrete situation of
the subject and his/Her practical options in that situation
its subject. This is not an argument For humanism by ahg
means, and I have already noted some of the problems it
creates, but is to say rather that rhetoric, by Focussing on
community formation, gives us a tool for intervention into
the present mhith, in combination with the postmodernist
critique offered above, allows the pnssibilitu of
articulating more fully the present political context. This
might be especially effective if, as I have posed, there is

a disjunction betuween social praxis and institutional
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structure, since postmodernism provides axﬁlanatmrg power in
regard to the naturs of signifying practices which deterdine
the circulation and effect of political messages, and

rhetoric offers a means to understand their effects in terms

OF the formation of communities essential to sacura,&pa
t
consensus required to maintain the processes of pouer in the

institutional setting.

If we return to Haynes' essay, we sse how important the
notion of community is in relation to the media. He
attempts to describe the cperations of the media at the
‘non-literate’ level as constitutive of a certain type of

community through the media simulation of an "idealized

mnrﬂh":

Participants in this sort of non-literate video are
purely engaged in apprehension of the experience
There is no trace of anything presented in these
commercials to distract the intellect . . . The
audience is transported into a mythical world in which
it is drawn to participate--albeit vicariously--as
fully as viswing conditions permit, a world
ontologically insulated against noise of any kind, a
warm sheltering community . . . And socially, watching
~ television is indeed a communal act. . . . We know
i+, implicitly when we watch television that countiess
" opthers watch as well; we have the tacit sense that
wherever and whenever the signal can be raceived,
others respond as we do and thus share the communal
experience. (pp. S0-S81)

And immediately following:
Although this sense may not be an artifact of the video
medium per se, it is nevertheless a Factor with:'which
current efforts to understand video must contend.

Initially, I tended to disagree with this statement, since
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it suggested that the television audience was the equivalent
of a community. The television audience is normally
characterized not as a community but simply as an aggregate,

whose only common factor is that of watching. Television is
usually regarded as crpcial to this distinction, where the
effect of mass media is in having creat?d the conditions for
the conversion of the community (as it &s Figured in the
Dewsyan ‘face-to-face' relationship) into the inert mass
audience. In the more traditional approaches to mass media,
such as escape and dependency theories, the notion of a
cammunity formed around a praxis is precisely what is
renderad impossible by television, since watching is
characterized as withdrawal and inaction. From the
pnstmodaE%ist side, it is precisely this conversion into a
mass that marks the point where the social is no longer
representable, since any notion of differsnce simply
collapses into the "black hole” of the mass itself. Fram
bqth parspectives, politics becomes impossible: in the First
case, through the inertia induced by watching; in the
second, due to\ths "refusal” of the mass to be represented,
which precludes a site where community might ba formed
(Baudrillard 1383a, p. 43). -
Although both are powerful ways of constructing the
social, they both assume that electronic technologiess have a
totalizing effect ofn the subject and over the lifeworld (or
rather, have the effect of turning the subjsct into a

surface upon which the media projects their images
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CBaudrillard 1983b, p. 12512, such that the madia are (to
paraphrase) in the last instance datermining. 1 would
suggest that the media here stand in for the Althusserian

I.S.A., in the sanse that they become a monolithic antity

whose all-pervasiveness is inescapahble. The disappearance
of the scene and of the differsnce betwesn public and‘
private in Baudrillard's formulation is a product aof an
ineluctable process brought about by electronic media
(1383b, p. 12B) This, however, has to be tempered by a less
functionalistic view of tha media. The cellapse of the

distinction betwean public and private is in itself not

I

necessarily a negative process, and may in fact restore the &
conditions for a community on the basis of a collective
experience that is currantly denied as a result of the
effects of the increased privatization of gxperisnce brought
about through the historical development of the bourgeois )
individual. Nonetheless, it is rather too provocative fc
suggest that all of this may be purely the hroduct of the
increasing presence of electronic networks. Although media
are determinate to a large degree in re~-figuring tglhgccial
- Ceven if only from the perspective of their ecoromic rolel,
the inflation of their role at the expense of other
historical factors is highly questionable..

Without trying to downplay their effects on the
subject, which wea can all acknowledge as significant, I

would argue that the subject, as a product of hiétorg, is at
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any given juncture the intersection point of a multiplicity
of (competing) discourses, of which the media are ona set.
Any number of studlés‘have indicatea that although the media
Bxart.’ inf.luenc:as on subject formation, they have to be
contextualized within the particular relations that are
canstitutive for a given subject (Bausinger 1984, Morley
1986, for example), This més écknomlgdﬁ@d to an extent even
in the highly criticized studies undertaken by Lazarsfeld in
the forties and fifties (Katz and Lazarsfeld 1955). The

face-to-face, even if only that of the family, is contiguous

. with media exposure, and suggests that the overall effects

of media must be taken up in the context of the subject’'s
social‘pcsition. In other words, I_Pm contending that the
pBrvas}venasg of the media does nofﬁin and ot itselfl
constitute the disappearance of community, although it may
go some way toward restructuring its internal relations.
The notion that Haynes brings forward in this regard, that
the sense of community "may not be an artifact of the video

medium per se”'is a crucial insight, in that it recognizes

the multiple determinations that not only produce the

subject, but also the way in which a given subject "reads"”

the media. This is to say that the social/historical
donjunctura.not only determines to an extent the way in
which media construct their messages, but it is also
determinate in forming the categories by which the subject
gains access to those messages. IF that is the case, it

allows us to make sense of the disjunction between

48



[N Y

institutional structures and mediated messages into which
the subjedf is inserted, since the Field is opened up to
historical/structural determinations which are not the sole

product of the media. It also allows us to retain the
notion of community, iF we insist that there are sites For
the production of discourses which might lead to those kinds
of social formations, such as community, which are the
products of discursive processes outside of the purview of
the media. Community itself, ;s an "a;tifact" is not a
aiscursive product of the media, but the media may provide
the cuhditions, 8s Haynes suggests, for its formation.

The condition under which media might lead to the
Formation of communipies'consists in their position as the
central conduit for political communication, Elong with
their role as the delivery system, so to speak, of the
images of the social itself (TuchTan 1978). IF the media
are the frame th;nugh which the social is. constructed, and
if most puliﬁical information is obtained through’ the media,
then media determine to a large degree what "shape”
political messages might take. Without discounting the
historical Jjuncturse which includes discourses and
experiences arising in other areas of the lifeworld that
(overidetermine the reception of the media, media still play
a key role in that the criteria upon which a community might
be formed will be derived in large part from the media; in

short, it is the media which provides the information both

constitutive of, and acted upon by, communities.
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Thus, we must also consider how the media themselveé
work to restructure messages within various strategies
competing for audience attention. In sffect, we must
acknowledge the agenda-setting Function of the media.
Perhaps morse importantly, we must bear in mirnd how those
strategies work noct only to set the agenda, but also to
redefine the nature of what constitutes an agenda hy
shifting the focus within @ particular practice.

First}g, I want tu<%onsiden the role raportoriai
strategies piag in redefining political practice through its
interpretive acts. Daﬁial C. Hallin (1985), in-an assay
raminiscent of Tuchman (18378B) and Gallagher (18B2), notes
how the notien of objectivity, embedded in journalism since
the end of the éeccnd world war, is restructured during the
Vietnam conflict when the interpretation of reality hecame a
problematic and contentious site:

“

In some ways, in fact, the 1860°'s and 13970's, precisely
because the interpretation of reality had become
subject to political debate, increased the journalist’s
and the news organization’s need to appear strictly
objective. The Journalist had to provide analysis s
without seeming to depart fraom disinterested
professionalism. And the easiest way to accomplish
this. was- ta focus on questions of stratsegy,
effectiveness and technique, questions which did not
touch directly on conflicts of interest or clashes over
the ends and values of political life. (p. 130)

What Hallin calls "detached realism” which is already part
of the rgpartnira of the commercial press undergoes a
significant shift' in focus away from substantive issues
toward what he terms the "technical angle” in which the

effects and interests involved with particular policy issues
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are displaced by commentary on such things as whether ground
was géined or lost, the size of a demonstrating crowd, or
the "battle of wits” in a presidential debate. As Hallin-
notes, éiting the sarly Reagan administration’s acbnamic

revision, "The political Future of a David Stockman is
easier to assess with an attitude of detached realism than
the actual pmlicg of trickle-down economics, which
inevitéblg raises the issue of how the interests and values
affected by economic policy are weighed” (p.130-131). Thus,
we see that not only is the agenda-setting function
significant, but also the way in which the perspective on

the topic of chojice is reshaped in the reducticn and control

of contentious’/ issues.

A 8 recent example from Canada also demonstrates

this change in the media’s reconstruction of esvents. :In
early March 1988, the Minister For External Affalrs, Joe
Clark, delivered a speech to the Canada-Israel Committee
condemning the actions of the Israeli gnvérnment in the
Palestinian uprising. In what was clearly a signiﬁicant
departure from previous government statements{ tﬁe question
in the media became, not as one might expect, how does this
constitute a policy shift towards Israel?, but rather, was
this speach wetted by the Prime Minister's OfFFice? The
focus shifted from the policy toward discussion of whathgr
Clark’'s statements were “coordinated” with the P.M.0., and

L}

concern revolved around whether there was a breakdown in
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internal communications within the government.l As Hallin
suggests in his paper, the media did not concentrate on the
possible effects of the policy, so much as on whather there
were signs of mismanagement and cdnflict between members of
the government.

This shift in media attention is significant in that if
knowledge of the political is derived primarily from the
media and through the Frame of a historically specific
reportorial constructian, then the production of bolitical
"news” is bound to affect readings, to the extent that it is
the material of those readings. From one perspective, this
change seems to conform to the idea of aestheticization.

Thé move auaglfrom g8 discussion of substantive issues naot
only props up the ideclogically inflected notion of
obhjectivity, precisely through its appearance of avniding
any commitment at all, but at the same time, by
concentrating on the "technical angle,” moves the discussion
to the formal/aesthetical level and a type of -dTegetical
description of conflicts between player on a political
stage. The resolution is of course either comic or tragic:
in the case of -Clark, he is either Qadded to the Prime
Minister, or cast from the ranks. In sither solution, ths
issue is not whether the policy makes sense, but whether or
not Clark can be restaored.

Saccndlgl and perhaps more siénificantlg,'ﬁre the
governments' interventions into the media on their own

behalf. It is conceivably the "disinterested
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prafessionalism” evinced bg‘ths press that has led to a
significant presence by governments and their agancies in
the media. In terms of media buying For instance, the
fedaral government is in First placsa, sﬁandiﬁg substantially
more moneay than the largest corporations in Canada
(Macketing, March 7, 1988, p. 21). In affect, the media
become the site for political contestation, the "other
scene” to which Grossberg refers. As I will expand upan
later, it is through the simulation effects mads possible by
the media that governments seek to establish a consensus,
through modalities of aesthetic identification with'furms of
conduct portrayed in government advertising.

At one level, it is svident that the governments seek
to compete on the same terrain as the press itself, in
effect using the media to promote its interests in fFace aof
what is often perceived (from the government’s perspactive)
as a hostile press corps, accused of distortion. There is
of course an obvious logic here, since if the media are the
primary conduit, then direct access is mora favourable than
access mediated by the press. Hence the development of such
things as "consarvative tv,” a news service provided by the
ruling Progressive Conservative Party, aor the recent series
of "family education” commercials prpducsd by the B.C.
government.

This, however, is only one dimension. At another

level, on the basis of the arguments put forward in this
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chapter, the collapse of ideology precludes contestation
over substantive issues through discursive claims, if there
is no guarantee in regard to their meanings. In regard to

the increasing gap bstween affect and ideclogy that

Graossberg wnderlines, the govermments sesk to lagitimiza
their claim to power elsewhere, in the other scens nEitha
media, where simulation of fictional lifeworlds, trans-world
configurations as the logicians call them, allows For the
projection of idealized pasts and futures to be identified
with, Heré, the governments move toward assthetic
strategies to back their claims, which can no longer be
substantiated through "good reasons.”

The aexamination of this utilization of the media by
governments will be undertaken later (chapters fFive and
six). For now, I simply want to point toward this important
shift wherein the gcva;nmants bypass the traditional
outlets, i.e. the press release, in favour of dirsct
intaryantiun into the scene @f the media. fhis complexifies
further the set of determinations at-work on the terrain I
am trying to describe. It is important here to keep in mind

both the aspects of production and reception togsther.

e

S

Thus, although 1 have been concentrating primarily on the
formation of communities and the political strategies that
“might be at work constituting them, tha excluded middle are
the media themselves. In order to avoid transferring the
notion of a transparent delivery system into the discussion

cof the aesthetic, the role of the media needs to be
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foregrounded. It is not aﬁaquata to simply shift our
attention to reception and consumption and concentrate on
decoding at the site of the audienca, without trying to give
an account of the material on which it is brouﬁht to bear.
As the above comments suggest, the metia themselves are
determinate to some extent in the process of
apstheticization, and their own instituticnal concarns
cannot be discounted. As well, aé govaernments intervene in
the media marketplace, they will be canstrained through the
necéssitg to compete for attention wlith othar texts that
circulate in that domain. In this regard, Haynes' essay is
significant in that it tries to account for the way in which
media constitute a Form of address and thersefore the ways in
which they simulate experience both to capture audiencsa
attention and constitute communities at the same time.
Although community is an "artiFact” arisfﬁg out of practices
and discourses formed outside of, and prior ta, the sphere
-of media, in the following chapters, I will attempt to
demonstrate how communities can be formed through aesthetic
strategies staged by political groups in the media.

At this point, the utility of employing certain aspects
of rhetoric and postmodern theories should he clear in
regard to the thematization of the level of experience 1
have referred to as aesthetic. On the one hand, it is
essential to recognize how changes in the domain of

signifying practice lead both to a postmodern undarétﬁﬁafﬁn
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of its ﬁechanics, so to speak, as well as to the necessity
to adapt rhetorical strategies in the face of those changes
in order to accomodate the need for legitimation at the

level of institutions., The key aspect here is that the two
levels are split off from each other in such a way that
legitimation no longer appsarﬁﬂthrnugh ideological
exercises, but through symbolic/aesthetical forms of
simulation. 1In light of that, a brief sketch of the role of
the media as the vehicle for such simulatiqns was put
forward.

A number of things must obviously be obutlined in
graatér detail. First is the conception of community,
understood as constituted through fForms of aesthetic
identification; this will be developed in chapter four. As
well, the role of aesthetic experi=nce and the communicative
function of the work of art in this pfoqess nasdé toc he
sketched out, and the link made between the governments' use
of media and the formation of consensus through aesthatic

&3
strategies. This is the substance of chapter five. Houwever,

it is also essential to go back and establish some of the

‘historical conditions upon which this reading can arise. As
‘I pointed to in the introduction, it is necessary to

restructure the understanding of aesthetics to make this

reading. In order to do so, the following chapter will look
into the processes lsading to the privatization of aesthetic
experience, and what conditions make it possible to restcre

an intersubjective understanding.
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This was the topic of debate during the "panel®”

discussion segment of the CBC's Sunday Report, March 13,
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i CHAPTER 11

RELATIONS BETWEEN PRIVATE AND PUBLIC:
THE SOCIAL FORMATION OF ARESTHETIC ATTITUDES

The next major task arising logically from the previous
chapter is to begin to develop a concept of .community which
would fulfill the conditions of Formation thraugh non-
ideological means. Before we can sketch out a concept of
community from an aesthetic perspective, however, it ié
important to fill in the background upon which this might
arise. In this chapter, ! will inquire into the historical
formation of privatized (aesthetic) experience, hoth to
develop an understanding of the effects of "antian"
agsthetics outlined in the introduction, as well as
investigating some possible epistemological openings
provided by poststructuralism that may be the starting point
for the restoration of a collective (aesthetic) experience.
This chapter will desgriba the aesthetic experience as one
which appears as a product of overall, more or less
simultaneous changes in the social. The level of subjective
(aesthetic) experience will be seen to exist in a
dialectical rslationship to the public spharé, where one

cannot be saparated,‘axcapt analytically perhaps, from the

. 58



other. Finally, we will investigate the relaticn betwean
"high” and "low” culture to determine if the dissolution of
the boundary between them might open up the possibility of

the restoration of aesthetic experience as a component of

the everydsay. ' 5 . <

Dispogition and Disinterestedness

Much recent work in aesthetics, as ] pointed out in the
intreoduction, is concerned with understanding bath thae
production and reception of artworks as constituted by
social Forces, as opposed to an ar; history understood as
the cumulative linear history of stylistic effects which
ignores the socio-economic background upon which particular
works or genres appagg.

One aspect of this is the institutional critigue
arising out of the avant-garde’s attempt to sublate %Et into
life praxis. The power of institutional fFormations gﬁ?’
prevent this, demonstrated through the failuia of the avant-
garde project itself, attests to the strength the
institutions have to locate thes art abject in a gpace
separated off from the space of the guotidian and the social
in general (Burger 1884). (This may be attributed as well
to the break-up aof the social generally into spscialized
subsystems [Habermas 187512,

This is first and foremost a linguistic practice of
nominalism. To call an object a work of art is to invoke

that separation, chiefly defined in terms of the
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distinction/opposition between utilitarian and non-
utilitarian. To the bourgescis mentality, that which has no
use-valua and which does not enhance productivity is
aesthetic, and thereby consigned to its proper place,
deEined'pﬁ“its proper name. Hidden behind this lack of uss-
value, as Bourdieu (1585) has pcintgﬁ out, lie other crucial
distinctions which act as markers of one's position in the
social. The most obvious is the powsr to employ and uphold
the process of naming itself. In this sanse, the struggle
over naming is the way in which goods are treatsd
symbolically; a certain form of consumption marks the
conversion of commodities into signs which act as indicators
of class position. From.ahother parsﬁactive, beyond thse
pomsr-to nominate is the ability to create the conditions to
do so, which is a function of distanciation from the
commodity's use-value in the utilitarian sense, and is the
product of what Bourdieu calls ‘'‘cultural capital’, the
combination of wealth, aducatiﬁn, occupation and family
background.

What grows out of this is a certain disposition toward
commoditias (overldetermined by this combination of factors.
From a class perspective, the utilitarian/nqn—utilitarian
distinction can be seen as én expression of a p;rticular
class fraction toward consumer goods which, as Bourdieu has
done, can be demonstrated statisticéllg across the entire

range.of consumption for a given class fraction. Thus the
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concept of disposition contains, in effect, the social
ground for the formation of taste, manifested in the
relative distance from the utility of a given commodity.

The notion of distance is significant sociologlcally in

the way it links up with the Kantian notion of
disinterestedness. Baneath this noticn, according to
Bourdiewu, is a hidden social relationship. Firstly,
disinterestedness is the product of a caréain disposition,
marked primarily by the possession of time, which can bae
squandered in the contemplation of the ohject.
Disinterestedness can be seen in the First instance to be
the result of a certain economic condition which opens up
the time to "reflect” on the object in a disinterested
manner, ie. at a distance from ifs usse-value. Bildung, the
cultivation of the self, can anly be undertaken at a second-
remove, when ong is free from the demands of the quotidian.
Secdndlg, pure taste, the taste of reflection which appsars
only in the mode characterized as disinterestedness, is
distinguished from the merely sensual. Ideal beauty is no
longer the product of the real worid, of the empirical, but
is the product of culture. Culture, from this perspectiva,
is the distanciation from desires, from nature itself viswed
as a Form of anima&itu. Thus, pure taste is not anly the
means by which ona enacts a social distinction bstuween
oneself and tha vulgar, between the realm of culture and
those closer to nmature and thus unrefined, but is as well

(and this is my point) a form of repression. "The nagation



of anJogmant'. . » the opposition between the tastes of
nature and the tastes of freedom introduces a relationship
which is that of the body to the soul, between those who are

‘only naturgl' and those whose capacity to dominate their
own biological nature affirms their legitimate claim to
dqminata social nature” (Bourdieu 1884, p. %Sl)):

Through Kant then, pure taste,\in the form of
disinterested reflection manifestad a% a distanéiation fFrom
the commodity, inaugurates the remnval of the §anual from

| the domain of aesthetics. As Bourdisu states, this
indicates the lqgitimating'grcund for the dominant class,
taste being the medium; if you will, the signifier of thse
spocial distinction between the realm of the"Lura soul and
the filth of the body. In my opinion, this presages the
development in the 18th and 20th centuries of the
institutional apparati of the museum and the art gallery as
separate From the everyday of bourgecis life praxis. The

N

spocial distinction embodied in individual subjects after

Kant (most notaplg in the cult of genius) is simply

converted inqé\the institution as part of the overall
_process of bureaucratization of the life-world in the last
one hundred or so years. Aesthetic experience was thus
already cut off from the quotidian long before its ..~
embodiment in the art institution,. its architectural
manlfastatlon being only the most v1srbla sign of\an already

1ong ambaddad set of social relatlons The theoratlcal

62



elucidation of the concept of pure taste provides the basis

for this separation. The denial of sensual gratification
/

and the notion of puritg implies tha need for a separate

space in which the ae;thefic experiance can o
the taint of the spectacle of the mass, and the developmeant
-of the art institution as a unique sub - m separated off
from the social is groundsﬁ on the repression of the filth
of the everyday.

Pure pleasure, in the transcendant;Z mode, implies the
triumph over the body and control over matter; Freedaom in
other words. This freedom comes however at the cost of
denial. The foundations of taste are built on the
repression of the senses. It might be asked then whether or
not the link between the art ébjeqt and everyday life might
be reinstituted through the recovery of the hidden material.
It is possible that this might shed some light on the
preoccupation of the post-modernists with the popular, with
"excremental” culture, which perhaps signals the "return of
the repressed”. . The deconstruction of the kind Found in
Jacques Derrida, for instance, especially his attﬁck on the
priviliging of sight and hearing in Western epistemology,
points top attempts fn widen the ground for aesthetic
experience. The inclusion of other modes of sense
exﬁeriance such as orality and the oclfactory indicate a
return to aspects of knowledge whitch Qave been absqnt fFrom

yboth scientific and aesthetic discourses for some time. The

most significant point is perhaps that it is a return rather
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than anything particularly new. Derrida’s work signifies
the re-investigation of modes of experience which hava been
repressed, and which are effectively absent as a result of

the purification of both the public and private spacse.

Bourdieu's analysis of the social distinctioﬁ% engendered by
the codification of pure taste is certainly correct as far
as it goes, but it must be seen against the backdrop of the
genesis af personal and public concern For hygiene. Tha
purificetion of taste goes hand in hand with the

purification of the body and of the urban spaca.

The Foul and the Fragrant

The social history of odour itself provides an
interesting case in which we cén see this development take
place. In this section, f will draw on the work of Alain
Corbin (18986), who investigates the.relationship betwsen
odour and the sanitization of the public and private spheres
in France betuwsen the seventeenth and twentieth centuries,
out of which we can grasp tha social nature of the
development of "pure” taste.

According to Corbin, much of the scientific discussion
in the eighteaﬁth century centered around‘tﬁa identification
of various odours and attempts to construct a classificatory
scheme for tham. Prior tq the rise ef chemistry through the

work of Lavoisier and Pasteur (and thezeffééé of what I
think is the visual bias introduced by micrascopy),

attention was focussed on smell as a means of identifying
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health hazard. The rise of osphresiology, the science of

smells, and the number of medical texts devoted tc odour

— ™ indicates the increasing concern with the effects of odour

%

8s the saurce of disease. Increasing fear as toc the
possible harmful effects of the stench rising from the decay
of animal matter and human corpses, along with the
emanations from cesspools and urban swamps led to various
attempts tb sanitize the public space. This desire was
complimented by the rise of capitalism, in the Form of
Utilitarianism, which bemoaned the wastage of both excremsnt
énd the abundant corpses of hnrses.‘ In and of itself, the
medical concern was not enough to provide the motivation Foé
the sanitation of the public space. According ta Corbin,
the impulse came as the result of the combination of the
desire for "salubriousness” and the potential profit to be
obtained through the recovery of waste ﬁroducts, which werse
in fact converted into disinfectants usaed to deodorize the
public spacs.

The rise of the bourgeois mentality was not only
}eyidant in making profit from excrement, but also appears in
relation to health practices. In the late seventeenth
century, excrement was considered to be therapsutic, thus
its use in arnmatica/féuch as amﬁergris, civet, and musk)
was sanctioned as a means to correct the atmosphere
su;rounding the body, ac;ording to the prevailing theories

of air. In the mid-eighteenth century, the harm attributed
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to putrefactieéxiéu to a rethinking of the ﬁnoducts of

\
daefecetion. T;;\Bxk?éﬁént base of the aromatics was
emphasized and the énnnaction was made between the vdours of
musk and of those of excrement, now considered to be

harmful. At the same time, there entered increasing moral
concern abhout the possibilities of degenerate behavibur.

The strong odours of the aramatics were linked to hysteria

- and addiction. HMore importantly, perfume itself symbolized

waste, ﬁiﬁca its loss through evaporation meant that it
could ncg be accumulated. Unlige excrement, it could not Hb
recovered and thus constituted the "intolerable,” the
uwitimate loss of the efforts of the bourgeois’ labour:

"Perfume, linked with softness, disorder, and a taste foar

pleasure, was the antithesis of work” (Corbin 1986, p. 63).

" From that perspective, it was entirely immoral, and thus “it

was desirable that it lose its animal references and that
ité exciting allusions to the reproductive instinct
disappear teogether with musk®” (loc. cit.).

We begin tc ses tpen, toward the end of the eightesnth
cgnfaFﬁ and the beginning éf the nineteenth, tfe beginnings
df the distanciation from pleasures connected to animality
and the sex drive that were linked, in effect, to the
excremant that fFormed ths basis of .odours toward ‘which the -
population, especially the rising bourgecisie, developed an
increasing intolerance and disgust. At the same time, we
can can read into this further, and posit the prohabilitg of

an increasing distance between the béurgacisie and the
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aristocracy, fFocussed on the non-utilitarian (and
consequently immoral) aspect of perfums as waste. It seams

that in all likelihood it would be possihle tc_applg

Bourdieu's analysis retroactively to this period in regard
to the moral controversy over perfume., The use of perfuma
clearly signifies the height of decadence since it is pure
waste. In that sense, it also powarfully symbolizes a
certain disposition toward commodities: the sguandering of
wealth on an activity which is purely aesthetical, i@?'
which ‘does not offer the possibility of generating surplus-
: o

value, and thus unethical to ths bourgeois outlook (and
possibly without meaning 8s well, in terms of a means-ends
-rationality that was developing).

Increasingly, the sensitivity to smell comes to act as
a social marker. An increasing emphasis on the private
space shifts the focus to the stench of the masses resulting
from overcrowding in the dwellings of ths poor. Social
status is determined by the emanations of the individual;
after the intardiction of the smell of excretia, an interest
in body odour comes to the fore. The status of the
individual is predicated on his or her sensitivity to odour,
which is ultimately the pcssession of the bourgaois; since
- the loss of the sense<*of smell is the result of being
steeped in foul odours, in the atmosphere of the workplace
and home where the labourer spends his life. According to

Corbin, the sensitivity to odour was considered to be
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invarsslu'h{?pmrtional to the intensity of physical labour.
Thus the mass is already characterized at this péint,
undifferentiated as Iindividuals due to their collective
stench. The incraésing distance between the levels of
snociety becomes determined on the basls of the relative
nearness to or distance from effluvia, classified according
ﬁo the intensity of the smell of perspiration. The absence
of odour indicated both one's status as distinct From the
the putridity of the masses and the possaession of the
necessary sensitivity to odours to make fine distinctions,
in terms not only of the broad distinction between classes,
but also more 1mpor£antlg in having the ability to
distinguish pleagant odours, an accomplishment unattainable
by the lower class due to their reduced sense of smell as a
consegquence of thg environment which they inhabit.
Increasingly, then, hygiene became the concern of the
private, in terms of both control of the body and the
domeaticlenvironmant. The overall concern for the dusllings
of the poor can be expressed as an economic imperative, the
realization of the need to provide proper ventilation: the
reduction of congestion promoted tﬁa good health of the
@orker. This had the effect of solving two praoblems with
one solution: on the one hand, it guarantesed the health of
what would soon be known as the labour pool, an absolute
necessity given the expansion of industrial capitalism

-
occuring during this period; on the other, it alleviated the

concern with promiscuity, in which "the brotherhood of Filth
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fastsradiéiggﬁbnsphara of animality"” (Cﬁrbin, p. 153). The
econamic is tﬁus tied directly to the moral; the separation
of bodies through dacongastian has a dual function. as ~

Corbin points out, the sense of smell was the most effective
means by which to measure the impact of ventilation on the
dwelling. He also pninfs out, howavaf, the increasing
importance that light begins to play, anticipating as he
. says "the great swing in attitudes that was to give
uncontested supremacy to the visual” (p. 154%). The
increasing interest in the properties of light mark the
decline of olfactory signiFicance (light nonetheless linked
in the same manner to both work and morality: its ahsence
connoting animality and sexual immmorality as well as a
reduced desire to work). [ simply want to note at this
Juncture that shift, which I feal has wider 1mplicaticns..
epistemologically. |

There are two other developments in the Historg of
olfaction that concern us which relate to the privatization
of aesthetic experience: the reconstruction of the physical
space of the home, and of the self through the body. These
are marked chiefly by the form of retreat, hoth in taerms of
physical ssparatidn and withdrawal into the internal
experience of the self. The emphasis on private space was a
consequence of the incfeasing intolerance toward fhe stench
of the masses, resulting in the growing desire -to retreat

into the dwelling which constituted a sacred space free From
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the taint of the poor. In turn, the interest in the privéte
space recaonstituted the hnﬁa as a theoretical object. The
concern here shifts from the emanations of the masses to the
interaction of the emanations of the fﬁmilg as well as the
various odours pressnt in the domestic sphere. The flight
from the town into the countryside or into the Family
duelling was reworked into the qivision of the interior
itselF. ‘

The Fear af the intermingling of the fFamily's
emanations lad‘to the 6reation of a separate space for the
individual. What had bEQun as the separation into
individual beds led eventually to the Fashioning of the
individual bedroom. As well, the demand fqr the sepafation
of odours (the mixing of which was considered obscene aﬁd
promiscuous) led to the restructuring of the home: the
division into the kitchen, bedroom, béthroom. As Corbin
notes, this separation freed tﬁa boudoir from organic odours
and allowed for the development of én "aesthetic of
olfaction” constructed around the projection of the
individual through the scent of perfuma. The demarcation of
an intimate space certainly fepstered the proéess of
individualization occuring during th;s period.
SignifFicantly, this process was contingent on the
decdorization of the bsdroaom; individuation wés built on an
absence. The separation of the various odours of the
household created a deodprized athosphara,mhich Functioned

as a kind of tabula rasa upon which could be uritten the
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inngr self: "Ddours helped make the chamber tha mirror of
the soul. The skillfully delicate atmosphere of this refugse
for secrst tears and pleasures tended to replace the sensual
animality of the alcove” (Corbin, p. 169-70).

We can see then that the "démarcaticn of the intimate
spaces of interior monologus” instituted a cectain kind of
aesthetic experience predicated on the control of the
environment. The desire for distanciation from the: sensual
and the sexual represented by fecal ocdour and perspiration
is enacted symbolically by a series of retreats: in the
First instance, by the retreat into fhs home as a defansé
against the stéhch of the mass; secondly by the retreat to
the individual bed as a defense against the emanations of
the Family; and finally, the separation of various Functions
within the household itself, represented structurally by thé
architectural divisions implemented in the dwuelling. It is
this final_effect that is perhaps the most signiFicant. .It
is first of all possible to imagine that the Erag@énting of
kfhe domestic sphere according to function is a reflection of
increasing specialigatlnn brought about by the divig;dn bF
labour. This in turn can be seen to be figured, as I:Just
mentioned, in architectural form. However, as we have
. noted, the bedroom possessed other functions than just that
of sleep. It a2lso becomes the scene for aesthetic
experiences. What is marked by the separation of the various

Functions of the household are the ‘present absences' in the
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bedroom itself. Firstly, the repressicn of odours marks the
general social division itself within the home. Secondly,
and more importantly, this division marks the separation

from the everyday. In effect, the retreat into the bedroom

represants the denial of the gquotidian in favour of a
sacralized space as the scene of the aesthetic. Thus the
division of the dwelling indicates the division 05 the
various functions into their appropriate spaces, in which
the bedroom becomes the locus of aesthsetic experience. In
line with previous arguments fhen, we can say that the —~
internal divisiaons of the hame are symbolic of the
separation of the aesthetic experience from the everyday.

As each function is conéignad to a space, so too for the
aesthetic. From this perspective, it requires little
imagination to make the intuitive leap from the decdorized
boudoir to the whitewashed walls of the modern museum. IF
the privatg space is the echoc of ﬁhe public, and vice versa,
it is possible to view the institutionalization of the
aesthetic experience within a particular architectural space
separated off from the everyday as a homology of the
functional divisions within the home.

Furthermore, not only the space itself is marked by
this purification process, but the body as well. Along with
the Eraation of a space for the aesthetic 'is a change in the
experience itself arising from increasing distanciation from
ocdours through control over bodily hygiene. Corbin

indicates an important shift here, symbolized by the ritual
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nF.the toilette, from a code of manners "primarily intended
to avoid causing embarrassment to othar people, toward a
“body of hygienic precepts that also aimed at narcissistic
satisféctimn"'(p. 73>f In precisely the same way as the
boudoir, the body, through bathing, becomes the tabula rasa
ubon which the self can be constructsdi Once again, the
denial of the odour of the body is strongly linked to sexual
repression. Enrbin refers to Havelock Ellis, who notes that
prior to the 1Bth century, women "did not use perfume to
mask their odour but to emphasize it” (loc. cit.). Howsver,
Eoilcwing this period, the emphasis on hygiene becomes =a
considerable factor in the discrediting of the musk which
was used to enhance the sexual odour.

The growing interest in more delicate vegetable scents
which compensated for the interdiction against arohatics ied
hoth téﬂa new sensifivitg to odour and a redefinition of its
significance. DOetached from its therapsutic function, scent
became a form of pleasure. However, this was not a shared
pleasure (although it became increasingly Fashionable to use
perfumed accessories), but rether an inner experience of the
soul. Although scent, as mentioned, became .the projection
of the ‘I’ through the perfuming of the boudoir, it also
acted as the symbolic vehicle of access to the inner
experience of the self. Here, in effect, is the fFinal
retreat from the mass into the interiority of the self. The
retreat from the town to the countr&side or into the home

N
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finds its ultimate escape into the purely private experience
of the '1"'.
We can see then that the successive retreats lead

/
Finally into the internal/ﬁipsriance of tha individual.

This is certainly linked to the increasing privatization OEA
experience generally. As Caorbin suggasts, it has to be
written alongside the experience af defecation which also
becomes the site for the inner monologue with the appearance
of English water closets. The rise of narcissism was the
result of the processes of individuation occu;ing on all
Fronts, sumbolized by the increasing distance between public
and private. The concentration on the inner affective
experience brought about by the use of scent as the gatseway
to memory indicates a new type of aesthetic experience
concerned with the recovery of the self. Reflection is thus
turned inward toward the soul, away from the world, and the
aesthetic experience henceforth no longer generates
knowledge about the world. From now on, the aesthetic

experience will be a solitary one.

lRapression and Modernist nasthagics

.we.angaged this reading of the histofg of smell in
order to uncover saome of the shifts which might account for
‘Epurdieu's reading of more contemporary formations of taste
culture. His analysis appears to be borng out by the

increasing emphasis on purification and the increasing senss

of intolarance and disgust expressed toward the sensual in
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_tha quest for the soul. The Formation of the private space ’
was the practice of the elite, who clearly possaessed the
resources to effect those changes. Thét the fFirst water
‘clasets in France ware installsdhit qBrsaillas, or that the
practice of perfuming was pPrfnrﬁad by those uwith time for
an interest in the ephamarai only tends to cunfirh
Bourdieu's thasis. The lack of avail%Pilitg of running
water in the First instance indicated!the determining limit
to the practice of private bndilg’hugiana amangst the
population in gereral, /

o

However, we are not so much concerned with the
sociological insight;\tn be gained From such én examinatiu;T\
except insofar as we are trying to get a sense of the
conditions which give rise to a particular understanding.of'

the social construction of the meaning of fhe work of art,.

Rs Gadamer suggested in Truth and Hathdﬁ,_aur ins;ghts 1nt6
the maaﬁing of aassthetic ubJe;ts will always be mediated by
what he termed prejudice. .The concept of prejudice boints
to the historical formation which is the set of conjunctures
constituting the present of the interpreter. Prejudice(s)
can be defined as the epistemological grounds upon which the
interpeter’'s practice is constructed. In effect, it is the
operation of tﬁe Foucauldean gpisteme on tﬁ% subject; the
effect of the mediation of the horizon of languagé on a
given subject at a given historica} Juncture. To an extent
of course these actions of language cam®ot be rendered

transdérent in the present, thus t eysperform an {deological
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.though what wa have ?ean dsagriblng 15 an experiesnce that

A

. Ve
function recognized only through hindsight.

My reason for foregrounding this concept is simply to
indicate that the structure gf prejudice as the product‘of a

barticular_histcrical conjuncture mediates the way in which
knomlsdga.nr meaning is gsnaréted. It is also‘the prndﬁct
of‘tradition, of a particular languaga—Fofmatiun into which
we are assimilated (in the three maost cp&monlg referraed-to
formulations: Gadamer's tradition; wittganstein'é language
game; Lscan's'sémgolic). From téis parspective, the object
is already pre—cohsgltptsd in é particular way due to the
spcial Farmation (as ﬁiscursive). Thus in order to gain
insight into both the experience of the object.and the
méan;ng derived Erom'it, ip is necessary to inguicre into the
strqc?%{a of prejudice which constitutes the object in a
certaih Qag. Hance our ingquiry iqtd the h{iturg ;E
olfaéfion. -
Dur investigatlon damonstratad in terms of changes in

social prax1s the structural encoding of B taste Formatiun

mhich Qad basn mnr&pd nut pravinuslg 1n theuretlcal terms bg

.Kant, It is marked prlmarilg bg the lncr8351ng ' \

pbivatizatlon of the sxperlanca Df'aEsthBth objects. Ewven

’

LU

&htan be racobnlzadbas ‘the productior nf‘an entire class
—a

- -

' Eractlonr and 1 hava d crabad 1t as- such tha ralatlons to

the. aasfhetic abjsct itself are no 1onger collactlva no

lungsv 1nterpra¢ed 1n PBlBthﬁ to the communltg, but in

-
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‘terms of the formation of the self, of Bildung, which is an
entirely private affair. This is certainly evident in Kant,

where the sensus. communis is emptied of its moral-political

content, and reduced to the ability to represent and
communicate subjective experiences. It is thus emptied at
the same time of any empiriEaL\ffntent, of reference to the
world, since it concerns only the interior affective
products of the experience brought abaut by commerce with
works of art and with the spirit.

This however, as Peter Stallybrass and Allon White
€198B6) have damonsérated, is an "ideological manceuver” of
the dissociation of the body (and sﬁbject formation) from
the sﬁcial, when the body is actually the "priviliged
operator for the transcoding of thésa other [textual;
natural; social; etc.] areas” (p. 192). Thus‘tha division
between high and low at the level DE‘tha social, and the
bifurcatio% of the bogg into distinctive regions above and
below the waistline, cannot be analytically ﬁiu;ded into
discreté processes; they are synchronic and dialngic

.the body cannot be thought ilparatelg From the soéfal
Furm tan symbolic topography and the constitution of the
- subject....Thinking the body is thinking soc}al_topcgfaphg
énd vice versa” (loc. cit.). The internal formation of
identity cannot be distinguished from the historical; the
psgchfcal is also the social. - |

As 1 menfioned at thP beginning, anﬁ attempted to

demonstrate through the discussion of olfaction, this form -
- // . .‘
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of assthetic experience, of pure pleasure, is fFounded an the
principle of repression. -Bourdieu characterizes this
negation as the distinction drawn fFrom Kant betwean
civ;lization/culture (where civilization is the unrefined
raw %aterial for‘culturaJ, but which can be Just as sasily
defined by a series of homplogies: excrsmant/psrfuma;
body/spirit; slum/civic centre; anus/head; and sao on. What
is signiflcant is that.the second term is contingant on the
negation aof the First. The diffega%ce—structure implies the
transcendence of the First tarﬁ/:ﬁ a kind of Hegelian
Aufhebung, and in which "elimination” takes on a whole new
dimension. What I want to suggest is that this repression
characterizes the modarn aésthetic experience. That is.a
father sweeping statement, but I think_tn some extapt
Justified by the historical reading. This diffaren&e—
structure is the (Gadamerian) prejudice which da;er@ines how
the aesthetic object is spoken.

There is a clear narrowing of what becomes specifically
namad as the assthetic experience as the result of the
raepression of the sensﬁal. Thé sensupus is displaced onto
the Other, aither in the slum, or of foreign origin--",
like that Iroquois Sachem, who was pleased in Paris by
nothing more than the cock shops,” whom Kant refers to in‘
the Critique of Judgamant——which negatively constructs,

through exclusion, a “space of discourse” which is “de-

libidinized in the interests of sarious; productive and
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‘rational discourse” (Stallybrass and White, p. 87}. This
ig, at the same time, the discursive space aof the Critiquse,

the space of the hédromm, and the art gallery, all of which

have been "emptied” to produce™Both the physical and
discursive conditions wpon which the pure, disinterested
pleasure of the privatized aesthetic experience can be
predicated. Thus the production of aesthatic expariences in
this mode'is the result of a vast labour of reconstruction
in both the discursive and matarial/archifgct::;;>Eields.

What we have traced is the inter-relationship between
tﬁe sccial—historica; formation and the production of a
certain Form of subjective experience which we could
characterize as modern. This is marked chiefly by tha
increased pr;vacg of aesthetic experience and the Formation
5? a circuit between the spirit and the work of art which is
closed both to cmmmunitg.experisnce and denied to the mass,
who thahselves are an effect of the class distinction
implied in the "posséssion" of the mode of experience. It
producéd simultanecusly a sacralized space for the artwork
and a8 sacralization of the experience itself, almost a
transfaregca nf the Protestant experiangg\gf God onto a
secular space, a trans-coding of the religious experience
into theqexperiance of art in a move to re—éacrdlizq an

iﬁcraasinglg de-sacralized social space. 1 will leave it at

/

almost, since that is a purely speculative statemant.
— CT

—

Nonetheless,'iE—iS -important to note the disappearance of

the public ritual into the realm of the private (similar to

-
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the direct relationship with God). Implied in the same
process 1s,; as we have noted, a reduction in the
epistemological aspects admitted toc tha discourse on bnﬁh
the object and the experience itself as a result of the
jrterdiction af the sensuous a;Jconstituting'Valid knowledge
(to an extent, I would submit in passing, due to its
resistance to chificatio% in the ;anguage of "science”l,.
The discursive field is thus closed off as an increasing
intolerance toward the disgusting preoduces discourses of
distinctinn, manufactured on the division between the \
rarified world of mind and that of the defecating boduy,
distinctinns which deny the experience of the latter.

Tha‘Qistinctions which produce the philaosophy of spirit

alsoc produce the discourses of the assthetician, and the

- sanitization of tha_public sphera Cin terms of the legal

sanction against odour?) is reproduced in intsilsctual
discourse purged of rafeéencas to the "low”., As Stallybrass
and White have'nuted, the increasing abstraction of the
theoretical is a work of rapressibn.af the content of a
given domain gr object: "‘rigorous theory’' has tqndad to
look douwn on ‘mere conten£' as obvious, crude and vulgar,
radeamable only through a process of. abstraction and |

refinement” (p. 192)J. 2 can recognize here the process

leading to Formalist thaetics which characterizaed md%a

N

recent moderﬁism, constructed an this labour of ahstractibn

(both quite literally in tarms of the prodyction of works of

' {
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art themselves as the projectiaon of the psychic experience

of the artist in a highly schematized form, and in the cult

-/ of genius as the discourse an those productions worked out

initially by Schelling Cses Gadamer 18977, pp. 38-731, both

of which contribute to the abstraction of both the

production and reception of arﬁmorks from the guotidian,)

. As Stallybrass and White also go to some langths to

emphasize, the reconstruction of discourses canﬁot ba
thought through in isolation from an actual site of
production. From this perspective, the increasing
privabiga;inn of aesthetic experience cannot be thought
Sseparately from the formation of the space set aside for the
production of that experience, tUP«Qquoirfstudio and the
museum;v The increasing concern for thebfnrmal in both
production (which may have been a result of the
Formalization of production in general: the invention of the
paint tube dispensed with the need Ec; assistants, thus
leaving the artist alone in the studio with his/her work}
and in the exparignce of the work of art reliss not onh* on -
the discursive, but on the designation of a specific space
in which such experisnces can occur. The repression of
content leading toward furmalist assthetics is bound
together with the,formalization of the site for both the
production of the works themselves and the discourses which

represent their reception,

.

The emphasis on the formal is, for our purposes, an

indicator ié&qé’tclcsing of £ of access to the contants of
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the works as legitimate aspects of the aesthetic experience.
This marks not only a de-politicization of artworks, but
also indicates the separation of the artwork from the
avargdag,ldecraasing the possibility of the integration of
the assthetic experisnce intog life praxis. As I have tried
to sketch out in this section, the increased privatization
of assthetic experience is linked to a reduction of that
experience in regard to its epistemological constituents.
The interdicfion against the inclusion of the sensuous,
represented by the repression of the experience of the body,
indicates the evacuation of a level of experience which
negatively determines the space of the assthetic. The de-
bﬁntaxtualized realm of the experience of the self in
commerce with works of art dramatizes the desire to
transcend the filth of the everyday; hn&avar, the negation
af thqt exﬁarienca through repression and sublimation also
sets tﬁa stage for its re-appsarance. The reappraisal of
the content of these symptomatic forms is what I will -

characterize as the pmstjﬁbdarn.

The Return of the Repressed: Toward Postmodern Aesthetics
N\ -
the grotesque tends toc operate as a critique of
dominant ideology which has already set the terms,
designating what is high and low. It is indsed on of
the most powerful ruses of the dominant to pretend that
critique can only exiet in the language of ‘'reason’,
*pure knowledge' and 'seriousness’. . . . the logic of
the grotesque, of excess, of the lower bodily stratum
could unsettle ‘pgiven’ spcial positions and
interrogate the rules of inclusion, exclusion and
domination which structured the social ensembla.
Stallybrass and White, The Politics
-and Postics of Transgression

~ o
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Effluvium generally designates decomposing organic
substances, or rather their product flpating in air,
that kind of gas hanging over marshes for auhils, and a
kind of magnetic fluid also. So the text is a gas; for
the origin and the stake [enjeul of the word, one
hesitates, but this comes back to the same thing,
between spirit (Geest, Geist) and Fermantation
(gaschen).
. And to read it, the text must be sniffed out.
Jacques Derrida, Glas

I want to cdncluda by returning to tﬁa hypothasis made
at the beginning of thie paper in which I characterized the
post-modern as the "return of the repressed”. It is
hopefully clear at this Jjuncture what that might mean, in
terms of tha preceding analysis of the formation of
‘assthetic experience which I submitted as being that of
modernism. From this positian, we might begin to describa
the post-modern as the reopening of avenues closed by the
formation of the subject of modecrn aesthetic éxparianca, in
effect to revise epistemology in such a way as to legitimate
certain modes of exparience Jettisoned in the sanitization
process; an ideological counter-move to re-integrate the louw
Mntn the intellectua! discursive domain.

The key terms in this manoeuver are contamination,
decomposition and putrefaction, which describe the re-
inscription of themes "rescued” if you will from the low.
Implied in this are two moves: one is the reclaimation of
territory, of what feyeraberid (1978) called a "continent of

knowladge, ” which is the return to the popular itself,

notable in such eas as E.P., Thompson's "history from
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below,” the redesignation of the popular as culture; the
other is the revision of the symptomatic contents of high
culture, a re-reading of the psychoanalytic text itself

which reveals the repressed material dperating behind the

back of Freud, madiating the formation of key concepts in
the analytical field, This second move (which i will not
dwell on} is the substance of the latter half of Stallybrass
and White's text, who attempt to demonstrate the distortions
in intarpretatian arising out of the social conditions based
on the kind of repression we have discussed throughout this
‘essay. In both cases, the ksey term; function to peollute the
discourses of the absnlﬁté spirit, offering, aé the two
quotés at the head of this sect}on suggest, both a critique
which dislodges the position of pure knowledge and a way of
reading (and reconstructiing) the cultural text through the
cperations of the key terms.

By way of demonstrating the re-opening of aesthetic
inquiry on this tarrain: I will offer two examples: Jacques
Derrida’'s Glas and Jnseph\Peugs’JEQE_CorﬁBr. The first
provides an an example of textual oberations in which the
key terms can be employed to dismantle the elisions of the
‘Hegelian' discourse through contamination. In simpler
terms, Glas opens the field of the assthetic to the
dejection (in both senses) as a strategic intervention in
dgconstructing the "pure”, thus giving us a model of how
esthetic criticism can reincorporate affective experience.

Beuys’ Fat Corner, on the other hand, provides the concrete
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example of the thematization of the key terms in tha art
work itself, thus opening the aesthetic experience to the
avenuss closed off through the retreat into Formalism. The

Fat Corner is unique in that it addresses both formalist

*

aesthetics and the sensuous simultanecusly.

I will npt barform an analysis of Glas, since I think
it takes care of that within the terms of its ouwn
presentation. UWhat is most significanﬁ for us is its double
structure, the intersection 0% the two columns of text. The
placement of the "rhetoric of Flowers” alongside the
philosaophical column does not act as a simple binar;sm, in
which one wpuld be the "underside” so to speak of the octher;
rather it is a_contémination of one by “the other. It is the
odour of excrement and perfume which invades/pervades the
philosophical, in effect mounting an attack on its seeming
self-referentiality. The stench of decomposition distracts
the}raadar apd undermines ths "pQritg" of the phiiqsophical

!

text, and acts as resistance \: the processes of abstraction
being oparatéd on the subject

f philosophical discourse,
reanchoring the reader in the affective via the sgmbolic
evocation odour preduces. This effect dislodges Eefarence
and meaning as a Fixed relation. As Dan Sperber (;S;é;‘has
shown, the classification of smells is metonymic; - thare is
no semaﬁtic field of smells. They cannot be recalled, but

they can be easily recognized. Their recognition is aluays

linked tg the evocation of memory, thus- smell "only holds
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the attention in order to re-orient it toward what surrounds
it” C(p. 117). What is interésting is the displacement that
occurs here: ". . . in trying to identify a smell, one may

revive memories that are more captivating than the smell

itself, more insistent than the original desire one had to
identify it"” (p. 122). Thus, thég produce metonymic chains
which lead fFurther from the reference and destabilize the
meaning of a given text, since the mnemonic Function of
odour produces an entirely different set bf relations than
that of the signifier/signified, ganarating'thruugh the
senses a caompletely new set of associations that can be
brought to bear on a text.

Gregory Ulmer (18B8S) has fFastened onto thesea aspects of
Sparber 's discussion og symbolism and shown their -
significance in relation éﬁ—ﬂerrida's work C(where he

provides a more detailed treatment than I 6ffer here).

‘Ulmer alsoc points to the importance of the chemical senses

and the way they operate ”"to dissolve, the act of
dissolution, hence the transformation of the‘ubjsct

The dissolving action'of tha chemical senses, invaolving the
breakdown énd transformation of substances, offers a model
for a methodology of dgccmpné&tinn by means of mhicﬁ the
limits of theoretical ﬁhiloscphg might he transgressed” (p.
S7). Thus, decomposition becames the priviliged term' 'For
the iterability of writing, which continues to Function in
the “"absence of .its context” and,ﬁhich'can be grafted onto

the sorts of metonymic chains produced‘bg the evocative
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power of odour (bear in mind that decomposition is not

N
registered by sight, but by smell), which nat only defars
the meaning of a text, but sets yp a series of associations

through memory which offer themselves as alternate

approaches to the text, and in which the "text must he

sniffed out.”

It is not my intention to embark on an- invastigation
into Derrida’'s wark here, but raghar to simply suggest
through this thumbnail sketch how'he offers us an example of
operating through other circuits; as Ulmer puts it: “He
approaches hare the Swiftian insight that proposes as an
alternative to the metaphysical voice-sar circuit the
equally auto-affective circuit. of the anus-nose” (p. 56).
There are obvious problems since Derrida refuses to account
for extra-textual forces, which I have maintained as
necessary to the understanding of psychic content, and 1
have implicitly suggested that the social is not wholly
discursive. Nonetheless, it proposes an opening ng the
Field onto the domain of the repressed, revalorizing the
inodes of experience inﬁerdictad through both éoci;l and
psychic division, and/ln th;t sense characterizes the 25
widening of the epistemological Field to include the
”bircuits"'displaced into the unconscious of the bourgeois
experience through the socialization processes described in

the preceding sections. The notion of contamination,

R . (4
whether metaphorical or "real”, markKs .a reinvestment in the Qg
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banished contant of the "low”, and in that way provides us
with the marker of the shift from the mode of pxperience I
have named modern to that of the postmodern. The

deconstruction of pure discourse is ane instance of this
refocussing of attention. In terms of an aesthetics of
reception, it points toward the effacement of the
distinction batﬁggh art and the lifeworld, undaing the
separation between ths\pole of disgust and the bBaufiful by
reinserting the excessive body into the middle. The effect
is the exposure of the struétura (stricture in Derrida’'s
vocabulary, highly suitable given its anal connotations}
which normally excludes the other. The function of tha
senses here is the way in which thay open uwp, through the
symbolic evocation, another realm of experience which
operates as a heuristic, a "truth” of the aesthetic
experience which is not epistemic (that is, it is doxa, not
epistems) but penetrates it; in other words, doxa and
agistama are not analgti;allg separate in this modql, qft
interpenetrate (see Ulmer 1985, pp. 96-97).

The similarity betmaeﬁ Beuys'“work and Derrida is the
basis of Ulmer's bodk, and‘%a pspviaes an extensive
discussion of the relatiocns between the two. OF interest to
us is ths:wéu in which thé Fat Corner providés another
inéfaacé of a way of working against apiétamulngical

reduction, but unlike Derrida, not in“employing the key.

terms to operate on other abjects, rather, in the production

of the értmnrk itself, where the material {tself takes the

-~ ’ . .
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place of the siéﬁﬁfisr. Decomposition and putrefaction are
Fc;agruunded through the material, the fat, which is packeaed

into a cormer and left to itself, where, as Ulmer dascribes

it "the material is 1eft to putrefy, to spread and absorb -

whatevar®is in the air, and to ba absorbed in turn by the

walls and floor——ths figure of decom9051timnal disgust" (p.

i

242) ., (/ —This differs sharplg from the description of the
"classical” status whlch Stallgbrass and UhltE contrast with

the grotasqua body:
/

. tha classical statue was always mounted on a
pllnth which meant that 1t was elevated, static and
monumental. . . . the classical statue 15 the radiant
centre of a transcendental individualism, ‘put on a- ¢ -
pedestal”’, raised abaove the viswer and tha commonality

“an anticipating passive admiration from balow
The classical statue has no openings or orifices
whereas grotesque costume and masks emphasize’ the
gaping mouth, thse protubsrant belly and buttocks, the
feet and the genitals. . . . The grotesque body is '

. . never clossd off from either its social- or
ecosystamic context. ' The classical body on the other
hand keeps its dlstanca. (pp 21-22)

Despite thg fact that they ramain within atlanguégs of

mimesis, the description still functions as an_;nsight.fntn

-

the two different kinds of préduc?ion we haq@ been
underlining. In thislﬁag, the ci;ssiqal is Lranscodéd‘
mithin‘high moderniém intc fFormalist cnncérns the
prnductlon of distance is still very powarful Beauys would
%Ehus be 1dBnt1€iad thH the grctesdue ) The key phrase here

is "social or Bcosgstemic context,” which for'Bqugs is the

central concern fﬁf the entire ensemble of his works, and is
SN . ¥

operative for the Fat Corner itself, where-the materisl

r
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(lard.'margaqine) is associated with its insulating
prnperties:and is also one of the most common cooking

"I"

materials in the Homa. Hanéa, the choice of fat grounds the
a . ‘
sculpture in a system cffcirculation outside of the normal

cnzf9xt\of apsthetic production. That tha.matarial is .

"common” offers, on the one hand, a dacndiﬁg of the

f preciousness ambodied in the conventional materials aof
1 ' ;
sculp}ura which act to feinforce ﬁha scarcity of artistic

geriius, and on the other, links the production of sculpture

.

with other circuits, other chains of 'experience anchored in
the.quptidian. The material itself provides the axis upon

which the aesthetic experience can ba'penetratqd by the
-, .

The.act of penetration is.axquisitelg symbolized by thq
. Eat Cogner, Dna.dflits musj/éignificant attributes is its
odpbur, which, as Beuys says” "infiltrates” the institution,
and ﬁsrmeates averything. The fat not only seéps into the . ’
walls éﬁd floor, but also invades the atmosphere with its
smell. In this the Fat Corner functions less as a.squlptura.
. and more as a pointer; this is what Ulmer (following

Derrida) calls its “double inscription.” At one level, Fat
[

Corner is what it is: a sculpture. 1In terms of its form, it |

. . N A Y
offers itself to conceptual knowledge: its shape as a-

tetrahedron dsnotas'rational, analytic knowledge. At
another level, it has no reference, it does not represent

+ anygthing, but rather points beyond itself, where the
L]

reférance is supplied by the vieuwer responding to the
2

g0
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- evokes by sensory stimuli. This is done largaly at the

4

object. This warks, as we noted sarlier, mqs£ claaélg in
the case .of smeli;‘whiéh eyokas the respnnsé aof the o
receiver. Thus, the Fat Corner is something and at the Same
tima déasnﬁf rgprassnt anything; this is how the douwble

inscription works: ,

In terms of the double Jdnscription, than Beuys's
cbjects are both what tRey are Ctheir qualitias
motivate the concepts attached to them) and stimulation,
for the genscal processes of memory and imagination. At
the prima 1e » the object does not "transfer a
message” put maoves the’ spectator--remaining open in its
referencel, the object evokes associated memories that
are motiv ated 1 as kg the qualities of the obkject than
by the subject of reception: the thehe of a work like
Fat Corner . . . is not immanent in-the material and is
not accessible by means of interpretation but only '
through its appeal to the observer's associative
memory .  (Ulmer 1985, p. 251)

Tﬁa'ﬁgg Cnrnar'opens up through the spectator ’'a series
of relations, the metungmic.chains we spoke o ea;lier,
beyond the "mataphuslc;l.vnica-aar circuit” of an autonomous
aésthstic, and toward a reintegfatiﬁn of life praxis’ﬁntq
commerce with artworks and vice Qarsa, through both the .
material of the sculpture itself and the experiences it

}
expanse of traditional notions of what the art obhject is; in

terms of Staliﬁbrass end White;s language, it is tha )
substitution of the grotesque For tha\sléssical‘r/fpa use nf‘
Eat invarts the order by replacing the scarca material of
squlptura with a commdnhousehold commodity. The classical

d;stanca is broken by the affective operation performed by

the fat through olfactory stimulus. " In that sense, it is
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not self contained, "without orifices,” in the way it opens
up to recaombinations with axparienca}rdotad in the life-
world. "Fat Corner is not an ‘'aesthetic’ object nor an ‘art’

bbject in the ;raditinéal sense., Bauu§ Eid not come tp art
by the usualitnuta of craft or skill at producing _ . _

. ‘beautiful’ objects, but because of ‘epistemological
consideratién%’” (Ulmer, p. 242).. This ds pfaciselg‘bhaﬁ I

wanted to characterize as the postmodern, that which
facnnstyﬁcts the aesthetic from an epistemic point of view,

relocating art within the space of knowledge, from which it
had been banished by Kant. Both Beuys and Derrida offer,
through the pr?cesées of cgntamination and gecnmpositinn,
examplésjnf the ways in which that might ba accnmpiishad, by

returning to other modes of experienc@#>repressed in the

process of the purification of the assthetic Field.

@ Stake in the Popular

I have attempted to show here an alternate means of
understanding aesthetic strategies as being trans-codings of
changes being carried out in the social and the psychical in
gaheral. What I have tried to damnnstrafa is the way in
which aesthetiéﬂéxpériences must be recﬁnstructed w{Eﬂ}n the
context of thé historical Juncture which pfnduces that

gxperience on the basis of the interrelationship’Eetwsen the

material site and the discursive and betusen the social and

the psychical, éll of which work together to fashion the

phblic and the private together, marking class division'and

-
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.experiential division simultanenuslg, thus creating the

' conditions upon which the aesthetic will be elaborated. OF -
méJnr significance wil] bs the dstermination of tha;;hift in
dasirs; which constitutes, amongst both intel}actuafg anﬁ
artists, a major shift in the direction of the gaze, toward -
.the "popular.” 1 have in nommag tried here to account Ec;
what might be responsible for that shift, poncantfating on a
sketch of what I think it is, thus the major gap is a
hypothesis accounting for change. At the same time, thought
will have to go into whether such things as "hiétérg Erom
below" are in fact what theglsag they are, or whether it is
"history from below from above,” in which case, the idea of
change would simply bhe an ideolagical mask for the same
operations n} "high” culture on the low in the maintainance
of the tgcrms".of sbcial division,

It is, however, this stake in the popular which is at
the center of the rsmaining chaptsrs. In order to retrieve
the potential of the aesthetic as a useful category, it'is
essential to raconstitute iha }ink between commarce with
mcfks of artnand the rest of the lifeworld. Tpis cgn be

* ‘accomplished by dissciving the boundary between the high and
the lnw,‘ﬂhich iSonssible'in the first instance through the
recngnitioﬁ of its historical constructedness as onutlined in
this chapter. The major task here is the overcoming of Ehe

(Gadamarian&_pfaJudice'that ﬁiffarentiatas between works of

. ] ~
art and the mass media, and which preclyde; aesthetic

33
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analysis of the media on the basis of its idealngiﬁal

'.1hpuritg, its interestedness. h |
- The immadiatelg pracaping-sactinn sought to stake out a

territory on whichl the raturﬁ;td certain catagories of

~ experience could be articulated through the widening of
epistemolbgical categories to include that which had béan
"repressed” ﬁhrnugh the modernist drive toward purificatiun.
Unfortunatalgl thars ‘is ihadaquata space here to Fully--
_ekplora the ramifications of a thematization of the, .
’organic” sensas a; a possible sitse. For this'rs;nvaru. The
reiatinnsbip between high and low pulturs} howaver, is 5?
major significance in what qulows. Against the bﬁckdrnp of
this chaptﬁr, I mant.to characterize the investigation into
community, the wprk of art, and assthetic experisnce.in
chaptars four andlfive, precisely in"terms nE’a strategic
raturn to the lo@. Primarily, yhat that means is tha'
discapding of the notio; of distance betueen ths-durk of art
and the quatidian, the disruption of tha.notinn of <
disinterest. Before we can bagin ta grasp thae relation
betuesn pclitica; hower aﬁd aesthetic practicéé aththe lavel
of signification, uws must restoce the idea of aesthetic
expariénca in which interests emerge.

.

- - . Al
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CHAPTER IV .

THE AESTHETIC BASIS OF COMMUNITY

I want to return and pick up the thread from chapter

two. In order to begin te understand the notion of

community as an »artifact” ﬁhat is produced through

discourses heyond,  but including, those of the media, it is

necessary to go both back into history and further into

+

cnntémpnrarg gnalgsesl The recovery of aesthsetics as the
propsr;basis for the formation of communities reﬁuires both
a ra-qeading of the historical ch?nge.in the cnncsption.nf
aa?theticsiand sesthetic experience, and a re-reading of
recent Fn;mulations‘nf collectivity in light of that change.
The reasons for this are Fairly straishtfofwarﬁ: fFirstly, in
order to meet the objection that aessthetic experience is

mholluushbjectiva and that focussing on that lesvel is

'unprnducfive‘in regard to an understanding of community, it

is ﬁﬁﬁgggarg to realize that this posifibn; as I hava shoun,

is historically determined and uban tc scrutinyg; secondly,

-~

if as 1 have argued, the aaesthetic bacqmes the tertain on

* . .
which communities are currently formed, we cannot proceed

beﬁoni:l this simple formulation gintil the less stable

— s 5 ’ N ——-



category of (collective) aessthetic experiance is raturned to
epistemology. The extent to which this latter is possible
rests, | believe, in some of the ﬁctions.@rought Forward ‘in

r

racent poststructuralist work that has attempted a racovery

of modes of understanding that developments since the
Enlightenment have -laboured to repress.

Thus, to wobtain a possible position from which to :
articulate the status of political communication in thé
current context requires a rather ldng and mlaboratse
digression through both historical.and thecretical terrain.
The need to address‘tha historical text is derived in large
pérB,Erom the realization that much of what the mpst neo-
a%?nt—garde theoretical fdrmulatiahs are claiming as neuw %5
inhfact constitutive of a return tn‘sugg oldeq cdncaptiqns

which have been erased by modernism, an ~thus the historical _

register offers both‘substantiaticn for cﬁé;éqt claims, and
a more concrete understanding af how Erabisalgﬁtha notion of
"artifaét“ works against the grain of the neﬁi resisting the
Cthéoretical) totalization which is tHe presumed éffacé of
the media. Although I can only offer a hrief skatch here,
’in this sectinn I will look at Gadamsr 8 attempts at
historical reconstructiun primarilu from the perspactive of
the sensus communis and his cbjections to Kant, and the way
his reformulation of the relation batween aesthetics and
community through csrtéin tradit;cps can offer us gngl

insight into possible reconstructions of our own. As well,

from a modified postmodernist perspective, 1 will mxamine
5
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Lahrancs Grossherg's formulation of the "affective

appafatué” both in relation to the discussion of the 7,

historical dbncaptinns 6E.assthétic axperience qﬁﬁ somg
other more recent perspectives, as wsll as a possible

heuristic in relation to main thame of the gastpeticizatibn
<, .

of political practicas:

Practical and Theoretical Knowledge

At the beginning of ‘Iruth and Method, Gadamer (1975)

discusses a series of humanistic cnpcépts'in relation to the

~Formation of taste,.to find the basis for the "tact” which

- Harmann Helmholtz Found necessary for the humigfggiences

’
(pp. 7-10 passim). In order to find the ground for the
human sciances Gadamar suggests that it is to ba Fouhd nnt
in any mathndnlogical distinction (as in Helmholtz' Kantian

distinction between natural and practical lawsy, but in the

hsritaqé of humanism. To recover that tradition, Gadamer

turns to the relation between these concepts and thé

¢ . .
subjectivization of aesthetic experience that oceurs in Kant

and the sﬁbsaquan;\historicél rise of the cult of genius and .

'aasthetic cnnscinusness' what can be drawn immadlatalg
from this dlscussimn 15 ‘the mnurning on Gadamar s part for
the loss of moral content and relation to ‘community that
canéapts of taste possessaq prior to Kant. This.is maost

evident in the discussion of sensus communis, whers Gadamer

reaches back to Aristotle and to the division betuwesn

phronesis and gophia, practical and theoretical knowledga;'
=7 : »
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He refers to Vico, whose defense of EPE rhatﬁrjcél-traditidn
indicates the limits of mddern sgiénca: the diresction of.
humanity does not lia*in absﬁract reason, but in gha .
ooncrate énmmunitg. Thus Ui:u dafends the Aristotelean
dlStthtiDn betwesn pfactical and thaoratical knowladua
Ehrmnasis'cnntains 2 moral plemant, it is the wisdom that
directs the will toward the “right” thing, which is

"acquired thrcuthliving in the community and is determined “

by 'its structures and aims® ¢(p. p2).

This leadscs to an'hltogethar different ground for

-

truth in the human sciences, oncg the distinction batwéen
. ’ ' . =
the two types of knowledge is made. Historical knowledge is

ﬁot.fh?unetical knowledge, it ié based‘ip_tha cir&uméfgncés
oé the community, not on universal;; thus, "it exists in its
own right bhecauss human passions cannot be gavafﬁed by the ‘}
univa.sal prescripticns of reason” (p. 23). Rational prnnfﬁ
does not exhaust the sphere of: knomlsdga. ThB préblemafnr
Gadamer is the loss of thls Lraditinn since raflection on

the human sciences in the 19th century did not take placs

within the moral tradition of philosophy (Vico, .
~ "-
Shaftesbury), but under the influanéé of Kant and Gosthe,

o

where the sensus communis is taken over without its moral

content. For Gadamer, this results in the loss of its

critical significance; understood as the theorstical }acultg
»

of "judging, the function of sensus communis in relation te-

society and state is emptied by the intellectualizing of the
‘\_/a' ) y
. P
+ - ’ ,_(
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idea during the Gé;;an enlightenment (p. 23).
This "moral conégnt” which eﬁergés in the examinaticn
of Uico is carried opvar ;Htc.an axamrhatiunrnf ths cnﬁcapts
~5E Judgment and of taéta. The humanist-tradition _'
represented by Vico and ShaEtééﬁurg is contrasted with that

of Kant; the sensus communis is seen to be more than an

intellectusl fadultg, in that it already contains a éum of
Judgements and criteria tﬁat.constituta its:contents, and
thus is not merely aesthetical (p. 31). Under these X
dﬁnditicns, taste is linked to the‘"ﬁummun gense} ‘and thus
to cnmmunitg; For Kant, however, the diManéian’nf maFal-

A

"feeling"” disappears; the apriori of practical Rsasqn —

excludes the empirical and cqnﬁyqubntlg the sensus communis.
For Gadamer on .the other hand, si%ca morality and manners
are never given as a whole, Jjudgement is necessary }u make
correct evaluatinns in concrete instances, which :nntqiﬁute
to the development of the law. 'The avaluafiaﬁ’pf an ‘

F

individual case is not‘éimplg tHe application of the lauw,

but actually co-determines it. : ’ ) _
Without going Eurihar into the detail of the érgument,

suEEicé it tﬁ say that Gadamer finds that ihere is a Failure

_ . o
to recognize the id?al nocrmative element in thg concapt of

taste, chiefly dus to Kant'’'s saparaticn‘pf_aasthatics and
-ethics, Limiting the idea of taste.to Jjudgement of the
beautiful banished the "more general experimsﬁtal poncepf of %
‘taste and the activity of aesthetic Judgamsnt‘iévthe area

law and moralifg Eram the centre of philosophy” (p. 38).
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This is Bktremalg;éignificant-Eur Gadamer, since this ?uts
the human sciences off from their scﬁrce.nﬁ self-
undarstanding, Kant's transcsndantalism‘makinn it impossibla
to acknnmladga the truth claim of tradltlnn. As a result,
the radical subjectivisation of the basis of assthetics cuts
uff any knnw{addg of the object; theidiscrEQiting &Fb
thaafstical'knomledga axcep£ For that of the natural

sciences Porpas'thd human sciences to depend on the

S
]

methodology of the natural sciences. The question that,
Gadamer wishes to ask is mhetﬁar it is appropriatq to

restrict the quastian'of truth to conceptual knowledgs.

L

he. Truth of At

Since we have already dealt with the discu;sinn EE
subjectivisation of aesthetics and the cult of genius in the
preceping chépter,.we can ﬁuve-ahead into Gadamer's.é_h

' critique. For Q?damar, the truth has to be recovered Fram

the extremes of ‘mesthetic consciousness. The First moment

is the rejsctipn of formalism as pure perception, since
seeing impli -] diEfarentiaggnnﬁ-undarstanding--and it is
that which leads us to récognizing somet&;ng as a woark of

art. hThﬁs, the unity 65 the aesthetic object cannot be -
4

solelg in its form, but is also the result of entering into

a ”relatlon with what is maaningful " i.e. its content. For

rd

Kant, thlS unity was guaranteed by the concept of genius
through which'art is grounded (which, as Gadamec_s praviaus

discussion demonst?atas, was elevated to the universal basis
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UF aesthetics).
That we view this as a Fcrm of "false romanticism”

today does not indicate the disappaarance‘nf this principle,
but rether points to its shift onto the role of the o

'observer. The observer who racognizés the perfection of a

work of art demonstrates genius in Jnderstanding. This
hcwevar,'is compiiéated by the Eact'that art has no use-
value .as such and its axistenca as a wmrk of art derives

-

from what we mnuld today call recsption—aesthatics This,

however, is intgolerable for Gadamer, since it implies a tgﬁa"

s

of relativism, what he calls aﬁ‘“untanabla'harmenautic
nihilism”.-(p. BS). Thus, the transfer of genius to the
upsarber;prnvides no snluéion either<

What he finally argues is that art is not a Eresance

which "offers itself to pure assthetic consciousness” but is

-

rather a mode of self-understanding which is related to the -

historical reality of humanitg ”inasmuch as we encountar
eps work of art in the world and a wnrldwin tha individual
work of art . . . we learn to understand nubSalvas in it,
and that feans we preserve the discontinuitg\of tha
experience in the continuity of our axigtanqa”iﬁp; ‘86D .
Thus the experience of the work of art’isfa'form'bf
knowledge, over agaiﬁst Kaqt's radical.subjectivizatinn_oF
the aas%hat&c._ Against Xant, Gadamer looks to Hegel wherse
the truth that lies in svary artistic experience is -
recegnized and at the same time mediated by historical

consciousness. . . . mesthetics becomes . . . a history
of truth, a8 it is seen in the mirror of art. It is

o
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. also a fundamental recogﬂltiun aof the task that I

formulated of Jjustifying the knowledge of truth in the
experience of art itself: (p. B87)

-
Thus Gédamar seeks to assért thé expariance of art as
.harboué;néia truth cnntant,;but one which.is distinct fram
that of scientific ﬁ:leadga.. The truth in act C(neutralized’
in aesthetic consciousness) npené the way to the mode of

undapstaﬁding in the human scisncaes, since the work of art X

"includes undérstanding, and thus represents itself as,a'

" hermeneutical phenomenon--but not at all in the saenss of a

scientific method” (p. S0). ‘ y

~

5 : -
Gadamer then outlines $ concept of play which is the '

mode of beglb of a work of art. This is very similar to

recent understandings of the text as unattached to any

subjectivity (as in intentionality), but which at the same

time, as in reader-responss theory ' for instance, reguires .an

-

audience to be activated. Play becomes then for Gademer a

.

stfucture, which is detached from- the repressnting activity

n% the playsr. The significance of this "trénsfﬁrmatinn f
into structurse” is that';h; ﬁlager ﬁisﬁpsaars, énd we ask
‘Enlg what is meant by the play itsélf. The structure is not
*simply the transition to the closed mofld of plau; but that
which ;rests within itself,” whibh-ié beuond.the real: it is
the trahsfnrmaiion into the true. The structura, in affeet,
is supariu} in that it takes reality in its undrdarad ;tgta}

4 .
and gives it unity and*thus meaning. The truth emerges in

. the axperienca\of’the-ﬁork af a:f.to the "extent Cthatl] cne

- _ : . .
knows and recognises something and oneself” (p. 102).

v
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Thus, mimesis takes on the form of a ravelation:
through linkage with'anamnesis, one recognises the true,
what is. For Badame#, this is an essential point, since

imitetion, as representation, gives us knowledge, which
loses its force following Kant, hence the need to return to

the old model. To re-present is not to copy, but to

¥ b

. reproduce the structure in which the spsctator recognises

gssence: //,ﬂ

As a counter to this subjectivist attitude of modern
aesthetics I daveloped the concept--of play as the
artistic event proper. This-approach has now proved its
value, in that the picture--and with it the whole of
art that is not dependent on reproduction--is an
ontological event and hence ca@nnot be properly
understood as the object of aesthetic consciousnsess,
but rather is to be grasped in its ontological
structure when one starts from such phenomena as that
of reprasentation. . . . e quality of being an
original is thus not 11mi§3§ito tha '‘copying’ function
of.the picture . . . The quality of being an original,
rather, is an elemant that is founded in the
representative character of art. . . . The pictura
contains an indissoluble connection with its world.
(pp. 126-127) :

The major problem for Gadamer, and the mogivation for
hHis discussion, is that the ground for tha human sciences in
lthe "truth” of tradition is unavailablé in the 18th century.

R

ﬁé 8 result (which I think is still in effect tbdég). the -
hu;an scisnc;s were forced to ground themselves on the model
of £he natural science methodology, which is entirely
unsuitable, given that historical phennmané dg™not follow
law-like patterns. The source of the problem is (for

Gadamer) to be found, in Kant, whpse attempts to justify the

subjective universality of aesthetic taste no longer produce

AY
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knowledge of the object (the text, tha painting), but a form
of aesthetic cunsciahsnass dependent on a concept of genius

as the basis of its autonamy which ultimately removes the

possibility of the connection between works of art and the
life~world.- Against this, Gadamer turns to the seventeenth
century, and suggests that tﬁsfa is not the ground, but
ra&her the parfection of Jjudgement, and thus reconnects
éesthetics with ethics opver Kant’s limiting the idea of

taste to a special area of fhe principle of Jjudgemant.

P

The Sensus Communis Recovered

For the sake of space, I have moved rather quickly ovér
what is a.complicated and difficult argument, and want
simply to draw out a few points relative to the sketch I
have presented. The first is that Gadamer is concarned‘less
with community proper than with the goal of grounding the
human -sciences in hermenaqtics: Thus, the tex; speaﬁé'of
tésts less in terms of the specific critique of Ként
talthough that is capt;@l to the argument}, than in taé;s of
developing an epistemological base for the human sciences
that does not depend on rational proof for its "truth.”
What is mnsf important for us is the way in which .
éésthatics,'in contradistinction to Kant, is regrounded im:
the community, in braxis, and to that extent is shared
experience. By grounding it in such a way, it is possiblé
to widen what is understood to be knowledge tb include

experience which is not amenable to ratiomal proof, but is
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rather part of the cultural "sfore" which includes maﬁarg,
anamnasis,. ﬁs well as phronesis as a form of practical
knowledge, which is grounded in a concrete community.
Sacondly, the discussion of the artwork provides a
counter-argument against fofmalism which allows for a numberk
of useful insights. Two points that Gadamer brings up
provide ways to link his ,work with more current pfojsctg.
Dﬁ the one hand, he suggasts‘that the text or J%rk of art
has its own being, ant?'is unauthored. This cnrrespcndé- weall
with both strHcturalist and poststructuralist notions of the
text as ‘free-floating’ and uﬁattached to any auvthor’'s

_intention, For Gadamer, this is working. toward the notion

of tradition as self-standing (selbstandig) which also fFits

well with current coﬁceptiﬁ%é of the text Calthough in
Gadamer this has a tendency toward the hypostatization of
tradftinn). On the other hand, at the end of the sgctiuns I
have described, Gadamer widens the notion of the work of art
beyond the canon (as designated through what is constituted
as such thrﬁugh ganius and “aesthetic cﬁnscinusnesé") to
include all texts, which presages t®e notions of textuality
as Dntnlcgu'(if I might put it that ﬁég) expressed by
Derrida through the maxim "il n’'y a pas hors de texte” (with
the pun on "paip as both ”étap" and "not” marking the
similarity to Gadamer’'s notion of the horizon of landuaga).
Perhaps the most interesting point is that the artwork

gives us knouwledge through its representative aspect,®
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through a modified definition of mimesis. Interestingly,
Gadamer reclaims a value for representetion by moving beyond
the original/copy problematic and suggesting that to re-

present is the mode of being of the work of -art. with this
as the starting point, it is possible Eo viaw the work of
art as "original” in terms of its representative success,
that is, the extent to which it brings—forth the real |
Fhrcugh its” ordering of a chaotic world. In this sense, it
is meaningful, it brings us knowledge of ourselvas in that
"one knows and recognizes something and oneself.” This is:
in effect, the symbolic Euhctiun of the work of art which
disappears in Kant's schema. This is probably not T
meaningful in the way Gadamer suggests, since symbolic
recognition does not work through the rasﬁorétiun of the
signified. Nonetheless, his construction does point to the
way the symbolic function works tn create cunnac?ion;
(metonymically) through memory with the life-world (Sparbér
1975, ﬁp. 115-123 passim). This moment of récognitiqn is
important, and suggests a way- to gain insightxinto the
operation nfipclitical communicétion at the assthetic level
in terms of the way it simul;tas experisnce and pfnducas—zhe
symbolic self-recognition with that simulation. The
assumption of a referent on Gadamer’s part need not militate

against his argument; in fact, obablg works better

without one. The loss of thefrefergnt (and the signified)

in a sense perfects the operat simulation by opening

the entire cultural Ftore as a field of signifiers to be
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reworked in infinite combinatinng, and at the same time

pravides the gap into which nostalgia can be inserted on the

-

basis of that loss, the lost referefjt standing in for the
real.! -

The third point I:manted to bring out is in tarmsluf
epistemology and the limits modecn science places on it.
Importantly, Gadamer suggests that reason has limits and
that arguments on the basis of universals ﬁn not account for

—

the moral and historical existence of humanity. This is the

counter-argument to Kant's notion of the universal claim to —
the judgement of taste. Gadamer in effect reverses this

process, where instead of a’subjeétive Jjudgement extending

the "ought” universally, the ought is determined

collectively and then applied to specific circumstances,

whers the sensus communis is the experience brought to bear

on the cgéenat hand Calthnugﬁt similar to Kant, without
concsﬁtsg through examples). In other words (which I think
is similar to hére current research: Bourdieu, eg.), taste
is socially determined, through the_cpncretq community, not
thrﬁugh abstract reason, nér through genius. Thus, it is )
not founded ex nihilo through the suhjqctive apprehension of
the beautiful, but in the "common sense”. As Gadamef
suggests, the link bat@aen aesthetics and ethics needs to be

maintained since, contrary to Kant, it can be seen thruugh

tradition that they both have their basis in the caommunity,

.not in the categorical imperative as applied by a monad. As

Pl
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I wanted to argue at.the outsgt, community here is

v
determined through aesthetical means, and offers a way to
. 4

undgrstand .community in just such a mag‘in'nrdar to then get

a2 sense of how it might ba'éonstituted through assthetic

I think can be linked fn‘postmndernism in a provocative way

through the notions Gadamer takes from Vico regarding the

strategies in relation to the current political scene. This \:

idea that rational proof does not exhaust the sphers of
knowledge. This implies, first, the accspténce of the
limits to rationality, and second, the adﬁission that
aesthetic experience. is valid epistemologically and is a
source of knowledge of the social unavailable to science.

On the one hand, this wﬁrks fFor Gadamer as the grounding of
the human scisences, and on the aother, is important to us in
terms of the limits to rationality for making ‘'sense’' of the
palitical from our current position and offers aesthetic
kaarience as a viable category from which to launch an

analysis.

Community and the "Affective Alliance”

With these aspects of Gadamer in mind, I want to tucn
to Lawrence Grosébarg and his discussian of affect. ‘Sited
within the context-of postmodernist positions, Grossberg
argues for a need to discuss "feeling” or "mood” as one of
the major features characterizing the postmodarn everyday,
but one which doas_not appa£} in Formal textual practices,

and thus cannot be found through encoding or decoding models

1 1A



(such as ihaologu critiqua). .ns‘ansébBrg remarks "there is
no reason to assume that it is necessarily and primarily
opardflng mithin{gither a-signifying or repra;entatihnal
economy” (1987b, b. 9). In the first instance, it is
diféicult to sketch oﬁt what thi%/:écnnomu” might lnak.lika,
since its description is dlsparsed across a number of
Graossberg’s texts. From thaﬁ parspect%ve, it is less
coherent perhaps than Gadamer, but similar in encugh ways to
warcrant comparison. -Uhat I want to suggest ultimately is
that the formation of community through "affective alliancs”
in Grossberg's construction finds a close correspondence to
Gadamer'’'s historical reconstruction of the basis of |

community through the sensu® communis of shared aesthetic

experience. Both posit a connection between the reception
of aesthetic objects and‘the averyday (the artwork/text for kﬁx
Badamer; rock and roll/pnstmodafn text For Grossberg) in
thch ths quotidian and its contradictions are revealed

. d
‘through recognition. For Grossberg, this also reveals the

possibility of ampcwarmént, in the form of résistanég-
produced by the affective restructuring of the everyday
lives of "fans.” I will look Eyrst at the notions of affect
in relation to Grossberg's texts on rock and rnli, which o
offer a model of what I will call community, and then
afterwards briefly discuss Grossbherg's relation to Gadamer
and the importance of intervention of postmodernist theory.

In prefacing his arguments for the necessity of

/

positing affect as a central Feature of the experience of
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rock and roll, Grossberg iterates the need to modify
postmodern theory in a strikingly similar Fashion to tha

comments made earlier in this essay. On thse ane hand, hs
notes the need to construct an inierpretation of the
everyday which can account for "changes in contemporary life
at a level other than ideologically constituted existence”
(1884b, pp. 110-111). On the other, he points to the
necessity of curbing the excess of pqstmodarnist and ~
cultural studies claims by arguing "against both the
formalism oﬁ postmodern thanrg'mhich renders the audiance
inactive in the face of a hgpar—(activaj textuality, and tha
cultufalist's inability to theorize the determining role of
the text, opsfating at a level other than that of messages
and their intarpretations” Cb. 100), Significantly, in -
relation to postmodernism, he makes the same dis;ihction
between @ﬁ;f}l rafsrred to as an asynchronicity between
social praxis and institutional structud®, which he refers
to as "the post-modernist’s frap of describing both cultural
prgétices and $ocial reality in the same terms” (pp. 100-
IOiJ. It is clear from the putset that Grossberg mishés to
retain the insights that postmodern theory provides, hut at
the same time maintain the possibility of pﬁwer-and of
resistance. Over against the pessimism engendered by the
collapsing of the,real in_theoqaticél terms, Grossberg opts

for an active audience in which empowerment is still a

possibility, but which appears at another level beyond ‘
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signifying practices.

To begin, Grossberg claims that the aEfa;tiva
experience is produoced thgough two major determinants: a
particular social and historical site, and what he calls (in
more or less Foucawldean terms) an apparatus. It is the
apparatus wﬁich effeéts the transformations in the
"affective ggmgraphg” of the fan's lives. Although the rock
and roll apparatus may be somewhat problematic in the way it
tends to reproduce a mainstream/margin dialectic, it is.host
interesting in the way it reproduces everyday social
conflicts Cespsciallg.the production of difference) within
its boundaries.Z In one of his texts, Grossberg describes
the apparatué as follows:

An apparatus brings together musical texts and
practices, economic relations, images (of performers
and fans), social relations, aesthetic conventions,
styles of language, movement, appearance and dance,
media practices, ideological commitments and sometimes,
" media representatidns of the apparatus itself. It is
not merely a set of Swdes or resources that a
particular audience brings to a text, as if the
audience could be described through socioclogical
sampling procedures., Rather, the asudience is defined by
its place within the apparatus. Further, there is never
one rock and roll apparatus. It is the complex array of
overlapping, and sometimes antagonistic, apparatuses
that constitutes rock and roll and defines the limits
of its effects. The same musical text will often be
located in different apparatuses, each of which
articulates it differently. {19B84b, p. 101D

It is within this apparatus that the possibility For certain
forms of resistance appear. Despite the apparatus’
constitution of the discFur§és_of rock and roll within
Bﬁnnnmic relations and ideclogical struggles, it is also

characterized by gaps intoc which the apparatus
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"inserts . . . sites of affective empowsrment which can
provide strategies of resistance, evasion and even counter-

control” (loc cit.)., As Grossberg points out, the

disposability of the commodity form (the record) places it
in the hands of the qonsuﬁér, who can create his/her owh
text out of it (by igroring certain cuts, doing tape
remixes, etc.). There is, nonetheless, no guérapteé of
resistance, but the culture provides the resougces which
might be appropriated miéhiq an apparatus in order to
affectively transform what Grossbherg calls "the hegamony of
pessimism” through "transcending thé same [of the commodityl
by reproducing difference” (pp. 102-103). 'Empuwarmsnt, from
this perspective, is the "energy” produced through forms of
affective investment, which is not simply a form of pleasurs
(which is ultimateig linked to some kind of ideological
recognition), but that which allows for the restructuring of
the relationships in the gquotidian as a kind of éurvibai
strategy in the facs mf-an overpowering ideological
pessimism. The pruductién of difference is precisely the
way the apparatus functions to ;cathect” its boundaries
within the social that define its otherness inside the
soccial itzelf, as a sort of internal exile.

There are two main strategies by which the apﬁaratus
works to empower the fan: encapsulation and'axcorporaticn.

In encapsulation, a given rock and roll apparatus works to

construct identity \in terms of what it takes to be its own

n
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history and geneology, limiting what is allowed into it.

Boundaries are also "emhodied in the Fan’s Jjudgements,” that
is, the determination of what is pot rock and roll and
therefore excluded from the category. fhis, as Grossberg

points out, is subject to dispute dspendiﬁg on the criteria
used to détermina axElusi;n, and therefore the position nf‘
particular (musical) texts within or outside of dominant;
culture will be a product’of its affective empowerment for a
particular Fan, and not necassafilg any economic or musical
censiderations which can be defined outside of the specific
context of the fFan's Judﬁﬁ%ent. The assumption is that what
fé exprnpglatad is inaccessible to those outside the
apparatus, and thus they are unable to participate in its
empowering effects, whiech then marks difference. The
process of encapsulation, then, works to inflect the music
in a certain way which "encapsulates its fans within its own’
spaces,"” and thus "gives the fan a priviliged possession of
the music, and a priviliged access tn.its'smpcusrmant"
CISéHb, p. 103). This is performed however, not on the
basis of any particular positive identity, but rathec.
through the prnduct}un of diffgrancs, through, as Brossberg
says, what you do;;t listen to.

The secpnd practice performed by the apparatus is
excorporation, which works to "locate and produce” the
boundary. It does so by appropriating signs fram uufside
its boundaries and relocating them within. the apparatus and

at _the same time investing them with "new ideological and
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affective inflectioné“ (iSBHb, p. 104). .In doing so, it
| makes the nnrwal into the other, and reproduces the same as
differant. It aﬁprupgiates the signs of the marginal For
the normal, and.éxprnpriatas the éhe signé of tﬁe normal and

turns them into the other. Hafa, both mainstream and margin

are reproduced within’

the rack apparatqs, but are stripped
of their signifieds ﬁﬁd reversed. ﬂgyéha same time, the
process of incorporation works to transform the negative
"into the positive side.ué diffFerence and pleasure” in which
the matarial conditians of the E?n’s lifawn;lq ("repetition,
noise;}énongmitg, etc.”) are turned into "occasions Epr
pleasugéﬂ:(p. 105). In aEEéct, tha:;onditinns which produce
- the pessimism and tragedy of the 1iﬁbworld cfhéonsumsr
capitalism.are reworked into forms of aEEirmatinﬁ and T
pleasure, Jhich then constitute their empowering effect, in
which the everyday is transmutéd fgraugh the affective
émpomermeﬁt brought about bgitha raversal accomplished 51
through a#corporatinn. For Grossbafﬁ, this .reversal is the °
"expraéglcn of the‘app;ratus' functioning as é transferance _’E§
mechanism” Cloc. €it.>. This occurs due to the fact that
$hb apparatus reproduces the structures of ‘the guotidian
within itself, and thus it not only sites itself in relation
to its “"outside” which is the "hegemonic raﬁlitg" within
thch it is located, but rgprnducss'tha sggial conflicts and
confradicticns of the everyday which appear;as pieasure
thruugh this transferenca; when the "deconstruction of the

)
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dichotomy hatméeﬂ’"realitg Jeod fantasy, powsr and pleasure”
transforms the oppressive structures in such a way as to

-

offer strategies for negotiating contral over thusa‘”raal"

%

problaﬁs (loc. cit.). .

What is most significant then, is the ;roductinn or
"cathexis” as Brossberg call it, of the boundary which
‘inscribes difference. There is no inside and Dutside.
'ﬁBuever, since. the rock and rall apparatus warks to."lncate
its Fans as different even while they exist within
hagamnﬁu." Thus the social épace of rock and roll "haFinqs
an exteriority for itself inside the dominant culture”
(1984a, p. gas).' In effFect, there is, through the
production of this difference, & process of community
formation, what Grossbarg'rafaré to as an “affective
alliance.” The central aspect here is the advent ;E
postmodernity, which fFor Grossberg is less a representation
of a certain form of experience than a practice in which
affective alliances are produced (p. é%OJ. He suggests that
the formation of community and identity through the rock and
roll apparatus is prndubed through the tensiongpf the
confrontation of rock and roll with the postmqjirn. Against
the ”despairf of postmodernism, rock and roll attempts the.
refusal of its condition, and does so both through the
transformation of its context (the trangfarence) and the
construction of 1dent£tg in the Face of the absence of
meaning. Thus for Grossberg, the communi;g of rock and roll

is a formation which produces the affective alliance as a

B
115



strategy for survival in the posﬁmodarn_cuntaxt._ Its

politics is precisely the refusal of politics, mharé it

"rejects that which is outside of 1ts-self—?96;;;:I;£inn not
‘on political grounds but because their peganizations of

affect are no longer appropriate in the postmodern world”

Ep. 236). Community is thus no longer formed alang
-« ) b '

ideological lines, but rather through affect.

*

As Gréssbsrg suggests, cdmmunitg bgcnmas problematic in
relation to ruek ‘rd roll as a mﬁss commodity. According tc-
Grnssbérg, the notion of a shéféd‘axparience through tha
geocgraphical praximitu cf a given }ncﬁla (the Face-to-face
interaction) must give way tnltampnralitg as the dominant
Feature characterizing the rock and roll audience (19B4a, P.
253). Youwth as a caﬁagorg is determined temporally, both in(
terms nE'ags and within Grossberg’'s *historical positioning

of the rock and roll audience ‘in relation to the cnhditions

of postmodernit(. It is this tempo Cwhich includes the

velocity of production of commodities for consumption)
raquirgs the ;isseéinatinn of mﬁsic within the eaconomi \) .
structures of mass production. The recognition of rock a;d
roll as a capitalist commodity does not hcmgvsr signal‘

cauptaticq, that 15{ its availability does Qgt predetermina

fts aud}snce. The idea of community thus still remains

viable iE; as Grossberg suggests, cooptation is not viswed
1

- as a transition froﬂ'a "folk art” intoc the sconomic

relations of commodity production, but rather as a fForm of

-
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“\jdgbathsxis” of the boundary between the apparatus and the
rest of the social. Since the record is always already a

capitalist commoditg,'cocptgtinn is the result of its

positioning by the rock and\roll apparatus itself, in effect
its expulsion, when it no ;:;EE?“prﬂﬂucas the affective _

difference:

Cooptation indicates an affective re-alliance of ths
music rather than an alteration of the aesthetic or
ideologicel constitution of the text. . . . Coopted
rock and roll is music which no longer potently
inscribes its difference and the difference of its
fans. .”. . Rather ‘than a cycle of authentic and
coopted music, ‘rock and roll exists as a fractured
unity within which differences of authenticity and
cooptation are defined in the construction of affective
alliances and networks of affiliation. (18B84%a, pp. 254-
2557 $ :

{Ye ses fﬁan that the kind of community formed on the
basis of affect is similar to that of Gadamer’s formulation
in that.QOth afa formed around the pof? of taste. The
affective alliance is the type of political community that
Gadamer monstructs when he "deconstructs” the line
saeparating aesthetical -sexperience and moral identity. The
function of the apparatus in transforming thg structures of
the avergdag, which Grassberg characteriieéjas
unpleasurable, intg possibilities for pleasure, is similar °

. to the reproductive aspects of -the artwork as outlined by
Gadamer. Both raqk and roll and the artwork reproduce. the
world iﬁ\such a way that reveals, in Gadamer's term, the
truth. The affective alliaéce is a community in that it is
2 Formation which is cqqsfitutad on a shared expsrience

ra

brought about by the way pafticular Forms of music produce
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that experience aasthaticallg,'in which thae Fsal is braught
forward through the raproductive hature of the work of art.
Hers,‘the recognition of the commodity form of the record
correspands to Gadamer's argument ragérding authenticity: it
is irrelsvant'to engage in a dispute over the_nriginal and
thé copy, since the structure of the work of art is not
dependent on any mimetic relation to the world, but rather
in the way it orders the "chaos” of the world in certain way
_ to reveal the true, through anamnesis. What is important is
the experience which it engenders through its raprssentind;
which in both Gadamser and.Grossbgrg is identical: it is the
way aesthetic experience offers insig?t into the lifeworld.
Thus the fFan makes cartain Judgémsnts on the basis of the
feeling engendered by the music, the music thereby
constituting a.Enrm of cammunity. The extent to which it is
a cn¢mﬁnitg rests, 1 suggsst, on the apparatusﬁitsslf, which
is more than Just music as Grnssberg'dascribss it, including
a whole set of 'discourses constitutive of a certain
lifestyle. HMost significant, and that which marks the
difference betuwsen these two authors,'is fhs intervention of
postmodernism. The extent to wﬁich Grossberg’'s arguments
carry more weight ip th{s discussion rests on the
acknowladdemant of the absence of meaning. 1 suggested in
'ragard'tu Gadamer that the loss of meanzhg was the next

stage, in which the symbolicd function of recognition worked

in the gap ﬁrodubaqﬂgy this absence to create nostalgia. -As

P
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Grossberg described, this is precisely what rock and roll
N

ction of identities and

-

transformation of context (into Fictional trans-world

does, through the pro

configurations) in which the simulation of experiences stand

in for the loss of authanticitu in the surrounding life-
world. At the same time, they all operate on the surface,
through an appropriation of style or structures of taste
which offer the-possibilitg of mobility, but on2 which is
confined to differenca, where there is no identity, no
agency working behind them.

Thus, we have the beginning of the possibility to
describe community formation baoth in terms other.than the
face-to-face situatinn and through processes that are not
dependent on meaning in order to constitute a community. In

beginning this section with Gadamer, 1 sought to demonstrate
Ithat the return to earliser historical configurations offered
the usefulnass of providing a means mharbbu ccmmunitu could
be conceptualized at the lesvel of aestﬁatics. Gadamer's
arguments provide both an understanding of thé shifting’
relations betuween conceptions of the aesthetic and the
Formation of subjectivity as an historical construction, and

also tha'pnss;bilitg of recovering insights from pre-Xantian

2

_aesthstics as connected with and constitutive of
communities., Taste here is a social - phenomenon of the fFirst
order, distinct fFrom REivata preference, and as shared

Judgements, transcend the narrowness of particular interests

(aspecially in the face of absolutism). Hmwavsr,'thase
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insights clearly cannot be taken over tel quel\in relation
to the current historical conjuncture. The value\gf —.
Grossberg's model is foregrounded here, in terms of the way
it configures a notion of community that is first, not
depandent on meaning (at least in terms of signifying
practice, which is not to ség that it is not meaningful to
the parti:ular'ccmmunitu), and secondly, is responsive to
the histnricai conjuncture, primarily expressed through its
rejection of essentialism, still prevalent in Gadamer's more
humanist approach. Possibly most useful in this context is
that Grossberg places cartain limits on the postmodernist
position by arguing for an active audience. The affective
alliance leaves room for the possibility of action, if only
to ameliaorate temporarily the oppressive conditions of the
lifeworld, and is thus constitutive of a peculiar form of
politics, albeit one @hich appears to reject altogether the
idea of political action, I would aréue however, that the
affective a¥liance is actually the displacement of
conventionally understood politics collected around
particular ideological axes onto structures of taste, where
idenlaogical recognition is replaced by forms of aesthsetic
Judgement. From that perspective, it can be empowering, but
it also can be subject to powsr, Tasfa, as Bourdieu (18B4)
has effectively demonstrated, is a social construﬁtinn, and
one which is determined by groups competing for power over

the social. There is thus the distinct possibility, which
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this essay is trying to argue, that Grossberg’s notion of
empowerment can be turned on its head, if the political

strategy is displaced onto the level of the aesthetic and

attempts to engender the kinds of affective experiance which

characterizes rock and roll, through the simulation of

éxperienca toward the maintainance of hegemonic relations.

The Political and the Aesthetic .

The assumption on Grossberg's part ié that hegemony
works on identity, and thus the strategy of resistance
operates through the rejection of depth in favour of the
bricolage play with signifiers, The flaw in.thié is that it
assumes that hegemony is confined to idaﬁlngg and "dépth"
models to do its work. As ] suggested at the outset, it is
possible to conceive of a political practice which would
opaerate at the level of the aesthetic to constitute. .
communities in such a way as:tb win the consensus rgquired
to maintain control over the legislative apparatus. The
dark side of Grossberg’s formulation is this distinct -
possibility. I have tried to sketch out what 8 community
‘interpellated’ through aesthetic strategies might look
likq. It is clear, both through the historical register and
in terms of postmodernist readings of social praxis, that
-tha formation of communitias‘along aesthetic lineé is indeed
a possibility, and that it is also possible to bhegin to
provide a ﬁhaoreticgl account of how that might work.

—_—

The difficulty fhat arises in making sense of the.
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political through-cﬁnQentional discursive mpdes of
interpretation dapandsnt‘on coherent ideological platforms
can I think be overcome by mbving to the level of the
aesthetic. An historical reconstruction of thé shifting
relatibns between the private and public spheres 1 described
in ﬁha laét chapter demonstrates the increasing
Formalization of aesthetics which effectively cuts off ang
possibility of a connection with the =social in general. The
theoratical work of Kant’'s third critique presages social

change in the eighteenth and nineteenth centuries wherae, due

- to the privatization of experience, the use of aesthetical

categories was precluded, except at the level of the
individual subject. To an extent, the move to Gadamsr was
‘prompted by this understanding, since he offers a
raconstructzon which brings the aesthetic back into the
center of social experience. This is indaad the fFirst maove
that is required. ﬁesthetI;;—as it is understood in a
formalist/modernist sense imhich is still in effect) clearly
cannbt be employed in regard to an understanding of the
political or ths éocial; hence the need to return to the
historical register in order to see that formalism itself is
historically constructed and therefore open to renegotiation
as to its relation to the social.

At the theoretical level, I would argue thagfz;me of
pnstmnderﬁism'providés the moment of intervention where that

might be accomplished. The levelling bf the canon of texts,

and the opening onto the popular through the collapse of the
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distinction betwean private and public offer what I
characterized as a "return of tha‘repreégad” in which
poé£modern{§m'(and pnststructurélism) Find themselves
unwittingly recuperating theoretical positions contained in
pre-Kantian aesthetics and applying thg@ to ths'curren%a
historical juncture. The work aof modernism'hés been tao
isolate aesthetic experience within an autonomous psychic
apparatus constructed on the discourse df the monadic

subject.. Formulations such as Grnssbarg's however, work to

,rastore aesthetic experience to the social collective, and

L

describe the furmatibn-of communities in much the same terms
as Gadamer discovers in Vico and Shaftesbury. As I npted in
the introduction, these positions run the risk of
raproducing precisely that tradition which Gadamer has
reconstructed. My argument for rhetoric is situated here,
in terms of the way it can work together with postmodernist
positions to provide an account of the political
communication which has a theory of assthetics at its
disposal. .
| ‘Uaricus theoretical Formulations can be brought
together toc substantiate the claim that it is possible to
address the formation of communities on aesthstic gruunds.
The hypothesis concerning another level of effect is borna
out throuqh the examination of pre-Kantian and postmodernist

positions. It is thus essential that this level be more

comprehansively examined to determine its effects in the
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political domain. If, as I have suggested, politics shifts
to this level in reaction to the increasing disappearance of

meaning, then the simulation of experiencte through sesthetic

sprategies is of paramount importance regarding the securing

of legitimate §cces§—to power, The ways in mhiqh power
Functions will remain unspécified as lang as this othar
level remains unthematized. The loss of meaning does not
imply the disappearance of power, as if it werse only an
effect of meaning. As Grossberg (1987a) has noted, the Fact
that the social may, lack meaning does not necesserily entail
its disappearanba altogether. In other words, a "discursive
asynchronicity” prevails, wherein power still works ﬁhrnugh
discursive (and coercive) structures that remain despite
changes inrsignifging practices. The extent. to which we can
undarstand their operations consists in discovering how
palitical communication seeks accomodation with signifying
practices that have more to do with aesthetics than
ideologies, and how that warks to constitute positions on
that level in the interasts of maintaining the hegemonic

Eofhation.
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NOTES

1, "When the real is no longer what it used to be,
nostalgia assumes  its full meaning. There is a proliferation
of myths of origin and sings of reality; of second-hand
truth, objectivity and authenticity. There is an escalation
of the true, of the lived experience; a resurrection of the.
figurative where object and substance have disappeared,”

writes Jean Baudrillard (1983, p. 12).

2. I am indebted to Will Straw for bringing this point
to my attention. ,

D
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CHAPTER V

) SETTING AN EXAMPLE
AESTHETIC EXPERIENCE AND NORMATIUE CENDUCT

. F
Laicis autem oportet quasi ad oculum Bt sensibilitatum

omnia demonstrare simplice enim melius iducuntur
repraesentationibus quam rationibus

(It is, moreover, fitting to prasent all things to
laymen as if to the eyss and other senses, For the
commons are better swayed by representations than
reasons)

—Jacob de Vitry, Sermones in Epistolas

Quia cui verba satis non Faciunt, solent exempla
suadere

(Since him to whom words are not enough, thay are
accustomed to persuade with examples)
-Ambrose

. *
Having sketched out the idea of a community constituted

through a form of aesthetic 'interpellatinn', we at turn

to an investigation of the processes which wou nparatﬁ to
produce these formations. 1In this chapter;, I/want to focus
on aesthetic experience and its relation to conduct in the
lifewnfld. In order to begin to address the notion of a
political rhstorical strategy, we still need to sketch out
how aesthetic experience can produce.the conditions undar

which consensus can be obtaired, The bulk of this chapter
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will be davpted to an examination of the work of Hans Robert
Jauss and his concept of aesthetic identification, and his
discgssian of the effects of aesthetic sxperience on the
lifeworld. This work will be read up against Grossberpg, so
‘that we might once again note the s@milaritieﬁ ﬁétmsan a
hermensutical/rhetorical approach and Grossherg’s more
postmodernist position, and gain insights into the utility
of using them tugether.l

As I suggested in the last chapter, political

communication shifts to an aesthetic strategy toc compensate
Emrﬁz;s décrsasing effectiveness of ideological
interpellation. This transformation is not simply the
increased penetration of the ideological hegemony of the
state into the private, sphere, but alspo marks the movemenqt
away from rational discursive logic, toward the production
of simulacra of practices through aesthetic strategies.
Thus, t&he ground shifts to forms of aesthetical : \\
identification, rather than good reasons, and thus it is no
longer a matter of discursive validity claims, but a matter
of taste, and taste does not find its ground in concepts,
byt in examples. If Kant’s analogg indeed holds true, that
the aesthetic is analogous tq/;héfﬁnral,,thenjit is all the
more appropriate that as governments s=sek to Secura
consensus for norms of conduct that are not amenable .to

technical compromise, they turn to the media. In order to

sufficiently understand how consensus might be obtained
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through aesthétic means, it is nécassaru to re~establish the
central Function of pasthgtic exparience in the promulgation
of snciql nnrms;'thatﬁié] to recover the cummunicativa_
function of art. Secnnﬁlg, the realm of art, normally held ‘
up as the dhlg ramaininﬁ sphere free from alienqtinn. must
be seen as ths-sits in which normative claims are ¢
increasingly being contested. Here an account must be made
of fha effects of reception, of the work of art as a form of
communicative action,'rathar thén simply art as the sphera
Of unalienated labour. Thirdly, the formation nf-a
collective aesthetic experience as the basis of a community

or group structure through role playing (both a dramatic and

:\ﬁp social science categurg)‘needs to be examined with regard

1 to the accomplishments of social actors (the domaif of

subcultural analysis). If identity is increasingly in the
fForm of a retreat from the gquotidian which lacks subjective

meaning onto the surface of style-practice, or any other

_Earm of group behaviour, the assumption is, as in Grossberg,

that this escapes hegemony, which requires ideology and
"depth” models to do its work. However, if consensus can bé’
understood not t&'be cullé;ted around particular ianlogical
axes, but rather onto structures of taste or aesthetic
experisnces where ideological recognition is replaced by
aesthetic identification, then it is plausible to suggest
that the operations of power can also appear within

agsthetical practices.

» In order to attempt to substantiate the hypothesis that

.
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‘governments incressingly legitimate their right to govern
through and on aesthetical grounds, I want to explore the
theoretical discussion of aesthetic gxperience, primarily in

terms of what Hans Robert Jeuss refers to as modalities of

identification (Jauss 1982; see appendix). Jauss'’ arguments
will be taken up in rslatién to Lawrence Grossberg’'s o
"affective ailianca” formations, both to identify the
pre‘suppcsitinns .that underlie ﬁrns_sberg's concepF of the
work of art (in éhis.cass, rock music) and its social
Eunifion. and to undarscnrs the narmativé aspects which
characterize group fqrmatian produced by the intersubjectivs
experience of the md;ic.

As I demonstrated in the last chapter, it is possible
to conceive of community fFormation on thabbasis of
aesthetics., This is amply demonstrated in Grossberg
(despite his claim of inauthanticitg, where he links
community to a nostalgic notion of Eclk culture; Brossberg
19684a, p. 253), gn which the processes of "encapsulation”
contained in the fan's Juﬁgaments wori® to determine the
geneclogy and histnrg'of rock, and "excorporation” |
reproduces the boundaries of the community within the social
as a whole by expropriating the signs of surrcunding culture
and inverting their meaning (Grossberg 188%b, pp. 101-105).
The affactiveballiancé, as 1 have argued, is a form of

political community despite Grossberg’'s claim to thse

contrary (1984a, p. 236). The process of excurpnratinh,
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L J
descrlbad as tha canversion of tha unpleasure of the

postmndern avergdag into puss;bllities for plaE“Dra and
survival, is cnnstltutive oE 8 praxis basad on a shared
BESthEth sxperiencs brought about by particular forms of
music in which the real is both brnughF forward and .
transfbrmed through the waoek of art,'in which it both
transmutes End offers insight into the lifaworld. "Here the
recovery of shared experiéncs is foregrounded against the
backdrop of the fragmentation of the subject characteristic
of thg postmodarn experience. It is eonly the geparatiun of
aasthefﬁcs and politics characteristic of mcdarqist

-

gpistemolaogy that prevents~Erossberg fFrom recognizing that
the level of affect ,~which ha defines as apclitical nveru
against the ideological as the site of hegemony, is also
political, in that avan if the actions of the aFfective
"alliance (action remains a distinct ﬂussibi}itg for
Grossberg, "against . . . the formalism ©f postmodern theory
| which.renders the audience inactive;” 198B4b, p. 100)
‘Eunct;on only to alleviate temporarilg the oppressive
conditions of the lifFewarld, this 1slconstitutivé of a Form
of politiecs, albeit one which appears to reject altogether
the idea of political action, -The loss of authenticity
implied by the absence of meaning in the quotidian, which
instigates the retreat toward aesthetic practices (tha
cathexis of boundaries of differsnce in Grossherg's terms),

is the gap in which rock music works to produce identities

and transform the context into fictionmal transworld
\ ~

s
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configurations in which the simulation of experiences stands
in for the loss of authenticity in the surrounding
lifeworld. Community is thus formed negatively, in terms of

the product;oﬁ&pf diffarénce, which marks the internal exile

of the fan within the largsr social context, but also
positively through th;.pnssibilities of pleasure created hy
the nostalgia for a lost referent and the positing, through
thé artwork, DF*an imaginary future of to-be-instituted -
norms. IE is the intersubjective experience produced
through the music which offers the pnssiﬁilitg of a
nsgativalg-défined space of social accomplishﬁant as well as‘
a'ppsitiya group identity which can negotiate the presant
with the possibility of a recnvarg of an ideal past, or a
"utopic future; thus, community praxis is engendered through
Forms of aa;thatic identification,

Once it is understood that (poliﬁical) communities can

be formed on gbsthetic grounds (and thus posit another level

of "textual” effect beyond idedlogical mis-rscognition), it
'is then necessary to inquire into how both works of art
might function to altér dispositions and work to reflect or
critique social nnrms,.as well as into the reception of
those works, éhd tha,wags in which shared experience

* engendaered bys«the reception of artworks can lead to either
reinfgfcamant.of nurms,of conduct or to their alteratich.

To ask what is the function of art can be a risky

business. As‘/Francis Sparshott has shown, this will largely

. .
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depend on the kinds of assumptions one makes about Eha
Function of art, and is therefore seemingly tautological at
the outset (Sparshott 1982; esp. pp. 98-101). Thusrtha
place to begin is not with the attempt to pnéit a functibn

For art at the outset, but rather to uncover the assumptions,

-

which underlie a particular conception of that Function,

whicﬁ can be read off a text or texts. Grossberg, ‘1 would
suggest, pfcvides a rather peculiar mix of past and present, .
mhidh both lim;ts the function of art in what I will call a
modernist sense, and at the same time overcomes that
limitation through the emphasis on the social relations

engendrrad through the experience of the artwark.

The Concept of Play

Everyone, including Grossberg, works within the
maodernist legacy of conceptions of the work uf‘art, which we
can trace back to ths.Kantian division between nature, art
and Ersgdom. As rainterpreted through the comantics énd the
Fult of genius, art becomes increasingly autnncmnus. at one
level in terms of the break-up of the social into various
suhsgstams?Farriad out under the division of labour, ét
aqnthar in the separation of the experience of art from thq
guotidian initiated bg Kant and perfected by the reomantic's
idealist refusal of the experience of the evaryday. Art
fhus Lacomas'the realm of play, cut off from the expanding \Q\\
bourgeois social sphere (i.s. thé sphere of commerce). As

Sparshntt.puts it, describing the romantic line:
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Some. theorists have urged that art fFulfills this
(racreativel Function in an unusually intensive way by
providing a moral holiday, a detachment from all moral,
social, and economic concerns in which these serious
matters are made the object of a spiritual gams. In
-playing that game we recover our mental freedom and
return more effectively and more humanly to the
workaday world. (1982, p. B4)-

We can begin to see here how play functions, primarily on
the assumption that "humane” values disappear in the fFace of
the ever-expanding bourgeoisie, only to reappear in the !
sphare of art,_to which it is necessary to retrseat in order
to fill-up, as it were, on those missing valuss and then
return to the gquotidian. This notion of the sequestering of
humane values in the sphere of art ip reaction to the ,
instrumentalization of the lifeworld is-a theme that can bse
traced from the romantics through Marx, ﬁdornb, Marcuse, and
Habermas (just to name a few), up to énd including
Gfossbarg. This is clearly evident in the construction of
the affective alliance as a strategy for survival in what
Grossberg charactecizés as the postmodern condition, as well
as Barrging the pog::j%litg of critiqyg which runs through
the authors cited (Grossberg 1984%a, p. 233; 1884b,'p. 102-

' 3). The major distinction here is fhat, unlike the leftist
critiques represented by those authors, Grossberg sitgatas
the paossibility For critique within the popular culture gf
rock music, as opposed to strong distiﬁbtiun fas in Adorno)
betwesn an instrumentalized sphere of mass comﬁcditg
.productiqp and an isolated realm of high art praducfiun,

>

free from commodification and consequently from alienation.
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The danger, which I think Grossberg avoids; is thﬁt the
slippage into the non-identity brought forward by Adorno
riskg, on the mna‘haﬁd, the collapsing of the subject into .
the work iE;eiF.whara the closed tircuit bstween monadlikae

work and subject preampts dialogic interaction (Jauss 1882,

~Pp. 203, and on the other, the collapse of the communicative

function of the artwork onto the suspicion.-of aFfirmation of
rulipg interests EIbid.,-p.‘BOJ. AS wléd Godzich points out
in his inéruductinn'to Jauss’' book, "Adorno's insistence on
the radical and never subsumable iédividualitg of each

sub ject prevsntad'anu solution to what appears to be a
monadic existence Eér the individual” (p. xvii). This leads
us fo two contrasting’ notions of play brought out by Jauss:
the first, inherited f£rom hafx,lis that the sphere of play
(the spirit in which artuworks are ﬁada) is "an activity For
i%s own sake and thds:;:Eumas determinative of artistic
prnducticn,“ and by being for its own sake, is constitutive
of a rralm free Erﬁm alignation (p. S4); the second brought
out by Jauss . (drawn EFrom Aristotle) rsfe%s to the space of
leiéura as ths oppqsita of unfree work (loc. cit.).

-

Thelfirst, as Jauss notes, is a product of German

- idealism and simply undergoes a maﬁgrialist inversion in

Marx. Here the notion of art for art’s.sake of. Aesthaticism .

comes to the foreground, where play is its own.end, and the
assthetics of genius marks the triumph of the solitude of
aesthetic pleasure. For Marx, this becomes a distinction

between two types of production, where the sphere of art
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stands in as the last refuge of unalienated labour. Adorno
Follows in his footsteps. As Jauss puts it: "Adorno is the
heir to a tradition in the philosophy of art that withdrew

to the ontology of the aesthetic object and that tended to
abandon the gquestion concerning the practice of aesthetic ~
‘sxgerie;ceJ p. Ei). This materialist version also finds

its way into Graossberg, in terms of the "immanent
historicity” whish works of art embody, in which their™
purpaselessness is the condition under which they accurately
~reflect the social spﬁara frem which they are disengaged,

and thus serve as imma;;nt critique. In terms of the
possible functions of mimetic art, Sparshott (18B2) suggests
that "imitations that lack obvious utility serve the
cnncaalgﬂ’purposa of bringing to light one or another sort

of concealed rseality or hidden tendsncy, enabling us to
envision clearly what otherwise we only half suspect” (p.
100). Here he is refsrring (in rather dispafaging terms, T
might add) to Lukacs' notion of realism that reflects the
historical reality of the lived, to which we might also add .
art’'s critical Function as in Adarno and Marcuse. That rock
music transposes the gquotidian into itéalf, where "it turns
.aathe matéria; pésis of‘SUCh'axpériencss (repetition, noise,
anonygmity, etc.) intﬁ‘tha nﬁcasion for pleasure,” indicates
Grnssbarg’s usage of this conception of the function of art

(1884b, p. 105). Rock music thus reflects the reality

within which it is produced.
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However, having said that, we can also venture to say
that Grossberg manages to avoid the pitfalls of thesa
Positions by restoring the centrality of the communicative
function of the artwark. DOver against the nagafivitu of tha
artwmrk'that, in Adorno's terms, "measures” tha'"gulf
between praxis and happiness” (Jauss 18982, p. 21), Grossberg
relocates the site of aesthetic expsrience away From the
sphere of production of artworks themselves, by replacing
the inquiry into the ontology of the art object with an
analysis of its effects on the audience Calthough ! should
add that both production practices and audiance practices
are inserted intoc what he calls an "apparq}us.” For a
definition, see Grossberg 1984b, p. 101). UWithin the
transformation effected by the music, G;ossbarg insists on
the audience as both hesterogenous and active, in which the -
apparatus is not simply the sfta of the circular processes
of production and ccnsﬁmption, but is embodied by and
entails the judgements of the Fans (19B4b, p. 103). Tha
audience is not simply interpellated into a particular
abparatus, but is ratha; canstitutive of it through tﬁe
affiliations produced by a shared response to particular
forms Gf musics. |

Jauss contrasts the idea of play as another farm of
labour with a definition retrieved From éristatle which
distinguishes between work and leisure. Jauss brings out
the difference between facere in.Marx, understood as making,

{

which comes to repléca %acéra as commun@cativa action, drauwn
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from Vico (Jauss, p. S4). In order to institute a sphere of
production Free from alienation, the communicative aspect of
the work of art is distorted. Against this, Jauss refers to

a notion of leisure, drawn from Aristotle, where the

opposite of unfree work is understood as a space for the

"contemplative attitude” (p. 54)., Here it is not a question

[

nf contrasting different kinds of work, but rather a mode of -

reflection and receptiveness, the ”conditimn qf thearea
Ethat] had constiiutad the opposite of unfres work or the
making of something in the Aristotelian traditibn nf‘praxis"
(loc. cit.). Play in this sense is not simply a maode of
production, but also the angageméﬁt with the work in the
mode of reception; where the scene of play is not only the
production of those works, hut also.attsntion to their
meanings, to what they say to us, and further, toward the
cémmunicative aspects of the work where social norms can be
thematized and tested in a realm free from gugtidian
caﬁcerns.

In.large part, the restoration of this attitude of play
fequires ?ha revivification of the rhetorical position
toward aesthetics, in which pleasure does not yet possess
the negative connotations given by Kant and subseguent
authors, and where the theoretical and aesthetic attitudes
are not yet differentiated. Grossberg, for instance,
contras;s pleasure and affect, where "pleasurs itself is a

phenomenological category already implicated within the
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space of ideology, if not hegemony,” and thus catries the
negative form pflaffirmation of existing conditions., Hidden
baneath this is the implication that pleasurse is a Farm oé
imaction, corresponding in effect to asﬁapism, the suspect
operations of the mass media (Grossberg 1984h, p. 101).
.Thus Grossberg offers affect to replace pleasure to overcoms
the negativity whlch accompanies the invocation of tha term

pleasure,

As Jauss points out, however, this is a product of
contemporary linguistic practice, where pleasure is "opposed

to work and also differentiated from cognition and action”:
-

Pleasure and work do indeed constitute an opposition
which has been part of the concept of aasthsetic
experience since antiquity. To the extent that
aesthetic pleasure frees oneself from the practical
compulsion of work and the natural needs of the
everyday world, it grounds a social Function which has
characterized aasthatic experience from the very
beginning. (Jauss 1882, p. 30)

As he goes on to point out, this does not characterize a
form of withdrawal, but rather indicates.a different mode of
cognition distinguished Ffram gpiantific knowledge:

But aesthetic experience has not always been the
opposite of cognition and action. . . . The cognitive
efficacy of aesthetic pleasure Goethe’s Faust plays off
against abstract conceptual knpwledge did not bacome a
dead issus until the nineteenth century, as art bacame
progressively autonomous. And to the oldar,
preautonomous art which conveys social norms of action
in multiple ways, the communicative function was still
perfectly natural even though today it is often
mindlessly suspected of affirming ruling interests,
misunderstood as the mere transfiguration of existing
conditions, and rigorously rajected. (loc. cit)

Here the split between work and play is brought to its

extreme. Sparshott, for his part, rejects the idea of play
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altogether, since it implies a lack of sariaﬁgnass which
undermines the value art has within a cultura. Adorno,
pushing Kant to the extrems, takes the usslesspess of art as

the condition under which it avoids instrumental
interestedness, where mere plesasure in the ocbhject is the
sign of fashion and hence subsumption under the logic of
commodity exchange. Against the extreme poles of negativity
and affirmation, Jauss introducses the concept of
identification predicated on Kant's i;gé of
intersubjectivity (that is, the capacity to communicate
experience) which overcomes the radical individuality of
Adorno., As Godzich puts it, "Jauss replaces the .
negation/affirmation polarity DE‘ﬁdornD by stressing that
the neéativitg of the work of art is mediated by
identification” (Jauss 189B2, p. xvii).

In terms of the concept of play, the appagi by Jauss to
the rhetorical tradition is a key move to overcome the
negative aspect that the notion of aesthetic pleasure has
accruaed. Tha division beéwaan theoretical and aesthetical
attitudes, Qpich appears after Kant, has tuo pajor effects.
Firstly, it consigns knowledge to empirical truth, and cuts
of f access to sxperience as a source of knowledge. This was
Gaéamer's argument in Iruth and Method, where thsa rﬁstnrical
traditiﬁn provides the, ground for the méthndologg that rasfs

outside of propositional\ logic and depends rathefr on truth

embodied in the textual radition.{)Jauss takes this a step
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further, suggesting that the work of art can be the space in
which social norms can be contestsed, and t}aditiun
critiqued. In any case, it is the communicative aspect of
the work of art that is lost within the aesthetics of

genius, where the intersubjective aspect of axpariénca, the

S8nsus communis disappears in the fFace of non-identity.

Here the pleasure derived from the Qork takes on its
negative cast, where any notion cf.sharing of experience is
ruled out by Adorno, sincs identity implies submission to
ruling ideology. However, if the aesthetic and theoretical
aspect of the sensus communis can be rejoinsd undsr tﬁa

] .
communicative function of art, then the experisnce of

*

identification (and of pleasure) can be reappropriated as a
positive practice, in terms of the alternative conception of
play brought out by JaJ:s, wherein the space of leisura
provides the moment where the work of art can be experienced
and reflected uppn and where its cognitive aspects are

restored, thus. constituting a fForm of knowledge_grdundad in

the sensus communis (lpgica probabilium as opposed to logica
veritatis [Jauss, p. 25]) and-its relation to action
restored through processas of role identifFication based on

collective experienca, Otherwise, as Jauss comments,

aesthetic pleasure, g

now shorn of its cognitive and communicative efficacy

» » . appears aither as the sentimental or utopian
opposite of alienation . . . or, in contemporary
aesthetic theory, as the essence of an attitude that is
considered philistine when adopted toward classical art
and simply excliuded vis-a-vis modern art, (p. 26)
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Identity and Disinterestedness

BeEer elaborating on the processes of idéntificatian
with the work of art, I want to return to Grossberg as well
as retrace some of the argument up to this point. Firstly,.-
I introduced the notion of piag as the mode of aesthetic
activitg. As Jauss points out, this is not simply a modern
phenomenon, but stretches back to antiquity, where the
opposition between work and piaasure grounds the social
function of art in fraaing one from the demands of the
quotidian, Under mndernisﬁ; howéver, play is reduced to one
fFunction, which is the idea of play for its own sake (and’
its corollary, art for art'’s.sake), and thus the distinction
between weork and play becomes the differentiation between
tgpés of production, alienated and non-alienated labour.
Arising out of the subjectivization of aesthetic experience
in Kanp's third critique and the subsequent formations of
the aesthetics of genius (of which Adorno is the extreme

L

result) is the abandoning of the sensus communis in favour

of a "self satisfying subject” cn%nciding with the
increasing differentiation between the social and the
individual, leading ultimately to the disparagement of
pleasure as the reification of existing conditions. 1In the
extreme of non-identity, thé subject is defined (along with
the artwork) in terms of the pr%ncipla of ﬁagativitg in
which collective expression is cut off in the fFace of a
fully instrumentalized lifsworld. The sphera-of art thus

becomes the last refuge of freedom, in which artworks become
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the reposjitory of humane values banished From the bourgenis
sphere D;QEommerca. The aestheBic is trensferred F;om the
subject into the immanent histuricitg of the work of art, ‘
and thus to the nnﬁplngical inquiry into the status of ths

work of art, to which we can only bear witness,
Against this, Jabss proposes another aspeéz of play, in

which play is contrasted with work, not as a distinétion I
between different kinds of labour, but betuween work and
Iléisura. Leisure here represents the non-working space of
play characterized by contemplation and reflection, rather P

“T—EFEH“B§Mﬁ%§/2:DthEF form of (non-alienated) werk. Thus, the
aesthetic attitude is neither the controlling gaze of the
romantic genius, who aestheticizes and demands that others
do the same, nor the retreat from the guotidian, but rather
the reflection on experience. Reaching back to the
rhetorical tradition, Jauss notes that the aesthetic and the
theoretical are undifferentiated’ and thus the artwork has a
cognitive aspect in the way it brinés.knnmledgé of the world
forward and at the same time offers the space of play in
which social norms can be contested. Thus play has another
side beyond production in reception. Here, the restoration
of the communicative aspect of the work of art lost through
modernism’s réfusal to thematize experience acknowledges the
modalities of identification which the work can foster, and

restores the sensus communis as the "expression of sharad

social sympathy” rather than the locus of ideological
~

L
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intarpslfatinn.' Tha-intersubjectivitg of shared. assthetic
experience allows for the testing of sepcial roles through
puttiqg oneself in the place of the other, and can be
contested or confirmed by the dialogic gnteraction between
subjBcts.,
As 1 suggested earlier, ErDSﬁFBrg provides a mix of
bqggjwhat I have referred to as tﬂg modernist position, as
N -
well as aspects of Jauss’ counterproposal. Like Adorno, -
Grossberg raises the spectre of identification as the locus
of the operations of hegemony and the level on which
ideonleogy does its work. Here he suggests that the control
hgﬂg@nng seeks Finds its object in identity, against which
_he poses the counter-strategy of ”style” as the bricolage of
- ,
signs, a strategy that is confined to the surface of images
and Eugastalls.the work of ideology, which cahnne keep up
with tha velocity of displacement:
Bu fetishizing its own surfaces, and even the part and
the movement of the surface, style undermines the
relationship between the surface (the body as a screen
onto which identitiss are projected) and identity. It
challenges the look, both intermal and external, which
seeks to see beyond the images to the identity mhich is
the real object of hegemonic control. . .

In the density of its ever changing surfacas
y6ukh Find a space in which to empowsc their own
transitional existence (1984b, p. 107).

The "problem” of identity is thus dvarcnma by a strategy
that seeks to manipulate surfacas and that provides no
content bahind the silnifier on which hagamong can uwork,
- since the space of operations that is normally "behind the

back” of language itself has disappeared.
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The use of stgle within the space constitutgd by the
rock apparatus'can thus be equated with the spacﬁ{?f art
free from alienation as posited by Adorno. Identity, the
Bguivalent of idac{ygical interpellation, is overcome
through aésthatic practice. As an "attitude of studied
indifference, ” it echoes the notion of disintafesteﬁ
interest, the attitudé n%‘Kant’s subject before the
agsthetic objact. Thg reduction ﬁf the commodity to the
sign-image replicates the Kantian distinction between Form
and function, whe;e the use-values of the commodity, the
utilitg‘nf the objject, is left in abeyance in the moment of

pure aesthetic judgement. Disinterestedness refers to the

7

subject's move to disregard the utility of a particular
object (architecture for instance) in favour of its Formal

characteristics which initiate aesthetic judgements.

Perhaps it is here that uwe ﬁan locate Grossbsrg’s'
dispensation with the notion of pleasure since, in Kant, : ’/
interest constitutes an impure éesthetic'Judgsment, which is\\*“/
predicated on*"mere” plaasura‘in the objeét; associated with
Fashion. To an extent, the “indifference” toward style Cand
hence fashion) is simply an inversion of the Ka#'bhn

lJudgement through the perspective of a postmodernism

relocating it in the temporal. Unlike the trans-historical
Qniversalitg of Kantian.aesthstic Judgehents,'stgle here

seems to work on‘the vélnﬁitu of commodity turnover.

However, once sign-value replaces use-value, the bricolage

play of sign—images which Grossberg describes becomes trans-
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historical in the way that it makes available for
appropriation 311 images, withdut any historical context to

anchor them.

-+

' AEfect nd Aesthetic Experience

The move to affect at the expansa .of pleasure can be
located here in the distinction hﬂﬂgaen intsrast and
disinterest. Indifferance comes ta mark the transcendence
of the alianating effects af the evargdag through the
withdrawal into thes sphere of’ plag constituted by the rock
and roll apparatus as tha analopue to the sbhara oE art,
The "other side” of pleasure is not unpleasure, but affect:

. . . rock and roll Cdoes notl transmute unpleasure

into pleasure. This wouldesfot only reoduce affect to

R pleasure and pain but it would also make rock and roll
cathartic, a magical process bg which unpleasure is

diffused . . .

What appears as a reversal on the surface aE the
rock and roll apparatus (that rock and roll reverses
the affective charge of the excorporated event) is,
consequently, only thse expression of the apparatus’
functioning as a transference mechanism. . . . by
reproducing within itself the very structures of the
eyeryday lives of its fans, it locates them within a
different affective economy . (GBrossberg 1884%hL, p. 105)

Catharsis becomes the key term here, although it is not
clear wngt that means (what is the magical processT?).

" Connected with the notion of the "diffusion of unpleasurs,”
it appears to hava tha purely nagatlva connotation that we
hava come to associate with cathar51s which is its |
manipulative aspect in regard to our emotions. But as Jauss

points out, this is precisely the ambhivalence of the

aesthetic experience itself: "The ohserver, Freed by the
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'p{Pasure in the tragic object’', can adopt through
idaﬁtiﬁicatiun what i§ exemplary in the actinn.‘ But hé can
also cushion and aesthéticallg neutralize the sxperiesnce of
identification if he does nnt go beyond a naive amazemant at
the deeds of a ‘hero’” (p. 963, Thus there are two sides to
the cathartic experience, both negative and positive:
« « . it may break the hold of the real hnrld, but in
so doing, it can esither bring the spectator to a free,
moral identification with an exemplary action or let
him remain in a state of pure curiosity. And finally,
it can draw him into . panipulated*tollective behavior
through his emotional identification. This Fundamental
ambivalence can be seen as the price that must be paid:
liberating catharsis is purchased through the mediation
.of the imaginary. (Ibid.)
What I want to suggest is that Grossberg blocks the
discussion of aesthetic experience at one level only to
restore it at another. The négative connotations of both
pleasure and identificaticq that arise historically are
imported into Grossberg’s discussion with the accrued
meanings given through the history of modernist assthetics
and rejected on the basis of the relationship betwsen those
terms and ideological complicity. Here, the noticn of
affect comes to the rescue, as the "sensibility of mass
culture” (1884b: 101), Sensibility is the key term in this

move, echoing the "common sense” aof the rhetorical

- tradition, the sensus communis. As I argued at the

beginning, the affective alliance is in fact the sensus
communis, and it is indeed the shared experience of an
affective state that constitutes the community.

The undoing of Adorno ocecurs with the restoration of
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this idea of a shared sensibility, and alsc provides the

connection with Jauss’ concept of identification, which
works as the counterconcept to ARdorno’s monadic subject.

Despite the rejection of aesthetical concepts and the
absence of rhetorical terminology, affect comas to stand in
for both of these. The distinction betwsen rock and roll
and art that Grossberg makes is based on an undetermined
notion of what the function of art is: "rock and roll does
not function as art, evgn though its Fan's may occasionally
. appeal to such critiéia” (1884b: 86). It is obvious, ’
however, that he predicates this on the split between the
mass popularity of the music over against an aesthetic of
genius ("0On this view, the only rock and roll worth talking
about is that which talks toc us, as ;he work of genius—--as
poetry or art” Cloc, citl). The rejection of a ralatién
between art understood és\an elite prnj?ct and the mass
pbpularitg of rock music does neot however necessarily imply
the rejection of aesthetic effects produced through the
reception of Tock musics. what it does imply is the
restoration of the communicative aspects of art, which
appeal to the "sensibility” of mass culture, facilitated in
this case by the concept of affect. The transition from one
aEEec;ive "acaonamy, ¥ described as the ennui of.the everyday,
into-another, that of the rock and roll apparatus is indeed

a transference--into the space of aesthetic play in which

the norms of the everyday can be thematized. Rock and roll
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can thus be the expression of a mass sensibility.

In a more‘rscsnt essay on the relstionship betwaan
past—madarnitg and affect, Grossberg follows up on this
not;oﬁ né a mass sensibility by describing it in 1£s
simélsst tefﬁs as a "mood” or affective state characteristic
bf postmodernity (Grossberg 1987bh). ﬁare he refers to a
form of "affective communication” in which "there is no
reason to assume that it is necessarily and primarllu .
operating within either a signifying or representational
econamy, ” and where "this discursive mesnoeuver is neither
wholly ideological nor simply semiotic. It is 'communicated’
through a different mode, in a different plane of .effects—-
the 'affective’"” (p. 8). UWe thus see the move back towards
the communicative function of art, referred to in this text
as the popularity of "postmodern statements.” Indeed, the
definition of the artwork is reworked here to ac;émodata‘ths
possibility of its communicaﬁive effects, as wslllas
relocating that Function within the context of mass
availability: .

It does not follow, necessarily, that art can be

reduced to a commodity if we situate it if people's

lives. That it is a commodity does not deny that it
still may be other things as well. Moreover, the
concrete complexity of the practices of consumption
suggests that such artistic practices, even if they
situate the audience as consumer, may also situate tham

in other contradictory subject positions. (p. 16)

As mell,ohe restores the possibility of identity, suggesting
that postmodernist positions on pleasure, defined ag
"deconstructive orgasms as the positive Face of the
i N
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postmodern, ” ignore "the fact that, in the popular media,

even the most fragmented texts and images often offer new

forms of identitu and coherence; Fragmanted identities are
still identities” (p. 17-18).

Parhaps the most significant aspect of this text is the
way in which affect is described as cohstitutive of material
Forms of practice. Firstly, Grossberg describes affect as
contentless, as the organizing principle under which
particular relationships will appear (”"the terms within
which such differences are possible in ﬂﬁ affective economy”
(p. 24)). Secondly:

affect produces systems of differeance that are

asignifying. Affect constructs a difference, both

quantitatively (as a measure of the degree of
enargising) and qualitatively (as a particular mood,
within which other differences function. The very form
of affective difference--not only the ‘conditions of
its possibility’ but the very ways in which such
differances ars mapped--are not necessarily the same as
those which construct other more typically discussed

systems [i.e. libidinal and semioticl. (p. 25)

The repreoduction of this point in sope- length is to indicate
how Grossberg seeks another form in which to describe
certain kinds of axpressiuh ("postmodern statements”) in
relation to a particular (postmodern) audience. What I want
to suggest is that, as I alluded to earlier, affect here
stands in for what would be described in the past as an
aesthetic effect. The positing of another level of sffect
ganargtad'bg artworks, functionping in an asignifying way

points to the symbolic operation of artworks in terms of the

simulation of the lifeworld as described in the transference
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machanism of tha ruck“aﬁd roll apparatus. Both a genaral
level of affect and a épacific content are contained in this
model: at the general level, a prevailing ”"mood” indicatpes
both the constitutive conditions for the historically

Ay

specific production of certain forms of aesthetic objects \\

(postmodern statements) as well as defining a mods of
reception of those objects; in terms of content ere those
particular statements themselves, the specific differences \:>
which appear within the enabling affective state.

It is here that the believability, or cnmmunicétive
effect of postmodern Statsmants appears, as a property of
the sensus communis. Grossberg posits that "affact
describes historically specific modes and organizations of
material attitude,or-orientafﬁun;" in other words, in tha
Form of concrete practices which characterize the community.
If we turn to the rhetorical tradition once again, we sea
that affect is connected with belief, such that the

popularity of postmodern statements is grounded in the

sensus communis, through the way in which they make the
world believable. This is an aesthetic effect, and does not
have its basis in smpirical damonstraticn, but rather

through the agreemesnt it evokes on the emotional/affective

lavel:

On the basis of the doctrine regarding the role of
affect in making something believable, the rhetorical
tradition since the renaissance has never failed to
vindicate the logic of sensus communis (logica:
probabilium) as against demonstrative logic (logica
veritatis) . . . Luther also made use of the rhetorical
principle of movere et conciliare when hs dasqribed
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what topk place in the “hearer of the word” . . . [of]
the rhetoricari of the Holy Spirit: "belief occurs in
affect and must occur in afFfect because reason is
incapable of making present the past and future” (Jauss
1982, p. 25).

I would also add that, in terms of the functioning Ef the

<

rack and roll apparatus, it also makes possible the making
present of the prssent, thé thematization of current .
‘conditions es well as those of past and future. The fesling
of disenfranchisement of youth evoksd in Grossberg'’s
dgscriptinn hecomes the prevailing "mood” of disaffectiaon
which characterizes the affective state in which the "hearer
of the word” of rock and roll enters into identification
with a particular state evoked by the aesthetic cbjéct.

| For Jauss,'this is one of the central functions of art
in the way it allows for ”retraspectiva recognition” and
recovery of a parfaétsd wo;ld.in the face of an imperfect
one: "the anticipation nf.tha imagination which is foiled by
the irreparable inaaequacg of the actual present can Fulfill
itself in what is past whaﬁ_the purifying power of
recollection makes it possible to recover in aesthetic
perfaﬁtion what was experienced deficiently” (pp. 8-10).
The work of art functions to preserve and transfigufa past
experience which would ‘otherwise ramain unrecnversd since
reason alone is not aenowugh. Art thus Functions as a form of
anamnesis, in the Platonié sense of a recovery of a lost
world of pscfection. Indeed, this is very similar to
Adorno’'s position toward the work of art as the amboﬁiment

of values which have disappeared in the bourgeois lifsworld.
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This is not of course a phsnbmannn specific to modarnism b

any means; one thinks of Poussin's visions of Arcadia, for

instanca. Of significance here, in relation to Grossberg,

is the way that the movement is predicated on the

‘dissatisfaction with the "actual rresent™ which can be

¢

tolerated through the Eﬁnctinn of a recollectiom of a more
perfect order as represented in the memory of experience
preserved in works of aft, eéﬁaing Grossberg’'s "strqtagiss
for survival” on the terrain of the postmodern.

However, the function of art is not limited to simply
being a form of oﬁjectified memory, but also offers the
proJectiSh of an antibipated future of a more perfect world

as well. Here, the gpace of play and aesthetic experience

-

that I have been exploring becomes the opening onto a

different time from the quotidian which allows for naw

\
perception:

the aesthetic experience differs from other Functions
in the world of the everyday by a temporality peculiar
to it: It permits us to "see anew” and offers through
this function of discovery the plsasure of a fulfilled
presert . . . it anticipates future experience and thus
discloses the scope of possible action. It allows the
recognition of what is past or suyppressed and thus
makes possible . . . the powerful identification of
what he [the besholder] ought or would like to he: it
permits the snjoyment of what may be unattainable or
difficult to bear in life; it provides the exemplary
Frame of reference for situations and roles that may be
adopted in naive imitation, but also in freely elected
emulation (Jauss 1982, p. 10).

We see here how that sxperience works in both directions, in
terms of the recovery of the repressed as well as through

the possibilities that open toward the future. As {g:;;\

-
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suﬁgssts, this is a double-sdged process, frauéht with ths
"ambivalence” which I referred to prebiouslg;\ The process
of "dstsmpcra}ization and idealization” characteristic of” i
the work of art can also work to legitimate ¥their narm-—
setting.ur norm-sustainifg anctiun" which opens the
communicative aspect of the work of art to the possibility
of "serviingl as a means of ideological obfuscation” (p.
£83). Anticipating my argument concaerning tha relation
between aesthetic experience and -the norm-setting agendas of
political groups, we can see here how aasthafic experience
apens itself‘tb fForms Dfﬁmanipulation, where the models
nffered fcrlidentificatinn can work to "hreak through the
real” toward a positive reconstruction of the lifeworld
arising out of dissatisfaction, but‘thag can also work to
reinforce existing cmnditians'and.dafgr or redirect change

»

on that basis.

Modes of Aesthetic Identification

Foﬂnhausé, this is primarily a problem of distance in
relation to théfgaéthstic object, in which the various
““interaction patterns” he identifies cén be considered both
From a positive anﬁ a negative perspective Ep.‘lss; see
appendix). At this point, I want to run quickly doun this
list before_turning to a discussion of the political
implications of aesthetic identification, since the various
‘modalities of -identification offer both the positive

pbssihi;itu of faflec;ion and change and the negative
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possibility of unreflective idantificétinn, marked by the
disposition of reception defined ‘in terms of distance.
The First, associative identification, is the adoption

of the role of the mthgr which leads to the adbptiqn af
modes of éommunicaticn and attitudes which ”oriéﬁlsocial
life” through the ”expectatiuns of others’ actions” and thus
leads to the construction of social roles. At the same
time, the aesthetic pleasure of liberation in role playing
can lead "through associative identification into ritual
acts which cause its initially free aesthetic attitude ta
ltfurn inEo the servitude of collective idantitg‘fcp. 1B67).
The second modality, aamiring identification, is defined
through the poles of emulation and exemplarity on the one
hand, and imitation and escapism on ths‘ather. Here, the
hero is offered as a positive model of B#Bmplarg behaviour
to be(admiréd and emulated, and which allows the .
transmission of historical experience and social maxims in
the form of a personal model. On the other side is the
'Eairgtale hero who "fulfills the reader’s wish For rare
adventure and parfact{iave ina @ish—Eulfillmant world
beyond everyday reality” (p. 171). It is interesting to
note that Jawss addresses under fhis category the role of
the mass media, which he claims destroys the distance
necessary for admiring identification:

Admiration as aesthetic effect thus requires an

attitude that must occupy a middle ground between

inadequate and excessive distance, an attitude that has
clearly become quite prifarinus in the age of mass
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media. The "dream factory” which satisfies the demand
for a "better world” sublates the cognitive distance of
admiration, and the flooding of the viewer with stimuli
can set off defensive strategies of v
unimpressionablensss which cut off aesthetic
communication. (pp. 171-2)

Jauss tendé'here to reiterate (rather naively) the escape

theory of mass media. However, of interaest is the
cancurrence with Grossberg in regard to over—-stimulation,
which Grossberg suggests results in forms of indifference,
which seems very similar to a situation of |
"unimpressionableness.”

The third mode, sympathetic identifﬁqption, is marked
by the abolition of the distance of admiration, and is
rather a "prdjsction of oneself into the alien selfF” whicgh
can lgad to a moral interest (action to correct a wrong), or
to forms of sentimentality, the enjoymBnt of identifying
with the pain inflicted on the suffering hero (p. 172).

The final two categories, cathartic and ironic modes of
idsntifiqation, appear to have more importance than the
others in Jaﬁss' schama,'since.it is within these two modes
tﬁat amanciggtion might be realized. In the ironic mode,
the expectation of identification is refused or 'withdrawn, -
whare "such procedures of iranizing identification and the.
destruction of illusion serve to pull the recipient out of
his unreflected advertence toc the aesthetic object and thus
prompt his aesthetic and mofal reflection . . ., fwhichl can
'bring about the questioning of the aestha}ic attitude as
such” (pp. 1B1-2). The downside to ironic identification is

.
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snlips{sm and "cultiva;gd‘ggggdom.” Thiq marks perhaps the
negative compulsion chéractaristic of Grossberg’'s rock and
roll audience. Yet it is also at the same time the
"rejection of boredom” EGrossberg 1984b, p. 108) through the
transformation of the everyday within the apparatus, which
cnrresponds.to Jauss' positive pnisﬁbf ”resﬁondihg
cresalivity” which ironic identification can foster.
Significant here is the "prompting -of moral and aesthetical
reflection” which can bring forward For thematization the
function of the aesthetic attitude itself.

We have touched upon catharsis élraadg within the
discussion of Grossberg. It 15 clear that Jauss gives
cathartic identification the central place in his model. In
relation to the csmmunicativa aspect of art, catharsis is
the "Fundamsntal/communicativa aesthetic experience” (Jauss
1882, p. 35), Ca.thart}c idantificatic:;' leads to the
"threshold” of autonomy, where the spectator is(£§tachad
frnmﬂthe immediate experience of identificﬁtion which allous
For reflection and Jﬁdgsment along moral lines. Here Kant's
”disintarastad'intarsstf reappears as the mode
characterizing the poéitive cétﬁartis,axparienca, where the

spectator "rises to judgmqnt and reflection about what is
— ‘
represented” (p. 178).,

This is precisely where the link between the warld of
fiction and the everyday is bridged, and is probahly the
most forceful counterargument to the high modernist dogmatic

rejection of that link. It is in the exemplary ds portrayed
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in the art work, that offers itself to moral Jjudgement that
can be carried back into everyday life. Referring to
cathartic identification, Jauss insists that "as a
communicative frame For possible action, the aesthetic
o
identification of spectator and\listenar who enjoy
themselves in and through another’'s fate or uncommon model
can pass on or create patterns of behaviour; it can also
guestion or break thtrough customary behavioural norms” (p.
86). Thus art is connected to the‘quotidian through the
models of identification and moral action it offers for
emulation, in which the experience itself can be carried
nvef into everyday practica%:
The tradition-forhing and tradition-renewing pouwer of
aesthetic experience presupposes that its province of
meaning is not wholly contained in the here and now of
a closed subuniverse. Its transcendent character also
asserts itself vis-a-vis other subuniverses . . .
Aesthetic experience can form a world of its own
without therefore eliding the reference back to the
suspended world of everyday life . . . Rather, the
aesthetic experience can enter into a communicative
relation with the everyday world aor any other reality

and annul the polar fiction of fiction and reality . .
(p. 121>

It is exemplarity which offers the possibility of

moving from aesthetic Jjudgement to moral praxis. Here Jauss

refers explicitly to Kant, where tha exemplary breaks
through the stasis n} the rule. The axempiarg can “overcome
the aesthetic objectification of morality by the vivid
énrtragal of‘%nral sentimant aﬁd create interest in the

gctions themselves” (p. 111)., The exemplary works through
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thes principle of aemulatio as a fornf of “fraa.cumprahensién“
sBet against "mechanical rule Enllnwingf or imitatioc, the tuwo
opposite poles brought Forward under the modality of
admiring identification. .Aesthsetic experience is thus
characterized as a "state of balance betwsen disintérestsd
cantemplation and testing pafticipatian Vo ahmods‘of
experiencing oneself in a possible being othar which the
aesthetic attitude opens up” (p. 32). (The risk here,
however, is the collapse back onto genius which Gadamer
‘accuses reception aesthatigs of perpetrating. In Kant, the
overcoming of the rule is the act of genius EKant 1951, pp.
50-511. Gadamer [1975, p. BS) criticizes reception
aesthetics for shifting the burden of genius From the arti;;
to the audience. Despite the hermeneutical guise, a
phennmeﬁological/existantial take on ontology surfaces heré
as a potential source of tpnubla.?

The relation between the realm of aesthetic experience
and the EVergdag is most evident in the sociological
Eatsgorg'of role playing. As Jauss poin£s-nut, it is‘tha
aesthetic role concept which}@n fact grounds the
"analytical-empirical theory of socially conditioned forms
of action” (p. 136), The work of art provides the
simulacrum of the real, thus orienting expectatiaons to@ard
spocial praxisT Jauss refers to Bengef and Luckmann,

describing the social as a situation in which "individual

norms of behaviour are subordinated to pervasive role

demands, standardized roles Fit into institutions through a
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process of mutual typification, and their order is secursd
by forms of legitimation” (p..268J, all of which are
reinfporeced by the norms communicated ﬁhrcugh aesthetic

experience derived from the work of art., - The interaction
patterns, explicitly compared to language games, arise out

- of the backgraund of mutdal cConsgansus batwpen‘thosa who arse
Familiar with the code. The cod as Jéuss demonstrates,
works on two distinct ledéls; bayond the structural features
(of the poetic code, eg.) determined by “ektralinguistic,
historically detarminaq choi:es," thers are also interaction
patterns which appear mgen "actions Cthatl] become habitual
eXpress thamselvés in expectations which solidify into
social nc;ms“ (p. 267). These patterns appear within
aesthetic nhjacts and can.be passed down without being
Formalized into prescriptions; as Jauss stétes: "what is
involved here is hébitual knowledge or role beﬁaviuur‘that
can be,learned through action or from models” (lnpﬂ-citj.
Siﬁnificantl‘; it is art that can both provide those models,
but also makZ\EhE§B institutions of "intersubjective
behaviour” available té the participant who rormally takes
thgm for grantad. Here, art "conveys and Justifies those
Cnorms] that have been passed down” and at the sam time
also "problematizes the constraints.nf the institutio;él
unfld,.makas ths'fulss oF,otharslunderstandable, creates

consensus about newlu-developing norms, and thefifi:nteracts

the dangers of reification-and ideologizing” CpiAEE J.
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The example that Jauss provides is the experience of a
poem, cponveying the idea of death. The simulacrum of thse .
death scene pruvid?s tpe reader with the description of
reality which conditions the expectation of that encountaer
in life. On the aha'hand, as in énampaéis, the tgxt may
offer evocative powser which méu_bﬁ complemented by "an
additional resonance that co&és from memory;” on the other,
it may mprk to orient fFuture experience: .

& .
the person to whom this poem conveys a first idea of a
death scene will already have his expectation ariented
by the aesthetic norm when he encounters such a o
situation in real life. Aesthetic experisnce appears as
a2 world wunto itself and may yet refer to the same thing
as practical commerce. (EEE?
Thus we see that aesthetic experience can work to verify
norms or feelings or actions, and can also offer the
simulacrum of experience which can be then transferred into
the lifeworld encounters that correspond to thosa which have

already besen experienced in interaction with a work of art.

Aesthetic Experience .and Social Reality

The fFingdl point I want to address here ig the role aof
aesthetic experience in the constitution of social realitgwjﬂ
ftseif. Jauss, in his reference to Berger and Luckmann{
suggests that the function of aesthetic experience in thg
-cﬁhstructicn of éucial reality has been neglected.

Recalling the earlier discussion of play, I noted that Jauss
referred to the sphere of leisufa.gs the condition of
theorea in Aristotle, and to the rhetorical tradition where

cognltlon and pleasure, i.e. the thearetical and the
A D
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aesthetic attitudé, were hardly differentiated” (p. 22). At
one level, this indicates the appropriation of aesthetic
concepts into the sphere of sociology as a means to make

sansaﬂbf reality. Jauss usas tﬁa example of the concept of ’
role playing, stating that "sociological fgle enactmant
reduces the ébntingent sntanglemént of individual acts to a
surveyable system of conditioned expectations which . .
can Ealdascrpbed like texts"” (p. 136). Thus, the aesthetié
- experience appearing in thg mode of reflection on the work
af art functions as the sﬁace af thecretical play which can
then be ultimately transcoded into sociological concepts
which work tc make "readable” actiéns in the lifaworld.. It
is here that tﬁe "anticipation bf the imagination which is
Foiled by the irraﬁarabie inadequacy of the actual present”
is fFulfilled through the experience oE;n:der'mhich the work
of art ;;1;5; fc the real. For Gadama;, the work of art is
a.structure which orders the chaocs of‘the world, and thus
reveals the true through the recognition we sxperience whan
confronted with it (Gadamer 1975, pp.,91—127'passim5. If we
consider this as the space of theory, we can then begin to
recognize ou;sel;es how céntipgent reality is given order
through the imaéination as it upergtas'mithin the sphere of
' play -that is a}t. _

Mowever, I think that this is only &g .a?r:tl of the
function of aesthetic experience, which turns“bn a

- particular poéition vis-a-vis the relation between

-
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representation and the real, Under the conditions described
avove, the experience of recognition thraugh exposure ta thae

ordering structure of the uwork of art is that of memory, of

anamnesis. As Josue Harari points out, the traditional visew
of representation is that ”"an image depicts not the real in
itself, but rathar the real in its absence" (Harari 1857:
58). It would be~unfair of me to implicitlg suggest that
this is Gadager’'s (and Jauss') position, since neither hold
to a simple mimetic relationship between the real and igs,.
image. For Gadamar, the fact that the work reﬁrésants the -
world through ordering it suffices to indicate that it is
not simply a copy, but that its rspresentqtiva success ‘is
contingent upon.its recognition valué; The paint I want to
make here is that this is always retrospective, that the
truth is recognized a posteriori, and to that extent the
artwork refers to a real which it purports to represent in
the real's absencs.

Howsver, as Harari points out in ralétion'to social and
political theory (Rousseau, Montesquieu), "the image
(representation) does not ﬁﬁint back to the real that it
éliagadlg rebroducss, but rather points to the real by means:
of the network of éignification it lends to the real” (p.
SB). Therefore, the exact opposite manner to the notion
of constructing Jinimage which would conform directly to
reality, the "relationship of anteriority and resemblance
between thing and image" is reversed, "impluiﬁb by this

reversal that there is no experience of the real without an
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image” and thus we must consider theory, appearing through
the imaginary, "not in terms of 'a memory or return . .7, but
rather of fitting the real to the dimensinné of the
imaginary” (pp. 58-9). .

It is within the imaginary that the world thqs takes on
its characteristics. The significance of this is found in
the miy that the image orders the world, the way in which
thaBimaga ﬁruduces tha world. ‘ﬁs Harari damonstrates, this
is not limited to a Eatfcspective rscogﬁition of the world
but is in fact the basis of the real itself. Thus Jduss’
claim in regard to the construction of social reality is
becked up b&.tha function uf the imaginary as described by
Harari. 1IF ths_régl appears through its image, then it is
ﬁossible to grasp the relation between aesthetic exﬁarience
and theory as inseparable, despite the analytic distinction
of modscnism, which divides aesthetic exparience from
knowledge of the world. "The space of lqisura, of blag, and

of the imagination characteristic of tﬁh aesthetic attitude.

is thus the sphere in which the real is capstituted through

////E;; images constructed and reflected upon within that

sphere; thus,. the aesthetic attitude does not merely mark .

the space in which the past is reconstructed and made
LY o .

‘meaningful, but is also the domain of fhsarstical play which

givas meaning tﬁ the world itself through the way it is

Figured in aesthetic play.
.

Y
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Examglagg‘Conduct

As I suggested at the beginning of this chapter, gnnd
reasaons ﬁr.ratinnhl proof no longar act as the guarantee of
meaningfulness, and moral conduct is not grounded in
discursive proafs, but in ths recognition of éxampiaru
actions and their emulation.

In order to begin to understand how this might be
accomplishad, I turned to a discussion of aesthetic
experience which provided us with the concgpt of h
identification dar;vad from Jauss. The éoncep%ﬂof
identification allows for an understanding of how th;'hork
of art fFunctions in .its communicative aspect in the
promulgation and sketching out of norms For social conduct.
The varian mndalifiss of idantificatién outlined by Jauss
indicated the d;FEarent'dispnsitians toward recepticn which
characterize_tha wégs in which aesthetic experiance offers
models of behaviour which can both reinforce and critique
norms through the relationship between aesthetic axper;enca
and svaryday~life.

1 turned to Grossberg's work prim;rilg to indicate how
aesthetic practices offer the means by which to negotiate
the terrain of the everyday. Hefe, ws saw how- the
identification wjth "postmndarh statements” corresponded to
the space of play that charactsriées the aesthetic attitude,
and alsp characterizes the movam?nt toward cerctain Forms oF-

aesthetic practices arising out of the dissatisfaction with

the lifemorld.' The mobilization of youth through the

1g4
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aes£ﬁh§}c models offered by rock and roll ultimately returns
itself to the lifeworld through various Forms of expression
and lifestyles which constikute cammunities through the
collactive'idantitu with one or another of these forms.
Finally, I turned to notion of the imagimary to suggest

that images are themselves constitutive of the real, and
thus th eoretical and the aesthetical cannot be easily
distingSEEELd, since it is through aesthetic experience tha;
.fha real in fact appears; tha.”advsnt” of* the real, as
Harari puts it, is the product of the "imag-inary.” Here,
the artwork as the nrdaringbnfughans ié the example, whers
- tha contingent is subdued through thé reprasentative and
communicative functions of the work of art, which allows us
to recognize ourselves in the work through its retrospective
ordering of axpsrisnce,-and allows us to project order into

he fﬁlurs by sketching models to be emulated.

" Once we have reached this stage of inquiry, it is now

possible to return to ﬁhe discussion of political

ommunication, equipped with an aesthetics restored to its
place in the lifeworld (elided by modernism). It should be

kgpt in mind that this is not a sublated aesthetics, or an

calls "the sEEects.Df the inner logical differentiation of a
specig) sort of experience” (p. 200), which can be traced

back into the lifeworld. DOn the one hand, we must évgid the
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; sSublation of asesthetics, .through the recognition

aof the specific logic, so0 to speak, of the expressive

sphere. On the other, this shecific logic can then be linked

to (pnliticalj action contexts through the effects of this

*special sort of experience” as 1 have Duplinad here.

!
tg
-
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NOTES

1. It is important to note at the outset tﬁ:t the
differing approaches to.subjectivity on the part of Jauss
and Grossberg rsnders the following discussion somewhat
problematical. Indeed, given the pgkal}els batween them

drawn out here, an investigation and comparison of the tuwo
positions (Grossberg’'s desire to modify the psychoanalytic

subject and his debate with Marxism; Jauss' appropriation of
a phenomenological/hermeneutical subject taken from Gadamer
and Heidegger) would be both interesting and profitable.
However, this is not the appropriate place to undertake such
a study, as useful as it would be., Its absence does not
adversely affect what follows, but.the different :
trajectoriss of the two authors must be borne in mind when
trying to read them together in this way.
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CHAPTER VI

- CONCLUSIDN .
TOWARD AN AESTHETIC OF POLITICAL COMMUNICATION

From Private to Public and Back Again

-

George Duby, in an essay on private lifFe in the '

medieval world, notes that the idea of.the public sphst of
the state inherited fram Roman law and maintained during the
Earolingian‘gﬁpire is usurped by the ever-expanding private
dbmainlnf‘tha feudal order. Power was transferred into the
private hands of the lords of the manor, whose territory was
signified by barriers and emblems that markéd the difference
between it and the constantly shrinking common space.
Privacy was thus signified by the right of axciugion,‘whera
gven the magistrate (who upheld the “pubiic” good) was

unable to enter the domus without the permission of the head

of the household,. and unable to enforce the law within its

\\\\barriars except at his behest. As public space shrinké. and

dominion over.privafe space expands, the role of the state
is replaced by the lord’s absolute control' over his land and
the people who reside within it. The pinhacle of this
shift, as Duby points out, occurs much later, and is

expressed in the phrase "L’etat c'est moi,” which
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acknowledges the king's ownership of all within the
boundaries of his kingdom.
I begin with this image of medieval life only to

suggest that we are experiencing the invearsion of this

4

pattern: the domus and the private sphere, always defined in
a dialectical relationship to the nublic, is increasinglg
axtarioriéed and thematized as the discursive ébject of the
state. The restoration aof the public-sphere throdgﬁ the
reappearance of representative government, as well as the
appearance of the market as the space of unrestricted public
interaction, has led to the shrinkaqe of private space,
although not to the)right to property, which has simply been
extendad under Luéﬂian principles to everyona. As 1 noted
in the discussion of hygiene, in 18th century France thse
domestic space bécame the focus of a series of moral panics,
whare c@ncern over congeétlon (and licentiousness) in the
dmallinés of the poor led to the incursion of the law into
the private domain in the interests of public héglth. Here,
the interasts of the "public” begin to taka precedence over
.hriQats (and, 1 suppnéa,.ths‘less powerfull. As Alain Corbin
has suggested, this marks not only the intrusion of the
public into the private realm for the goocd of those it
aéEacts in an altruistic sense, but alsao has the édditional
benefit of ensuring the collective health of a much nesded
labour poﬁl during industrialization (Corbin 1886,.pp. 153~
154, -

163



This marks out what appears as a contradiction a£ the
heart of the operations of the modern state, which is the
tension between the praservation of the individual'’s rights
and the méintainaqps of tha common good (howaver that might
be defined). In contrast to the faudal order, where ths
private whim of the master is all that matters, the mndern
forms of damncratxc government find themsalves someuhere in
the middle, acting as Habarmas (187S) suggests as mediatars
between the market and tha individuals‘that the market's
operations displace. Legitimation is then determined
largely on the basis of the perceived tecﬂhiéal.axpartisa at
steering the sconomy. However, what I have bean suggesting
throughout this ﬁapsr is that legitimation, as the source of
the worthiness to be recognized as having the right to
govern, is increasingly 'a question of ethaos, that has 1555
to do with providing ”good reasons” (Wallace 1971) for
particular strategies for stesring the econaomy, and more to
o'mith motivéting key signifiefs CErae?EE},équalitu, e.g.)
through exemplary modes of bahavinu%. In otﬁ;; words, the
guarantee which secures access.to certéin forms of
sigﬁificatinn is determined in an apriori manner, through a
morgl/aestheticai praxis which legitimatbs.the appropriation
of the key signifiers,

This is accomplished through processes of aesthetical
idanéaficatinn ra;her than good reasons, through the éxgmpla
rather than in discursive validity claims. Politicians and ‘

, . i )
governments increasingly seek to back their claims For power

-
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through the thematization of the private sphere of conduct
and at the same time appropriate it as subj)ect to power. In
terms of the first aspacﬁtiprivata has indeed bsecome public,

as the case of Gary Hart demonstrates, wherein the divféion
betmaen.private and public life is erased, and no
distinction is made between exemplary conduct in the public
sphere and in the hoqe; one is collapsed onto the other aﬁ
all aspects become objects of scrutiny.l

The second aspect is mcre'complsx‘aﬁd Qorks on a number
of different levels. The-arosioﬁ of claifs of technical
competence seems to imply a ghiftﬁgbﬁard moral /aasthetical -
forms of differentiation between groups and persons
competing far legislatiQe power. The seﬁse that party
structures are interchangable at the teﬁhnical level fosters
the construction of difference at another level. Here the
claims that back up the appropriation of the same set of
codes and key terms comes into force, where the signifiers
become indexes that point to exemplary practicas. ﬁt the
same time, increasing dissatisfaction with technical
solutions requires other Eqﬁms of suwasion, and marks the
inbraasing appropriation of aasthetic‘stratagies to
promulgate norms,-as compromise through technical
legislation loses its Enrcé. The use of the madia by
politicians to simulate proper conduct crnéses over and

erases the distinction between public'and private, in order

that the private may kecome the locus for the enforcement of
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public good, determined by those mﬁo have obtained the -
"right” to rule. .

A case in point is the television campaign currently
underway in British CnlumbiaQ$hat is designed to encourage
single women not tﬁ tarminﬁta théir pregnancies, but rather
to give birth and then%ﬁut the chilérsn up for adoption.
What is interesting heré is thé way in which ths'gnvérnmsnt
has chosen this particular meaﬁgxbg which to promote a
policy, transcoded into the scene of the commarical, as

-
P~

opposed to the conventional mechanisms the guvarnmeﬁt
employs to inform the popul%ca of its initiatives. A ' -
certain amhiguifg arises here as to the rols the goQarﬁh?nt \\ .
is adopting (rio pun inteﬁded), since the "policy” promoted ’)

by the commercials is not reflected in any legislation. In v
these commericals, the pregnaﬁt‘ymman is surrounded by
loving friends and/or relatives, agﬁinstlthe backdrop of &
middle-income domastic~settihg; where she is'ancnuragéd to
bear her child, ostensibly, it éaems, for the bpdd of the
state. Tﬁéqe is a wafrant, the commercials suggsst, to
bring the child to term, if not For herself, then as a
service to those couples unable to bear chlldran themselves;
thus this action is at the same time a selfless act of .
‘génerositg and virtue and fFor the dsneral public dood'as !
well. OFf course, this is backed up by the tﬁFéat-of

economi; ganctions in the form of Wwithdrawal of malfarp‘
payments, and indirectly thro?gh the govaernment's refdsal to,

. {

' subsidize abortion clinics.
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‘compromise is ruled oug as the domain in which the L

-

Against former prime minister Pierre Trudeau's

statement that the state has no place in the bedrooms of the

nation, these cmmmércials,could be considered as a ,
? ]

‘dismantling of that dictum, and in the extreme reading, the

! publiE'éppropriation of the last refuge of -privacy, -the

bch. In fact it is the Eaiigra of the technical control

" over thé badg embedded in legislatiomy or more precisely the

Supreme Court's randsring that legislation invalid under the

' Charter of Riphts prnvisinns-nf tha Constitution (propped )

>

‘up, ! wouldijthink, by a perceived de Facto social practiceL—

Margenthaler, e.g:).2- In'doing so, the Supreme‘Caurt " Ry

effactfvalg transfnrméd control over the body from a

technlcal compromlsa backed up by the coerc;d; structures of
L

the - state into a prlvate gthical dac151mn 3 This

prg%redatlzing DE the techqical sphsre "and tﬁé effective

;Ebntrul over the body within if induces@the government to

[

. 1 \
Shlft tc .a rhetorlcal stratsqg wherabg it can raassert ltS

hegamonu over tha bodu; Dnce tha technlcalllaglslativa

..

A 2

igdvéfﬁment @dn exercisé cohtfq} dQer'the hody, the struggle

4 W, . . T

- Fpr possession reappears wifhin'the-marainimensicn, where

' , g ¢

J‘thé'gavécnmant apprdbriatas the‘madia to maké its case,

Pomékkand_51mulacra L . . _ L
.. ! a

l(arl wanaca (1871), if his essay entitled "The . |

o



Substénce_cf ﬁheturic: Good Reasons,” suuseéts that thme
rhetorician should look for "good reasons”: which are pFFared
in support of an pught proposition or of a value Judgéwent“
(p. 368). Rhetoric then becomes the "art of Finding and
effectively presenting good reasons” (p, 369). Good reasons
are statements thﬁt DEEQ}\QS?OE for the validity of the
various pughts that guide our social practices , /f/

At ane level one might argue that wallace unwittingly
raisas the spactre of the is/ought or Fact/value dilemma (as -’
his examples sesem to suggest), where he takes descriptive
statements as conditions which gntail value judgements, thus
ccmmittinﬁ himself fo derive ought.from is.  If it is the.
césa that ought cannot be deri:ad from is, then empirical
statements cannot be offered as proof Ear‘valid claims, and
“hence good reasons do not suffice to justify ethital
--de;isi?ns. nor ca;,axioms be derived from them. As I
suggested at the baginning of the last Qhapter,:fn a .
lifewnrld organized through affect ar aaq;ﬁetic experience,
good reasons or rat10nal pronf no lnngar Act as the N\

\

K guarantee of meaninqﬁrlnes&, and moral ccnduct is-pct

broﬁndad in discursive proofs, but in exemplary actions and

3 .

' their emulation.®
' This long and complex digression which is the substance

. ) : ]
of this thesis is situated here, in terms nf thematizing the
W

_aesthetic_aé the site at which politjecal interssts reappear

»

to contest claims for power in mo:g}] not'economicltﬁpnqe‘.
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ideological) terms. Two reasons dominated this 8Ssive
in;estigatian intp aesthafics: oﬁe, that.the communicative
aspect of the work of.art must be restored in order that we
mlght begin to ;raép the processes of identification and
Hrécgptiva dispositions in relation to representations, and
understand this as aesthetic, by which I .mean to
differentiate it from the level of discursive effects (i.e.
IHEB%PQU)"-it must be recognized that the artwork is not
mimetic and is (as theory) constitutive of the real through
its repraesentative function;_&nd two, that aesthetic
Bxpérienca does not appear only within the autonomﬁus social
subsystem of art, but there is also an interaction, a
dialectical relationship, ifF I can put it thét way, .betwesen
aasthetic expariagcas afising in the sphere of disengaged
reflection charéctarized aé play and the lifeworld or o£her
social subsystems, where interaction w;th works of art
offers a way of reorganizing éxpariencas in the face of
dissatisfaction with the lifeuworld, and alsoc allows for the
presentation nf models or roles of conduct which can be
taken up and thus imported back into the quotidian.

As I havé‘hépafullgrdemonstrafad: this. is true not ‘only
far those wofﬁs considered as art mithin the institutional
structures that constitute the semi-autonomous artmarld as
we know. it today, but, as the case of Grossberg was t; 3
ihdicata, is also true of mass media. This thén_bégs the

_question of the effects of intéract;on ﬁattefns with the‘ -

‘media, and pbints 'to the gap left unthematized by both
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rhetorical and ideological critiques, if we consider both as
Forms of discursive analysis. As Brossberg suggests, the
work of affect is asignifying, and to that extent is

"neither wholly idsclogiéaf’nor simply semiotic,” and thus
cannot be ccntaiped within conventional discursive models.
The positing of ancther level of affect/effect, aesthétic
experienca, opens an avenue toward the possibility of
thamatizing a mass sensibility which cannot simply bse
determined either through the rationality of discursive
validity claims, nor through the restoration.af distorted
communication. IF the postmodern, following Baudrillard's
lclaimsj is made out of a system of signs characterized by
the absence of meaning, then the aperations of ideology
*hehind Fhe back” of language cease to function. As
Brossberg suggests, contra Baudrillafd, this does pot
necessarily imply the collapse of the social, but does
indiéata the disruption'of the relation between ideblngg'and
the real: "it is not thé social that has imploded but a
paéticular ;deﬁlogical structure ;hich seems no longer
effagtiva" (Grossberg 1987a, p.. 43), |
it is here that for Grossbaerg, the not%nn_of affective

/
relations come to the fore to describe interactions and

Forms of identification with television, where the "in-
-difference” of television offers the site in which ideoclogy

" “

;-
becomes a poses and to that extent is consistent with Jauss'’
ironic modé/;i:ch can produce forms of indiEfereEce

——
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(Brossberg 1987a, pp. 44-45; Jauss, pp. 181-182). 1 would
suggest, however, thatlthis'cannnt be considered as its only
effect, but rather, fDllow;ng Jauss, that there are a range
of pcssibfa modes of identification "between the extremes of
the norm-breaking and norm Eulfilling function, betwsen the
prngrassivé.changa of horizon and the ada;tatinn to a ruling
ideology” in which the, ironic ‘mode of indifference is only
ane. | ‘
What then is the import of this thematization of

] -aﬁsthatic axparignce in relation to political communication?
In the Fifst instance. it is evident that guvafnments are
seeking an increasing presence in the media. In its gﬁprlg
presentation of the list of the top one hundred advertising
spsndafs in Canada, Marketing magazine reported that the b
Government of Canéda was in first place, with an expenditure
in 1987 of nearly sixty-six and a half million dpllars., The
Ontario government was listed in tenth place, having spent
close to twenty-eight million dollars (Marketing, Mar. 7/88:
21lJ. Elearlg, governmanﬁs cunsidaf‘tha use of the media to
b# of si&nifidant value, to the extent thét they outspeﬁd

ﬁha largass corporations in ﬁhis country. By'thsmselves,
theéa numbers do not bava much meaning, but the volume
itself indicates t -govarnmenté are making extensive use
of the ﬁadia to disgeminate infprmation far beyond obtaining
i‘access tQ phe-pr S5S lrps. | .

| On® possible way of making sense of this is to supggest N

that the collapse of ideclogy implicit?ﬁn the postmodernist |

- 0
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déscriptinn of a condition marked by "the absence of meaning
precludes cuntei7é£ion over substantive issues through
discu;sive claims, if those claims cannot be backed up by

any security in regard to their meanings. Yet, in order to

appropriate and exercise institutional pouwer Cwhich, iFf
Grossberg is correct), stili exists, despite the claim that
powar disappears with meaning [Grossberg 1987a, p. &33)L
governments must sesk a consensus Blsawherq;lamplcging th
conventional categories of rhetorical argument, I wcu;d
suggest that this induces a move away Erom.;gggg ﬁn athos
and pathos in which the media provide the scene upon which
Y,
those forms of contestation can be mosp effectively
pn&tragad. In regard to the increasing distance hetuween
affect and ideology, Grossberg states that "it is if one
were té axbariance and in certain ways live values without .
actually investing in them (it doesn’t matter what matters)
because our affective investments seem to have alrsady been
.determined elsewhere, inyanother scene” (Ihid., p. 44), and
if as_I claimad earlier, that affect is.tha equivalent to
aesthetic éxpsriencs] then thét other scene for its
determination is the madig.

One of the reasons for arguing thgt thé sphsrglof art
cannot be considered.as the last refuge of fraedomlbf a

realm free from alienation was to indicate that'ae%thetic

[:lkgxpariahca itself was open to manipulatidn, and hanqp'tn the

operations of power, -and that this is not simply a matter of
\\ S | ' 178 ': ' _ -
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the commodification af the sphere of art itselfF (as some
postmodern critics would have it), but is also a8 question of
the communicative effects of the work of art itself, whether

mass produced or not; thus it is not Jjust a question of

Al

cnnsumptioﬁ, but élsu how it is articulated with the life of
the subject or subjects. As Jauss notes, this is
characterized by a fundamental ambivalence to the assthetic
experience, which at one extreme can break through
sadimented social norms, and at the other lead to
Padéptation tb ruling ideology,” and this was meant to
indicate how the domain of the aesthetic is also open to the
aperations of pousr.

Thus, if consensus no longer appsérs within discursive
stfatagias, I suggest that guvernmeﬁfs will seek to obtain
the necessary legitimations to govern on the terrain of the
aégthatic. Tha connection with the msdia is made hy the

eai&zation that working on the terrain of ethos and pathas -

requires the wse of fbrms1of exemplary action, not good

easons, and\ it is the maﬁia, especially television that
provide the space in which‘thdsa gxamples can be simulated.
This doas nDF sdhgest that a reading of a given text will
suffice to gbarantgg its effects, sinﬁe it is within the

site of an audisnce that the effect is determined, in terms

of the various modes of identification that I have ouglined.

At this level of abstraction, all that can be.posited.is

that ranua'kwhich is not an exhaustive'one) of dispositions,

*

whose Sﬁacifrc effects would have to be determined locally

[

[}
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and with regard to the way in which the advertisemant is
articulated with the other discourses constitutive of
subjects at given historical Junctures, and indeed in the

way the advertisement competes for attention in the media

themselves. 3

roul

- If the invocation of certain signifiers is ncfiééger a
guarantee bf'meaning and technical compromise no longer is
sufficient to justify certain forms of control, then
legitimation doas indeed need to be determined "in another
scene.” Recently, much attention has baa% péiq to the
notion of a "politics of style,” which I think is
symptomatic of this relocation onto the terrain of the
aesthetic. ﬂé I suggastéd at the beginning, this was the
casé with Gary Hart, who both gainéd and lost a constituency
on the basis lf the exemplarity of his bhehaviour, and thus
offered himself as a model in the senses of the modalities of

identification outlined above, Ealfing somewhere in between
the perfect aud imperfect hero, the transition to the latter
-possibly signjllihg his ultimate downfall. .what is
significant in this-ﬁass is tﬁe sense that both the rise and
decline in pobdlaqitg were predicated not on any particular H
5ubstan§;ve,i§1ues; one does not remember what Gary Hart

"stoﬁd for” except as one who.was able to mobilize a large

segment of the population’through the category of youth. .
Increasingly, it is conduct that ‘becomes the fFocus of

- attention, owver ag;&nst any particular platforms that may be

. 180



espoused., This seems to appear as the logical form, if X,
then Y, where exemplary behaviour (X) stands as the
guarantee of being a good politician (Y).

It is difficult to suggest what may determins this
particular shift. All I want to do here is point out the
transfer into this domain. Although ethos, the need to
engender trusﬁ in his or her praoject, has always been a
significant part of éng politician’s work, 1 am suggesting
that this 1s'increasiﬁglg the place where legitimacy is
obtained and maintaingéd, over against technical positions on
the economy and the like. Hara,‘pulitics movas onto

aesthetical terrain éhrnugh the ués cE.the media which
offérs the means to create simulacra of the lifagnrld,
aither in terms of a conservative prnja?t by the invocation
of a parfect past to be restored (the work of art as )
anamnegsis), or from a liberal perspective of the projection
of norms: to be instituted in the fFuture. The key aspect of
this 1is the functinﬁ\:g'nf the simulacra. In this case, the
use of the media by the political apﬁaratus éigﬁifies the
attempt to invoke the social in a méaningful way through the
use of representations that are not meralg.textual, not
simply semiptic, but also affective, in terms of the way
they construct a scene which fFunctions ‘metonygmically in
relation to the viewer;s axperiences, The positing of the

. concept of 1danti§ication allows primarily for iﬁsight into

how these processes function mithnutrresnrting to purely

textual analysis, texts which as Grossberg points out in "

’
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regard to "postmodern statements” are too fragmented and

decontextualized to analyze in terms of any immanent

meaning.
»

Once we have rastnréd the communigative funﬁtinn of art
and devalapad'the concept of idantification, we can begin to
grasp the eféects of the political use of the media as a
means by which to exercise hegemony. Tha advertisment (as
the equivalent of the work of att) becomes the means to
simulate the lifegorld in a certain way, and works to fostar
forms of identification which become constitutive of
communities. It is tha'inter5ubJective aspect that is
crucial here, in the idea of shared experience, the
sensibility of mass culture. On the one fide as Grossberg.
suggests, this can bescome the means to dir\ct action in the
Face of dissatisfaction with the lifeworld in a counter-
hegemonic fashion. OfF course, as he alsu points out, there
‘is no guarantaa that the cultural rescurces availabla to do

| so will be used in such a way, and ! am sugg%sting that in \
x fFact, }t is thq ruling agencies who are increasingly putting -
thnsé resources to work on the side of hegemony itself. IF
-a; Grossberg desﬁribes, the characteristic actlgn of the -
category of Qouth today is a retreat into aestbstiéﬁzsd
forms of ‘behaviour, then this is the site on which politics
miil be contested.
A trivial example in keeping with the uses of rock

. r
musics is the recent campaibn by the federal government to
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stop sﬁnking amongst teenagers. Heré, Luba and Corey Hart
(stand-ins for the late eightiess notion of Canadian éLqpass,
thgs their 1déclugical significance) do what they do, to the
theme of "break free,” the slogan of the campaign. In the
context of the notion of aesthatic identification, it is not
however what they say, but what they do. Here,
identification with the exampiarg mérks precisely what Jauss
referrgd to as emulation, which "can bridge the gap between
agstg:iic Judgement and maral praxis:" In this casa, the
exhortation to "break free” gets its war;ant Eramtfhe scene
it helps to contextualize. The "ought” in this context is
not cnnnéctsd in any way with "good reasons” for not smoking
(for which ‘there aré.mangJ, but- through the simulatrum of a
lifeworld which is the promise of gon-smoking. The
exemplary conduct of those within this scene is construeted
within fhe space of tﬁ§—simulacrum o€~?7"rnck and roll
apparatus" and indicates the government’s movement onto that
terrain to contest sociél norms., (I think it is pppropriate
to add that in thhs case, the faéeral gevernment Ssemé to
feel that it cahnnt_bava competition on this terrain over
this pérticular issue;’and has recently legislated a ban on
tobacco advertising.“thus*giving itself free reign over this
topic in the madiqiqg

An explicit exémple of the usa‘of media to contasﬁ
moral praiis‘is lhélrecant "Family edu:atinh”vcampaign
wnderway in British Columbia ﬁbntioned at .the beginning of

this chap;ar. As outlined. to me by the Premier's Press

-
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Secretary, the campaign is designed to outline the various
"options” available to the family, ranging From the use of
cnntradsptian to foster paraenting to adoption. As 1 noted

at the beginning, the key stfatagg in regard to the adoption

commercials is to suggest adoption as a viable, if not the

-

only acceptable, alternative tp abortion as a solution to
“unwanted Sgégnancg. Once again, 1 wbuld suggest thét ;t is
the example that offers.itself to be amulated. and that the
scene itself works matcngmica}lg in terms of a composition
characteristic of a middle-class snvironment to engage tha

" viewer in ralat;mn to his or her own history, or with other
rsprasantatioﬁs of an idealized, Fully aesthsticized
simuiﬁcrum af‘what that snvironmant‘wuuld be like which
circulate i? our culture, ‘ﬁéainst this is the simulacrum of
thé Family itsélf, where the question of adoption becomes a
collective one, the "ought; being the restoration of the
stabilif;'of the family through playing one's part by makiﬁg
the "right” decision. If I may ba-parmittad té add another
term to an already lengthg list, the simulation of the
family circumstance (read crisis of unwanted . child, which is
nog unﬁénéed a? a&l, axcapt parhgps hy its uncaring, selfish
mothér) is characteristic of what len Ang terms "emotional

. ,rpalism’ jwhich she coined to express the fact that viewers = |,
identified with spap ope;a characters on én emotional level
in termg df the identity between the experience of the

.3, -

characters.and those of the viswers, disregarding the non- ﬁr
. . A

A
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cqrrespondance between the viawar's socio-economic staﬁus
and those of the characpérs in Dallas (Ang 18BS, pp. &&—&%).
The Fact that they aren’t "real” is irrelevant, since the
gituations which thay Face do correspond to circumstances
which the viewers must negotiate in their daily lives. Thae
correspondence is thus not on fha lavel of the "truth” of
- economic conditions (in which a clear contradiction exists
between the telsvigggl scene and the social reality of the
.viewafsj, but at the leggl of the experience of emotional
identification with the characters. This I think also
holds true of the adoption cbmmaécigls. However, the
significant difference is that Dallas is a sopap opera, and
hence a deliberately fictionaliZzed account (of which as Ang
points out, the viewers are well aware); the adoption
commercials on the other hand are the product of the
.gnvarnmant of British Columbia. My argument, at one level,
Rsuggasts that they are the same, and this is the key reason
IEor‘attampting to show that governments do indeed contest
their claims through aesthetic strategies, thus the
distinction baetussn fictions af one level is difficult to
maka._.Hodaveﬁ, at anot;er level, there is a clear
qiffarapda betwasn thé.twn. not anly in #erms of thsir
'ngsba¢tiva_snurcas, but aiso in intevdéd effect. Whether or
‘not “the effect is as intended is up For debate (my
: suspicions'afa that in this case it is not, éince in all
likelihood the majority of unwantad pregnancxss occur 1n
single woman of lower SDCLD-BCDanlC status whare moral

. l
EE L

" 185 - B



” : ' -
good may be displaced by economic survivelism); aven if

 television’s prngramming function is only to deliver tha.

audlenca to the advertisers, the irony is that the . J '\ _'

Ty
B

government is maitiﬁg there as tha hurchaser_cf the spat's

Tn'ang case, a full empirical investigation is outside

Ptha scope uf this essay. .The examples' prnffarad here are
L]

intended to indicata how the thamatizatian af aesthetic
Qe
axparlanca and mndas of idantlfi:atlan is progper in tha

~ .
investigation of political cqmmunication, and indeed offers

3

another level that seaks.gp,overcoms the aﬁorias_that appear

within caonventional iﬁaological analysis which takes a “
maﬁﬁiﬁg—iﬁmanent text as its object. That is not to say

that aesthétic strategies ara‘nmt,ultimatélg linked to
’ " L4

idenlogical goals, but rather to suggest that the Formation
of consensus works through mndssznf aasthatic,iaentigicazinp

rather than through discursive or semidtlc maﬁoauvers If,.
b

% I haee suggested, governments increasingly ssak to'

~

'legitlmize tha contrul aver institutinns of _pouwer in other ~'s
ways than ratinnal discursiva claimq, thd(:;;matizhtian of
aesthatic,attitudas is essantial tp_unﬂarstahd tﬁ; dbmbclic
prn;essas thatjafe apprnpriatad‘toward“the legitimihatiun of

pcwar. Tha increasxng use of advertising by governmanta S
1ndicates the apé%%priation of the mad1a to do that work .

LY

' The restoration DE the communicative Functinn of thé wark af'

- -

“art and its norm- sustalnlng and nnrm—creating aspects ovur
/\_/ﬂ ¥

against the dogma oE autnnnmg and disintersst is the firsat
¢

* < oy
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stage in this endeavour. Once this is re-established, it is
9 .

then possible to make available the ccncéﬁt of aesthetic

experience as an essential part of the formation of =

politfgg; communities and condtituencies. Hers, the

“— .

postmodernism of signifgingwpracticés links up with the

notions of taste as the basis of the sensus cnmmbnis, whera
action is predicated on collective gesthsetic experiences.
What needs further study on this basis is the effects of the
intervention of governﬁents into the sphere of aesthetic
production, and how that may work to Form cammunities on the
basis 6F fForms of aesthetic identification, which are then
translated back into evergdag\praxis.- As both Jauss-énd
Grossberg suggest, the ambhivalence of the aesthetic )
experience learig indicates that the modalities pf
identifiqﬁéiun have positive aspects in terms of empowgrment
or emancipation, but can also be the site for further
alienation and the reinforcement of existing conditions of
unequal distributions of power. Judging by the figures, the
gcva;nmﬁnts have made the decision to buy into the aesthetic
domain in order to promulgate social norms hf behaviour that
reflect an interested representation of the social, The
theoretical aspects of aesthetic experience worked through
in this essay can be considered nn}u as tha fFirst step;‘
toward an understanding of how this domain is constitutive
of social reality. Ultimately, this must go cae step
Further toward a critique of aesthetic practices in order to

demonstrate what effect the shift toward aesthetic ™
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production and reception has _in regard to social fFormations

+———and their links with particular political intarésts.

,
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NDTES

1., This marks the major difference between Hart and tha
Kennedys to whom he was compared. The press and others as uwe
now know suppressed information about the private lives aof
both Robert and John Kennedy, potentially scandalous
information that was revealed only subsequent to their

respective deaths. As the situwation Hart Faced demo ates,
this is no longer the case.

) 2. Clearly the failure of Jjuries in the lower courts to
convict Morgeénthaler of performing illegal abortions
contributed to the ruling of the Supreme Court on his test
case-under the Charter of Rights provisions in the

Constitution; a document that was not made law until after
his acquittals.

3. I am indebted to Naurice Charland for bringing this
aspect to my attention.
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