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JOANNA KLARA TESKE

THE METHODOLOGY OF ART
(CRITICAL/RATIONALIST AESTHETICS):
PROJECT OF A NEW PHILOSOPHICAL DISCIPLINE

Abstract. This essay presents a project of a new discipline — the methodology of art. By ana-
logy with the methodology of science, the task of the new discipline would be to investigate art as
a cognitive activity, in particular, art’s cognitive method. The justification and closer description of
the project takes the form of a table comparing the four types of cognition — the exact sciences
(interpreted along the Popperian model), the humanities, the methodology of art and art — in terms
of their object, method, format of knowledge, relation to truth, ways of justifying beliefs, the
possibility of constructing experiments and the like. In the conclusion the essay offers some com-
ments on the “artistic” mode of cognition. The main thesis of the article concerns the need and
possibility of rational reflection upon art conceived of as a non-scientific mode of exploration of the
human psyche.

The present paper outlines a project of a new philosophical discipline— the
methodology of art alias critical/rationalist aesthetics. The former name indicates
an analogy between the new discipline and the methodology of science, the latter
expresses the project’s indebtedness to the philosophy of Karl R. Popper, for
whom the two adjectives — “critical” and “rationalist” — were synonymous and
defined the essential characteristic of all scientific investigation.

A scientific (or philosophical) discipline is defined in the first place by its sub-
ject (including the aspect by which the subject is examined), method and purpose.
The methodology of art would have art, in so far as art is a cognitive phenome-
non, for its subject. In particular, it would be occupied with the “artistic” method
of cognition. Its status would be that of a philosophical discipline, offering
reflection on art conceived of as a mode of cognition (hence it would enjoy the
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status of a meta-cognitive discipline). The method of the methodology of art
would in principle be the method of philosophy: critical discussion of various
stances and arguments (reconstructing their hidden assumptions, explicating their
implications, examining their logical coherence, but also, whenever feasible, con-
fronting them with “empirical data”). Its aim would be to explore the cognitive
aspect of art in a systematic way, also, possibly, to formulate in this respect some
guidelines for artists, art recipients or scholars.'

Among the specific issues which the discipline might explore, one might
enumerate the object of artistic exploration (e.g. internal vs external reality), the
status (e.g. certain, hypothetical, probable) and format of knowledge obtained via
art (e.g. conceptual, propositional, experiential; subjective insight vs objective
model of reality), justification of this knowledge (e.g. falsification or confirmation
with reference to the personal life experience of a recipient of art or the aesthetic
experience itself), the quality of “artistic” cognition (e.g. rational, empirical, gene-
ral), an artwork’s affinity to scientific experiment, applicability of the concept of
truth to art, the phenomenon of interpretation (its aims, rules, possibility in the
light of art’s notoriously ambiguous and contradictory nature), aesthetic
categories (e.g. beauty, harmony, ugliness) and their contribution to cognition
obtained via art, the presence of cognitive progress in art (e.g. accumulation of
“artistic” knowledge, evolution of the “artistic” method, keener self-awareness of
the recipients of art), the creative process (viewed as a cognitive process in terms
of interaction between the mind of the artist and the work of art) as well as the act
of reception (viewed as a cognitive process in terms of interaction between the
mind of the recipient and the work of art), the categories of art that should be
distinguished with reference to art’s cognitive function (e.g. verbal and non-verbal,
representational and non-representational, fictional and factual). Some of these
issues are briefly discussed further down in the paper, while the list is obviously
not intended as complete.

As regards the distinction between the methodology of art, the humanities and
art criticism, basically, examining the same object, they would approach it in
diverse ways. In particular, the methodology of art would not comprise either
interpretation or evaluation of any specific works of art or the record of their

! As regards its contribution to humanistic scholarship (e.g. literary studies), the methodology of
art might provide certain interpretative guidelines (e.g. contradiction located within an interpretative
hypothesis falsifies it unless it can be demonstrated that the contradiction derives from a contra-
diction located within the artwork; a work of art should be viewed together with the responses it has
generated; the significance of a work of art should be assessed with reference to the insight into the
human mind that it has occasioned).
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reception. The task of describing, evaluating and presenting the work of art to the
public belongs in the first place to art criticism (literary, theatrical, musical and
the like). As for the humanities, they might comprise (apart from disciplines such
as history or linguistics) a general theory of art’ as well as all sub-disciplines
examining in detail specific forms of art (e.g. narratology, prosody or the theory
of counterpoint), supplemented with critical (in the Popperian sense of the word)
descriptions and interpretations of individual works of art (even though the
scholarly status of interpretations might be doubtful, the exclusion of any con-
sideration of meaning would in effect render all studies of art nonsensical), and,
finally, supplemented with the history of art: an attempt to describe systematically
and to comprehend art’s evolution, the current state of affairs included (without
passing any moral or aesthetic verdicts, the humanities might note certain regu-
larities, such as the rise of art’s “self-consciousness” in postmodernism). Neither
art criticism, nor the humanities need in their investigation of art be limited to
art’s cognitive aspect, to the exclusion of art’s decorative, therapeutic, com-
municative, entertaining, commercial or any other aspects. In contrast with the
methodology of art, their approach is comprehensive. One might also note here
that, provided that one accepts the idea that art need not be limited to a collection
of works of art but should be perceived in broader terms as works of art taken
together with the processes of their creation and reception, both art criticism and
the humanities (i.e. the disciplines concerned with art) should be viewed also as
part of art; their status, in other words, would be dual: part scholarly, part artistic.

The proper scholarly environment for the new discipline would further be con-
stituted by the methodology of science (the two might perhaps cooperate when
investigating the methods of art and science, e.g. their use of experiment), co-
gnitive studies on consciousness, psychology, anthropology, evolutionary theory
of the mind, naturalistic theory of art and possibly many others.

Last but not least, one should consider the possible threat that the methodology
of art might pose for the freedom of art. The methodology of science does not
seem to have affected science badly, so the risk should not perhaps be exagge-
rated. Alternatively, to prevent any undesirable effects of that kind, one might
deliberately resign from the normative approach within the discipline. Some inter-
action between the methodology of art and art might at the same time be inevi-
table. Nota bene, according to Popper, art (together with other objectified products

% Alternatively, this general theory of art might be viewed as a prerogative of aesthetics —
a traditional philosophical discipline (not to be confused with the critical/rationalist aesthetics pro-
posed here).
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of the human mind, which constitute world 3) may be used by man in the process of
self-creation, since it not only helps man develop his/her mental faculties, but has
also helped man become a self-conscious being (Knowledge and the Body-Mind
Problem... 140-142; Unended Quest 229-230). This property of art invites the
question whether critical aesthetics should only monitor or also try to control the
transformation of human mentality that may be achieved via art; whether this kind
of control would be feasible (world 3 being to a large extent autonomous, it might
make little sense to try and predict, let alone direct its future course), desirable/
ethical (and if so, what values should be selected as fundamental for the pro-
gramme of such control).

The present paper is written in the form of an annotated table which compares
and contrasts four cognitive enterprises: natural science (the 1% column), the
humanities (the 2™ column; both natural science and the humanities are presented
by and large along the Popperian model of science),’ the methodology of art, i.e.
the postulated discipline (the 31 column), and art itself (the 4™ column), discussed
here above all as a mode of cognition (i.e. in the way in which art might be
studied by the methodology of art). The table is followed by a couple of closing
remarks concerning art as a mode of cognition.

® The presentation of natural science and the humanities is based on my discussion of the
possibility of adopting the Popperian model of science in the disciplines concerned with culture, cf.
Teske “The Methodology of the Humanities...”. Also when discussing art, I will rely on Popper’s
approach (which I tried to reconstruct in the same article), whereby a work of art is conceived of as
an empirical (real) though essentially immaterial object belonging to world 3 or, more precisely, as
an objectified product of the human psyche.
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I The list of disciplines is not supposed to be exhaustive (there are other basic kinds of science,
such as mathematics and logic or the social sciences; there are also many other philosophical disci-
plines such as metaphysics, the theory of cognition or the methodology of science). I juxtapose only
the four selected disciplines so as to bring out certain cognitive elements that art and the humanities
appear to share with science (indicating also the relevant differences between them), and so as to
explain why the methodology of art, conceived of as a philosophical discipline (complementary
with the methodology of science), might help define the proper domain and method of art, art criti-
cism and the humanities.

i The humanities should best be perceived as empirical disciplines investigating the realm of
culture. The artistic status of the disciplines concerned with art, a consequence of their being a re-
sponse to art, hence also (if one accepts the broad definition of art) part of it, cannot, I think, be de-
nied. Even though elements of philosophy can probably also be found in the humanities, I am un-
willing to recognize them officially as part of the humanities so as to keep the distinctions, in so far
as this is possible, clear.

i One might note here a certain difference between the aims of art and of the other cognitive
enterprises under discussion, in which results obtained in the process of research may find practical
application, i.e. in which aims other than cognitive have traditionally been dependent on the primary
cognitive aim (this might apply also to the methodology of art postulated here). In art, by contrast,
non-cognitive aims are realized independently of the cognitive aim. It might further be noted that
quite possibly cognition is not in its original essence an impractical activity undertaken in the name
of the idealistic search for truth but one of the strategies serving genes — their survival and dissemi-
nation (or else the survival and propagation of individuals and species in the more traditional variant
of the evolutionary theory; cf. the theory of Konrad Lorenz), which, however, does not preclude the
possibility that rational and free creatures might transcend this early biological determination of
cognitive activities.

¥ According to Popper’s view of the humanities, they should examine objects of world 3 as, first
and foremost, objects of world 3 and not as objects that might provide us with some insight into
world 2 (In Search of a Better World 165). This seems reasonable: world 2 (human consciousness)
is examined scientifically by psychology (one of the social sciences) and artistically (by art). At the
same time, however, it does not seem possible to totally ignore the human mind in the humanities: if
art is a mode of exploration of the human psyche, then investigation of art will obviously need to re-
fer to the human psyche as well.

¥ Attempts have been made to replace the abstract ideal of truth (defined in classical terms as
correspondence between the content of a proposition and a state of affairs) with a more modest, test-
able and serviceable concept requiring correspondence between ideas and observable reality. How-
ever, such attempts might close scientific investigation in a vicious circle, the concept of ob-
servability being determined by theory (cf. the discussion of Van Fraassen’s concept of “empirical
adequacy,” which obtains when all consequences of a theory referring to directly observable objects
are true, in GROBLER 294-7).

¥ Personal does not mean here “less true” or “entirely relative to the individual artist or art
recipient.” It merely indicate that the aesthetic experience and hence also the knowledge gained in
contact with art (but not the meaning inherent in the work of art) may vary and be relevant to a
particular individual (and not to others). The distinction between the meaning inherent in a work of
art and the meaning experienced by an individual in contact with the work is problematic, and this is
not the right place to analyze it in detail. Here I merely wish to emphasize that the aesthetic
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experience though highly individual may be discussed in terms of truth. Consider, for example,
Johann Wolfgang von Goethe’s individual (subjective) response to the music of J. S. Bach. The poet
said that listening to this music, he felt as if inside himself “the eternal harmonies were conversing
with each other, as this might have happened in God’s bosom short before the creation of the world”
(cf. “die ewige Harmonie sich mit sich selbst unterhielte, wie sich’s etwa in Gottes Busen, kurz vor
der Weltschopfung, mochte zugetragen haben,” qtd in KLEBMANN 91). Some people might find in
these words an adequate description of their own response to Bach’s music; others might not. The
point is that the words constitute either a true or false description of Goethe’s own experience and
that they are true or false (as the case may be) in an objective (absolute) way.

¥ii I fact, the format of knowledge obtainable in natural sciences need not be homogenous either,
but compared with the humanities specific distinctions seem less significant there. In the humanities,
where general laws are few and far between, it seems more important to emphasize the collection of
specific information about works of art (each of which is in principle highly individual) as well as the
distinct sphere of interpretations (hypotheses concerning the meaning of artworks), to which the
procedure of falsification may not easily be applied, whose scholarly status therefore is uncertain.

viil Bollowing Grobler (249-250), I employ here the approach and terminology offered by Den-
nett in his book Kinds of Mind. The author distinguishes three stances: physical, design and inten-
tional, which offer causal, functional and intentional explanations, respectively. All three are justi-
fied and their choice should be dictated by the circumstances. With reference to art the most obvious
kind of explanation is intentional (referring to the artist’s intentions), however, also functional
explanation might be useful (i.e. an explanation which assumes that the object in question has a
design and its operations may be predicted on this basis, DENNETT 27-29).

X When discussing the format of knowledge, justification of knowledge and its status, it is im-
portant to remember that in the Popperian model no theory/thesis may be conclusively verified
(proved to be true). The critics of the Popperian model point out that for a different reason (meth-
odological rather than logical) no theory/thesis may be conclusively falsified either (cf. chapter 6 in
Chalmers). This, however, is not to say that their value is therefore unspecified; there are various
criteria that help compare competitive theories/theses such as their explanatory power, simplicity,
testability. Theories/theses which are accepted into the corpus of knowledge are those that have
been corroborated, i.e. critically examined, subjected to various tests and, though in principle falsifi-
able, not falsified in the process (not proved to be wrong).

¥ Cf. Popper’s opinion about the irrationality of science as regards the context of discovery: ...
my view of the matter, for what it is worth, is that there is no such thing as a logical method of hav-
ing new ideas, or a logical reconstruction of this process. My view may be expressed by saying that
every discovery contains ‘an irrational element,” or ‘a creative intuition,” in Bergson’s sense. In a
similar way Einstein speaks of the ‘search for those highly universal laws . . . from which a picture
of the world can be obtained by pure deduction. There is no logical path,” he says, ‘leading to these .
.. laws. They can only be reached by intuition, based upon something like an intellectual love (‘Ein-
fithlung’) of the objects of experience” (The Logic of Scientific Discovery 8-9).

% Alternatively, one might refer to artworks as “tools,” though the word seems less adequate, in-
viting associations with repairs (specific problems to be solved, defects to be removed) and standard
procedures (tools are rarely of unique design, to be used once only), whereas art is imaginative, un-
predictable in its effects and uncircumscribed in its construction, i.e. it displays features which seem
to be nicely captured by the word “experiment.” (Another option is to speak of art as a means of
cognition and thus not to prejudge the possible analogy between science and art).
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i Artistic experiments are devised by artists, conducted by art recipients on themselves and
commented upon by critics. Though they do not in principle seem subordinate to any prior hypothe-
sis (in particular, one that would be consciously and explicitly formulated), one might note, espe-
cially in modern art, for example in contemporary British literature, a growing cooperation between
theory and artistic practice, i.e. between scholarship and art (cf. also dodecaphony, a slightly difter-
ent case — the academy not being involved — in which the theory formulated by composers clearly
preceded their musical compositions).

Ml A rtistic experiment might perhaps be comprehended as a “controlled” occurrence of an un-
usual phenomenon that prompts a search for a theory capable of explaining it as more or less natural
and, if the theory be found, justifies it (the theory); i.e. with reference to the abductive procedure
formulated by Peirce as alternative to inductive and deductive reasoning (cf. GROBLER 102). The
concept might apply to art’s method as 1) art seems to confront the recipient with unusual phenom-
ena (cf. the artistic requirement of originality), 2) artistic experiments do not seem subordinate to
any prior hypotheses (this, however, might be mere appearance).

v A detailed discussion devoted to the question of contradiction in art, art’s cognitive function
and the humanities can be found in my essay ‘“Poznawcza koncepcja sztuki i metodologia nauk hu-
manistycznych wobec sprzecznosci w dziele sztuki.”

* This matter does not seem obvious, though. One may definitely experience simultaneously
various polar emotions (love and hate, for instance), but this does not count as contradiction (cf.
Popper’s examples of contradiction in nature, Conjectures and Refutations... 329). In the Popperian
interpretation of contradiction (one object exemplifying and at the same time not exemplifying a
certain property), contradiction cannot be found in the human mind as such: one may not both suffer
from a mirage and not suffer from it. However, in the content of human conscious experience,
especially of someone under stress or suffering from mental disorder, this may well be the case, e.g.
one may both consider oneself guilty of a crime and not guilty of a crime.
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ART AS A MODE OF COGNITION — CLOSING REMARKS

Art, taken as a cognitive activity, is ultimately concerned with truth, not with
beauty or any other traditional aesthetic categories such as ugliness, tragedy,
humour, intricacy and the like, though these might be relevant as qualities which
may evoke certain reactions (such as elation, repulsion, desolation, amusement,
puzzlement or catharsis). When approaching any cognitive activity, it is helpful to
distinguish the context of discovery and the context of justification. As regards
art, the context of discovery might perhaps be defined in terms of six basic artistic
modes of operation, which in various periods of our civilization might have
gained or lost in their relative importance:

1. Adventure of self-exploration: this category seems most relevant and per-
ennial, and consists in art’s ability to offer infinite opportunities for extending
one’s real life experience. Artistic experiments challenge one’s habitual view of
reality by confronting one with man-made objects (artefacts), some of which (i.e.
works of fiction) additionally offer vicarious life experience. By registering and
reflecting upon one’s reaction (perceptual, intellectual, emotional) to the work of
art, one gains self-knowledge; example: The Life of Pi by Yann Martel (the novel
which tests the reader’s credulity) or The Sleeping Beauty project by Taras Pola-
taiko (which tested the recipient’s readiness to risk an obligation of marital rela-
tionship with a stranger).

2. Stimulation: a phenomenon characteristic especially of the present times,
art which aims merely to provoke the recipient (this mode might be classified as
a variant of the former “adventure of self-exploration mode” with the aesthetic
component either absent or radically minimized); example: Merda d’Artista by
Piero Manzoni or 4’33’ by John Cage.

3. Personal testimony: ever since the ancient times art has been used as an
aesthetic expression of the artist’s first-hand experience (imaginative experience
included). The expression might entail documentation of social environment, yet
the most precious seems the presentation of intimate emotional and perceptual ex-
periences, either direct (e.g. in autobiographical fiction, self-portrait), or, more
often, indirect (as when the artist’s experience is attributed to a character or trans-
lated into the theme of the fugue). The artist’s testimony, if accepted as reliable,
adds to the recipient’s knowledge of other human beings and of oneself (as one is
naturally tempted to compare the artist’s experience with one’s own); example:
Treny by Jan Kochanowski (as regards the sorrow of a bereaved father) or Oranges
Are Not the Only Fruit by Jeanette Winterson (as regards the discovery of one’s
lesbian orientation in a conservative religious milieu).
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4. Store of knowledge: some kinds of art may present beliefs (not necessarily
true and justified — the word “knowledge” may, therefore, be misleading) on any
subject whatsoever for the recipient’s reflection; example: Waterland by Graham
Swift as a source of information about eels or The Union Street by Pat Barker as a
source of information about working class women in the Britain of the mid ‘70s.

5. Instruction/edification: the category seems relatively outdated nowadays
but in the past the artist was often presumed to know the truth or speak on behalf
of someone (or some institution, the authorities) that claimed to know the truth,
often so as to persuade the recipient to act in a specific way (didactic, religiously
or politically committed artworks belong to this category); example: Everyman
(instructing the audience about the wrongness of sinful life) or The Trilogy by
Henryk Sienkiewicz (a lesson in patriotism). Incidentally, this use of art has little
to do with cognition, though it may affect the recipient’s state of awareness; in
fact, it may well verge on manipulation and be considered abusive.

6. Alteration in the forms of cognition: certain genres of art may permanently
affect our perception of reality by modifying our “categories of knowledge” (John
338-339; it is worth noting that John voices certain scepticism as to whether the
process should really be regarded as cognitive); example: films which have taught
their audience that uneventful scenes full of vivid objects may be full of meaning
(Hollander, qtd in John 338-9) or fiction which, by describing in a highly plau-
sible manner thoughts and emotions of characters, has taught readers new
standards as regards knowing another human being (Cohn, qtd in John 339).

Not all kinds of art may operate in the six modes enumerated above (some of
the modes might be available only to representational or/and verbal art). Con-
versely, one work of art may simultaneously employ more than one of the modes,
and definite distinctions between them may sometimes be difficult to draw (esp.
with reference to modes 1 and 2, or modes 3, 4 and 5). Out of the six modes only
those discussed in points 1-3 truly refer to “artistic” exploration of reality, i.e.
cognition; points 4-5 are concerned with transmission of information (i.e. with
education rather than exploration), though admittedly they contribute to the
change in the recipient’s image of the world (i.e. the change they effect is of a
cognitive character). Finally, as regards ideas that can be part of a work of art,
these may either be formulated explicitly (as propositions) or translated into the
presented world (the fictional world acting as a model of empirical reality) or else
expressed by means of the form of the work (cf. Teske, Philosophy in Fiction 21-
22, 52-53). The three kinds of expression might be employed in various cognitive
modes (1-5).
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The above discussion concentrates on the methods in which new (emotional,
intellectual or sensual) perception of reality, new insights, ideas, etc. can be
gained as a result of contact with art. However, for this kind of experience to
count as truly cognitive (aiming at truth), it needs some kind of critical evaluation
(though not necessarily one so strict and systematic as that demanded by science),
and this is where the context of justification comes into the foreground. The
question is whether there are (internal to the work of art) any means of
justification of the cognitive content either inherent in the work of art or available
to the artist and the art recipient in the process of interaction with the work.
Popper, whose philosophy of science and art constitutes the framework of the
present considerations, refused to concede that art might perform the critical
function (though he insisted that it should not be reduced to expressive or
communicative functions, performing also the descriptive function; cf. Teske,
“The Methodology of the Humanities...” 290-292). Indeed, one may argue that
the aesthetic experience, in order to be cognitively productive, should sub-
sequently be subjected to reflection. In other words, although the change in
awareness may happen without man’s awareness, it might not under such circum-
stances merit the epithet “cognitive” (cf. John’s suggestion that we should distin-
guish between “learning from art and the more inclusive category of being
influenced or changed by art,” 330). In other words, the aesthetic experience may
need to be supplemented by critical reflection external to the aesthetic experience.
Alternatively, one might say that the problem is one of definition. If one defines
art as a body of artworks, then indeed there is little space in art for epistemic
criticism. If, however, one agrees on a broader definition, one which includes not
only works of art but also the creative and receptive processes, and in particular
the responses that artworks generate (in laymen, other artists, art critics and
scholars), then perhaps the element of criticism might be located in art criticism
and scholarship (which in this approach should be viewed as internal to art).
Finally, one may also try to situate the element of justification in the aesthetic
process interpreted along the more conventional lines, i.e. as limited to the work
of art and the aesthetic experience. In her essay “Art and Knowledge” John
suggests that while the knowledge that might be obtained via art cannot easily be
justified by reference to the artist’s authority, as suggested by some authors, the
aesthetic experience gained in contact with an artwork and the personal know-
ledge of the recipient of art might well serve this purpose (333-335). Though
personal in character, this kind of assessment could perhaps count as an intuitive
form of falsification. It definitely involves critical examination of ideas and
rejection of those that have failed the test. An element of criticism might also be
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found in Popper’s interpretation of the process of artistic creation, in which the
artist examines critically the work s/he creates with reference to the original
project, which itself undergoes various modifications (cf. Teske, “The Methodo-
logy of the Humanities...” 292-294).

This brief discussion of art taken as a mode of cognition complements, I hope, the
cursory and often fragmentary information on the subject presented in the table.
Even so, it remains merely a sketch, documenting a need for a more systematic
research on art that might be conducted within the methodology of art.

WORKS CITED

CHALMERS, Alan. Czym jest to, co zwiemy naukq? Rozwazania o naturze, statusie i metodach nauki.
Wprowadzenie do wspolczesnej filozofii nauki. Trans. Adam Chmielewski. Wroctaw: Sied-
miordg, 1993. What Is This Thing Called Science?

DENNETT, Daniel C. Kinds of Minds: Toward an Understanding of Consciousness. New York: Basic
Books, 1996.

GROBLER, Adam. Metodologia nauk. Krakéw: Aureus and Znak, 2006.

JonN, Eileen. “Art and Knowledge.” Routledge Companion to Aesthetics. Ed. Berys Gaut and Dominic
Mclves Lopes. London: Routledge, 2001. 329-340.

KLESSMANN, Eckart (ed.). Uber Bach. Von Musikern, Dichtern und Liebhabern. Eine Anthologie.
Stuttgart: Philipp Reclam jun. Stuttgart, 1992.

PoPPER, Karl. Conjectures and Refutations: The Growth of Scientific Knowledge. London: Rout-
ledge, 1969.

PoPPER, Karl. In Search of a Better World: Lectures and Essays from Thirty Years. Trans. Laura
J. Bennett. London: Routledge, 1992.

PopPER, Karl. Knowledge and the Body-Mind Problem: In Defence of Interaction. London: Rout-
ledge, 1994.

POPPER, Karl. The Logic of Scientific Discovery. London: Routledge, 2002.

POPPER, Karl. Unended Quest: An Intellectual Autobiography. London: Routledge, 2002.

TESKE, Joanna Klara. “The Methodology of the Humanities and Karl Popper’s Philosophy of
Science and Art.” Studia Philosophica Wratislaviensia. Supplementary Volume, English
Edition (2012): 275-301.

TESKE, Joanna Klara. Philosophy in Fiction. Lublin: UMCS, 2008.

TESKE, Joanna Klara. “Poznawcza koncepcja sztuki i metodologia nauk humanistycznych wobec
sprzecznos$ci w dziele sztuki.” Przeglad Filozoficzny 3.83 (2012): 59-80.



THE METHODOLOGY OF ART 329

METODOLOGIA SZTUKI (ESTETYKA KRYTYCZNA/RACJONALISTYCZNA):
PROJEKT NOWEJ DYSCYPLINY FILOZOFICZNE]

Streszczenie

Artykut przedstawia projekt nowej dyscypliny — metodologii sztuki. Jej zadaniem, przez ana-
logi¢ do metodologii nauk, byloby badanie sztuki jako aktywnos$ci poznawczej, w tym przede
wszystkim poznawczej metody sztuki. Proba uzasadnienia i blizszym opisem tego projektu jest
zestawienie w postaci tabeli czterech typdw poznania: nauk Scistych (przedstawionych tu zgodnie
z modelem Popperowskim), humanistycznych, metodologii sztuki i sztuki. Zostaly one poréwnane
pod katem m.in. przedmiotu, metody, formatu uzyskiwanej wiedzy, relacji do prawdy, trybu uza-
sadniania przekonan czy mozliwosci stosowania eksperymentu. Artykul koncza uwagi na temat
trybu poznania, jakim postuguje si¢ sztuka. Gtéwna teza artykutu jest potrzeba i mozliwos¢ racjo-
nalnej refleksji nad sztuka pojeta jako nienaukowa forma badania $wiata psychiki.

Strescila Joanna Klara Teske
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