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ABSTRACT

HEGEL AND DANTO:
THE END-OF-ART THESIS
Biricik, Buket
M.A., Department of Philosophy
Supervisor: Prof. Dr. David Grinberg

Co-advisor: Assoc. Prof. Dr. Baris Parkan

January 2014, 69 pages

The purpose of this study is to provide an independent view of one’s own
on the issue of the end of art. In order to achieve this goal, this work
focuses on Hegel's announcement of the end of art and its effects on the

Arthur Danto’s philosophy.

Keywords: Hegel, Danto,Philosophy of Art, End of Art.
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HEGEL VE DANTO:
SANATIN SONU
Biricik, Buket
YuksekLisans, Felsefe Bolumu
Tez Danismani: Prof. Dr. David Grinberg

YardimciDanisman: Dog. Dr. Baris Parkan

Ocak 2014, 69 sayfa

Bu c¢alismanin amaci okuyucuya 6zgun bir bakis agisi olusturabilmesini
saglamaktir. Bunu basarabilmek igin Hegel’in sanatin sonu séylemi ve bu

sdylemin Arthur Danto’nun felsefesi Gzerindeki etkileri dne surtlmuastar.

AnahtarKelimeler: Hegel, Danto, SanatFelsefesi, SanatinSonu.
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CHAPTER 1

INTRODUCTION

Art has always been a reflection of one kind or another, for human being
throughout the course of history. There have been many considerations
on the status of art since one of the most influential philosophers of all
times announced that art had come to an end. This study will be an
exploration of the extent of the meaning of this ‘end’ with respect to art’s
place in Hegel’'s philosophy in general and Arthur Danto’s philosophy as

this meaning’s echo in the modern age.

In the second chapter of my study, | will start with Hegel's philosophy of
spirit in order to draw a somewhat clear map as to how we can get to
locate art’s function in his system of thought. In the subsections of this
first main section of the second chapter, | will give brief definitions,
explanations and examples for the subjective, objective and the absolute
spirit. By the end of the third subsection, which is where | talk about the
absolute spirit, there will be a transition into Hegel’s philosophy of art.
Here, there will also be another set of subsections consisting of the three
art forms that Hegel introduces us with, which are the symbolic, the
classical and the romantic form of art. At the end of the last subsection,
that is the romantic form of art, the first introduction of the mention of the

end of art will be made.



In the third chapter, | will introduce the reader with the phrase of the end of
art and start with where | have left off at the end of the previous chapter.
My aim for the third chapter is to present Hegel and Danto’s
understandings of the phrase end-of art and also present a few other
points of view related to the issue by making use of various sources. In
this chapter, | will mention what lied beneath Hegel’s announcement of the
end of art and then in a different section of the same chapter | will
introduce Arthur Danto and his understanding of Hegel’s meaning of it.
After | have mentioned Danto’s understanding of Hegel’'s meaning by the
end of art, | will go on to talk about his own understanding of it. One
should admit that the times that his character as a philosopher and an art
critic was first forming, it was not easy to break out of the dogmatic
environment that dominated his surroundings. Even though this was the
case, he turned his back on all of it and, with his article “Artworld”, came
up with a new way for people to look at art. The inspiration in writing this
article was his visit to the Stable Gallery, where he walked through an
exhibition of a number of sculptures made with the Brillo Boxes that Andy
Warhol had put forth. This was the defining moment of his further studies

about the issue of the end of art.

Brillo boxes enter the artworld with that same tonic
incongruity the commedia dell'arte characters bring into
Ariadne auf Naxos. Whatever is the artistically relevant
predicate in virtue of which they gain their entry, the rest of
the Artworld becomes that much the richer in having the
opposite predicate available and applicable to its
members. And, to return to the views of Hamlet with
which we began this discussion, Brillo boxes may reveal
us to ourselves as well as anything might: as a mirror held
2



up to nature, they might serve to catch the conscience of
our kings. (Danto, 1964)

When we think about humanity with everything that is involved in it, |
believe that change is a matter that is unavoidable in the history of the
human activity and art is one of the human activities that was also subject
to change through the course of history. What does it mean for art to
change? This change may imply changes in every aspect of art, that is to
say that the kind of changes that occur meaning of the artworks that are
produced, the artists’ attitude towards art and what is called an artwork

and what is not.

When we think of sculpture, we think of Michelangelo,
Canova, Rodin, Brancusi, or Noguchi, creating unique
objects of beauty and meaning. It would, before Warhol,
never have occurred to someone to create, as sculpture,
something that looked like a cardboard carton for shipping
packages of consumer goods. Not only did Warhol
produce exactly that — he did so through a process that in
a way parodied mass production. (Danto, 2009: 49-50).

Based on the points of view that | intend to present in this study, | will try to
form an understanding that will let the reader construct an independent
view on what Hegel's announcement of the end-of-art means for them.
The scope of the information and my efforts in guiding the reader towards

an answer to the question of whether the end has really come for art or not



will be limited with the works, which have guided me through this work and

are listed in the bibliography section of this study.



CHAPTER 2

HEGEL'S PHILOSOPHY OF ART

2.1. Hegel’s Philosophy of Spirit

In this section, the purpose is to establish a structure that will build up to a
point, where we can reach to some understanding of Hegel’s philosophy of
art. In order to do this, there are certain concepts and terms that have to
be introduced. With this in mind, it should be appropriate to start from his

philosophy of spirit, in the third subsection of which | will talk about art.

For Hegel, being is characteristically an always-improving process, in
which the Idea’ moves towards a certain end in a self-disclosing fashion.
This certain end that the Idea moves towards is the very thing that art
plays a role of a medium of, that is, the self-understanding or the self-
realization of itself. Throughout the history of humanity, human beings

have performed and considered art as a means of expression and it is, in

' Hegel believes, in fact, that nature must be understood precisely as Idea concretely
expressing or ‘externalizing’ itself ‘and doing so externally). Higher still than nature,
however, is human Spirit and its achievement of self-consciousness, in which the subject
reflects on itself as object or, to put it the other way round, the object becomes the
subject. Either way, the subject-object distinction is overcome. Thus, Spirit —self-aware
humanity—constitutes for Hegel the most adequate, concrete embodiment of the Idea
that ‘thinks itself. Hegel’s language here must be understood as figurative: he does not
believe that first comes Idea, then nature, then Spirit. Rather, he holds that Idea is
eternally ‘embodying itself’ as nature and Spirit. (Magee, 2011: 100)
5



this sense, a necessity, which lets us, human beings; express our feelings,
ideas, reactions against and towards events etc. In all ages of the history
of the world, art has worked as a medium, which human beings used as
an outlet of their spiritual world; thus, it was, in a way, inevitable for human
beings to produce art. The reason why the adjective inevitable is used
here is because | believe that it is a natural tendency in us to try and find
an outlet in order to work through our inner happenings within the
boundaries of our spiritual worlds. As a result of this expression, we may
end up with works of art that are the reflections of these inner happenings.
The role that art plays in Spirit’s journey of self-understanding and self-
realization is made possible via sensuous means. In this journey, Spirit,
first, realizes itself in nature in search of gaining the realization that it
seeks. While showing an effort in order to gain this realization in nature,
Spirit loses the quality of being in-itself. Because it is not in-itself
anymore, Spirit is alienated from itself, which brings along a problem but
because of the fact that the Spirit will always be in search of finding itself

and it will journey towards a goal, that is its freedom and consciousness.

Art reveals the absolute, and so, in their different ways, do
religion and philosophy. Art thus expresses the same
‘content’ as religion and philosophy, but in a different
form’. It expresses its content in a sensory form, while
religion does so in the form of pictorial imagery
(Vorstellung) and philosophy in the form of conceptual
thought. Philosophy is higher than art, both because
conceptual though is the essence of man and because
philosophy has a wider range. Philosophy can speak
about art, but art cannot speak in any detail about
philosophy, unless it is tending to become philosophy, and



this, in Hegel's view entails its degeneration as art.
(Inwood, 2004: xxiv).

The Spirit awakens in one single human being and then goes deeper in its
own consciousness and first finds itself in the community of the people.
This characteristic is particular to the world of the Spirit, which refers to the
lost the unity and the identity in the natural world appearing again in the
spiritual and the cultural world of the human being and what is rational
apprehending and turning into itself via human beings. Identity is lost
during the Spirit’s endeavor into finding itself in nature, without the result of
actually finding itself, but when it moves on to the spiritual world, this
identity is found once again because the spiritual world is something that

is both in and for itself.

The philosophy of spirit is again divided into three parts,
implicitly in the Jena lectures, but explicitly in later
Encyclopedia. The parts deal with subjective spirit, i.e.
roughly individual psychology; objective spirit, i.e. morality,
social and economic institutions, the state and political
history; and absolute spirit, i.e. art, religion and
philosophy. (lbid.: xiii).

Art, religion and philosophy constitute the stepping-stones of the cultural
history of the human being and by means of them the Spirit reaches its
self-consciousness. “World history is conceived as a process of self-
realization in which the Spirit (Geist) becomes conscious of itself.” (de

Mul, 2003) The reason why it is important for the Spirit to find itself in



these areas is because they are the constitutions, which are above and
beyond the individual and this is where the consciousness finds its
freedom. In art, the representations of the sensible objects that are
created are a part of Spirit's journey towards its “self-understanding” (de
Mul, 2003). It is important to understand Hegel’s Spirit in order to follow
from here to truly see where he is coming from in setting his ideas on

aesthetics.

Art thus has a high position in Hegel's system, but a
position lower than that of religion and philosophy. The
triad art-religion-science (i.e. philosophy) first appears in
the 1805-6 Jena lectures on philosophy of spirit. It
appears in his first major work, The Phenomenology of
Spirit of 1807, in a truncated form: art is there consigned
to the second stage of religion, the ‘religion of art’ (i.e.
Greek religion), in contrast to the ‘natural religion’ that
precedes it and the ‘revealed religion’ (i.e. Christianity)
that follows it. (Ibid.: xiii).

Hegel categorized the Spirit in three ways, that is, the subjective spirit, the
objective spirit and the absolute spirit. The subjective spirit is a reference
to the interior workings of the human mind; the objective spirit points to the
exterior manifestations of the cosmic mind in the political and the social
institutions; the Absolute Spirit is a reference to the product of the
Absolute mind, which is a self-thinking thought, manifested in specific

human activities that are art, religion and philosophy.



2.1.1 The Subjective Spirit

The subjective spirit mainly deals with the psychological functions of
human beings, which may consist of habits, appetite, judgment and such.
The spirit, which forms the point of transformation from the natural world to
the spiritual world, is not yet awakened in the human being during the
subjective spirit. Hegel divided the subjective spirit into three subsections,
which all deal with an ad hoc set of actions and activities for human

beings, namely, anthropology, phenomenology and psychology.

Anthropology, Hegel tells us, deals with Spirit still implicit,
‘Spirit in nature’. Anthropology, in other words, deals with
that aspect of us that is still mired in nature and is not a
function of the conscious mind. It is, as it were, the
‘natural self’, and Hegel calls it ‘the soul’. Hegel refers to
soul as the ‘sleep of Spirit’; the raw material out of which
character is formed. (Magee, 2011: 37).

Spirit first appears as a being that feels, void of the consciousness of the |
and in possession of certain emotions. In the particularity of these certain
emotions, the spirit loses itself only to realize itself by means of the body.
Things, which have something to do with the bodily needs and the
psychological affairs of the individual human soul, are all what we mean
when we talk about the subjective spirit. (Magee, 2011: 37). Hegel
believed that the subjective spirit, namely the Idea in the individual human

being, was lacking characteristics that will be fulfilled later at different

9



steps of the Spirit’s journey towards the goal of self-realization and self-
understanding. He thought that the body might seem as an externalization
of the spirit to us, which points out to the relation between the spirit and
the body as parallel to the one between the external and the internal
aspects of the Spirit. We do not see that the subjective spirit has formed a
relationship with the subject at this point. Hence, when the subjective
spirit comes face to face with the object, we may say that the object is
independent from and external to the subjective spirit, because the spirit

has not formed a relationship with the object yet. (Cevizci, 2009: 834).

Hegel uses both ‘concept’ and ‘Idea’ in apparently diverse
ways. But the Idea, for him, is strictly the concept together
with the reality of the concept. He often illustrates this with
the case of a man: his soul is the concept, his body is the
reality, and the whole man is the Idea. (Inwood, 2004:
Xix).

After this second level of the subjective spirit, Hegel describes it as a spirit,
which has ascended to some consciousness of the self and also, one that
can see other individuals both distinct from and one with itself. The
activities and capabilities, which and separate them from other animals,
are not the kind of activities that human beings deal with solely on their
own. This is why in the journey of the Spirit'’s self-realization, we will now

move on to the objective spirit.

10



2.1.2. The Objective Spirit

At the end of the previous section | have mentioned how the individual
human being cannot manage the activities that fall under the
characteristics pertaining to the subjective spirit on his/her own. This is
the point where the objective spirit is introduced and the individual learns
to handle these activities; that is within the boundaries of the communities

that they are living in or they belong to. (Magee, 2011: 162).

‘Objective spirit’ is the common spirit (in sense & above) of
a social group, embodied in its customs, laws and
institutions (right), and permeating the character and
consciousness of the individuals belonging to the group. It
is conceived as the objectification of subjective Geist (Enc.
[l §§483-552). (Inwood, 1992: “spirit”)

The individual spirit objectifies itself outside its unmediated surroundings
through social and political relationships just like the way the Absolute
expresses itself first in nature. In the objective spirit, the first step
constitutes the second step of the philosophy of the Spirit, and that is the
extent of the rights, which, according to Hegel, demands the individual to
find an expression external to his/her nature for his/her free spirit as
he/she is conscious of that freedom—as the independent spirit that he/she
is. Hegel believed that what is external to the individual is appropriated
and used by him/her and this is the way he/she expresses the above-

mentioned freedom. This individual human being is the person in whom

11



the objective spirit appears to be the freedom in the form of right, which is
also secured and recognized by everyone. This right that we are talking
about here is the kind of right that entails a personality by means of
possession and also, this personality entails with it the kind of capability to
have some rights that are either the right to possess or such. The person
can always give up this right but this might cause all the work and efforts
that are performed be in vain. This work, which the person was involved
in while performing it, becomes something that is external to him/her.
Although it is possible for the individual to give up this material ownership
and possession mentioned above, we could still talk about the existence of

an immaterial kind of ownership here.

As we, human beings, come to close confrontations within our
communities that we belong to, taking all kinds of interactions into account
that we take part in via our familial and social affairs, the point of self-
realization of the spirit gets closer. Spirit has not yet come to the
consciousness of itself in the objective spirit but it is nevertheless a
necessary part of the process of its achievement of this goal of self-
realization. It is closer but not yet there, the reason for which we will see

in the next section, that is the Absolute Spirit.

History is a coherent, rational development, because the
rise and fall of nations is governed by a single spirit. The
Weltgeist? is thus usually treated under the heading of

? The world-spirit realizes itself in a particular people (e.g. Greece), develops its spirit to
the full, and then withdraws from it and turns to another people (e.g. Rome). The spirit of
a people survives its withdrawal from the centre of the world-stage, but remains relatively
static and can never again make a decisive contribution to world-history. (Inwood, 1992:
“spirit”) The many varieties of ‘Spirit’ in Hegel are a source of great confusion, and in
particular there are many misconceptions surrounding his use of ‘World-Spirit'. Spirit
refers simply to humanity and its consciousness, which is unique in that it is capable of
self-reflection. Hegel argues, in fact, that all forms of Spirit are in one way or another
12



‘right’ or ‘objective spirit’ (PR §§341-60; Enc. Il §549), but
it is also responsible for the development of art, religion
and philosophy, and thus of absolute spirit. (Inwood,
1992: “spirit”)

2.1.3. The Absolute Spirit

The journey that the spirit has started within the individual soul was carried
on through the objective spirit when the subjective spirit fell short of
guiding the individual into learning to manage his/her inner affairs. During
this journey towards its self-realization, the spirit goes through an always-
improving process, which extends in and over time. That is to say that this
process is one through which spirit travels with the purpose of realizing
itself and reaching its self- understanding. The absolute spirit is where the
knowledge of the absolute comes to its highest level and at this point
Hegel explains that the absolute appears in the spirit of the humanity by
means of art, religion and philosophy, which are activities that are only
unique to human beings and make them different from other animals.
These three are the elements of the absolute spirit; such as government,
society and history are that of the objective spirit. Art, religion and
philosophy are elements, which do not stop their progression as long as

human beings carry on their existence, that is to say that they have the

aiming at self-consciousness, which is only truly achieved in Absolute Spirit (art, religion
and philosophy). Human consciousness, however, does not just suddenly appear on the
scene already actualized. In fact, Spirit must develop itself over times: the achievement
of human self-understanding is a long process, and history is essentially the account of it.
Thus, when Hegel looks at history he sees Spirit working within it as, in effect, its goal or
final cause. When Hegel refers to Spirit as what moves history, he often terms it ‘World
Spirit’. (Magee, 2011: 260)
13



characteristic of being able to progress infinitely.  Different from
governments and societies, these three elements of the absolute spirit
have this infinite quality because they do not cease to exist even though
human beings that have performed them at certain times or periods of
history do not exist anymore. For instance, even though the Hittite Empire
does not exist today, we can still come across some of the works of art
that they have produced throughout their history if we visit The Museum of

Anatolian Civilizations, in Ankara.

‘Absolute spirit’ covers art, religion and philosophy (Enc. lli
§8§553-77). Unlike (2) and (4) (subjective and objective
spirit), which are finite, it is infinite, since in it spirit is (an
object) ‘for’ spirit itself, but also because it reflects upon
what is other than, and thus limits or restricts, spirit.
(Inwood, 1992: “spirit”)

At the level of art of the process, which takes the Spirit through a journey
with the goal of its self-realization, contains the generation of the arts
through time, history, ages and cultures etc. Although this is a natural and
a necessary generation in the longing search for the truth of the absolute,
at the end, it cannot reveal the truth in its all entirety and it only offers a

form for the truth to express itself in what is sensory and physical.

Art, religion and philosophy are all activities that help us express our
unique human nature whatever their result is when those activities are
performed. We, as human beings, use art as an expression of the depths

of our individual perspectives with the help of various sensuous means.

14



Art, in Hegel’s view, portrays the human spirit, at first in a
bodily form, later in a more spiritual form. Art reveals the
absolute. It represents the absolute as spirit. And it
reveals or embodies the Idea. (Inwood, 2004: xiv)

Both art and religion meet on this common ground of sensuous expression
towards the achievement of the self-understanding of the spirit. However,
as we will also see, at the end of the section titled ‘romantic art’, both will
be inadequate as far as their capacities of expression go and this will be
where philosophy will come on the stage to overcome this inadequacy. As
one of the human activities pertaining to the absolute spirit, we will now go

on to talk about art, and more specifically Hegel’s philosophy of art.

2.1.3.1 Hegel’'s Philosophy of Art

| have mentioned in the first section of this chapter that art was a medium
through which the Spirit finds an expression of its self-understanding. For
Hegel, the purpose of art was to present the creations of beautiful objects
and in these objects resided the freedom of the spirit. “The content of this
world is the beautiful, and the true beautiful, as we saw, is spiritual being
in concrete shape, the ldeal; or, more closely looked at, the absolute mind,
and the truth itself.” (Hegel, 2004: 89). According to Hegel, art presented
us the opportunity to create products that are the very expressions of our
freedom. And only when we can say that the products that have been

created are the sensuous representations of our spiritual freedom, these

15



products are beautiful. Hegel believed the Ancient Greek sculpture to be
the very definition of beautiful and solely possessed the characteristic of
beauty because of the fact that they represented the freedom of the spirit
by expressing it through their visible structure created by the artist.
However, art is capable of this expression only to some extent. We will
see the process/progression of the capability of art through the three forms
of art, which are the symbolic, the classical and the romantic. The Spirit's
journey through these forms of art will also present us with different kinds
and forms of beauty within their boundaries. The aim here is to take this
journey with the spirit in order to see clearly at what point, for Hegel, it
might have ended for art. In order for us to see the journey of the spirit in
a clearer manner, Hegel defines and divides the arts into three main forms
and five sub-kinds. The main forms of art are, as | have mentioned above,
symbolic, classical and romantic, which are determined according to the
level of the possibility of their conception and physical expression of the
Idea. Through these three forms of art, we will see the Idea realizing and

objectifying itself, and its consciousness of the self.

This we may take as in the abstract the character of the
symbolic, classical, and romantic forms of art, which
represent the three relations of the Idea to its embodiment
in the sphere of art. They consist in the aspiration after,
and the attainment and transcendence of, the Ideal as the
true ldea of beauty. (Hegel, 2004: 88)

The first form of art that we will study is the symbolic form of art, which is

the subject of the next sub-section.

16



2.3.3.1.1. Symbolic Art

In this form of art, we see the sensuous expression of the abstract idea
perceived by the artist. The rational form is put into a sensory form in
order to have symbolization in that form but this symbolization is not a
completely transforming one because the sensory form does not cause
the rational form to go through any kind of substantial change or penetrate
the rational form in any way. The true beauty of the content, which is what
the artist is trying to present through this expression, does not meet the
sensory form, that is to say that the sensuous lacks the capacity to
express the full extent of the spiritual. The works of art that have been
created by the ancient Indians, Egyptians and Persians may be given as
examples for their failed and inadequate attempts in carrying out the
unique meaning of the spiritual content. For the ancient Egyptians, these
kinds of art works were the large statues that represented their gods,
which usually consisted of large animal bodies with human heads.
Because of this on-going inadequacy of expression of the rational form in
the symbolization, a conflict occurs between the rational content and the
sensory form. Despite the fact that there is this inadequacy of expression
in the symbolization, architecture still possesses the highest and the best
characteristics of the symbolic art because it presents fully accurate
symbolizations of the ideas in the material forms. Each one of the works
of art that fall under this category is the symbol of what they are trying to
express even though they may not meet the idea that inspires this

expression.
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In this material and in such forms, the ideal as concrete
spirituality does not admit of being realized. Hence the
reality, which is represented in them, remains contrasted
with the ldea, as something external, which it has not
penetrated, or has penetrated only to establish an abstract
relation. For these reasons the fundamental type of the
fine art of building is the symbolical form of art. (Hegel,
2004: 90).

The inadequacy of the power of expression of architecture exists because
of the fact that it cannot fully capture the exact spiritual content in the
material form. Symbolic form of art tries to unify what is sensory and
spiritual but it fails in these attempts as the products of this form of art are
in distorted forms, which shows that the spiritual content is not yet visible to

the audience in those forms.

For the limit of architecture lies precisely in this point, that
it retains the spiritual as an inward existence over against
the external forms of the art, and consequently must refer
to what has soul only as to something other than its own
creations. (lbid.: 91)

The kind of architecture that may specifically be given as examples in order
for us to grasp it in a much clearer way could be the temples that have
been built in the ancient ages; for the people to come together and perform
their rituals of different kinds. These structures are, for instance,
expressions of the spirituality that is experienced through different sorts of

religious activities.
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As the symbolic form of art does not adequately express the spiritual
content via the sensory form, in its attempt to find the adequate form of
expression, we will now move on to the classical form of art in the next

section.

2.1.3.1.2. Classical Art

What symbolic art lacks on the issue of the expression of the rational form
in the sensory form, classical form of art overcomes. In ancient Greece,
the sculptures, which were supposed to represent the gods, aimed to
capture what was spiritual in the tangible form, that is, the sculpture. The
rational form is not at all external to the sensory form at this point;
moreover, it penetrates the form and becomes immanent to it. In the
classical form of art, there is a certain inwardness that is obtained in the
sensuous form of the spiritual content. Although the form that expresses
the spiritual content is not distorted now that it has reached perfection in
that sense, there is still a limited capacity in the expression of the form,
which means that the spiritual content has not reached to its furthest depth

of inwardness.

This is the task of Sculpture. In as far as in this art the
spiritual inward being which architecture can but indicate
makes itself at home in the sensuous shape and its
external matter, and in as far as these two sides are so
adapted to one another that neither is predominant,
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sculpture must be assigned the classical form of at as its
fundamental type. (Hegel, 2004: 91)

Sculpture, as the form of art that has the most characteristic resemblances
under the roof of the classical form of art, expresses the infinite tranquility
of what is spiritual, which also has a sanctified quality. In this form of art,
the spiritual content finds its most appropriate expression in the sculptures
that are examples of the human figures. The human body and the
sculptures that are in the shapes of the human body reach the divine ideal
with all its totality. The sculpture of the Apollo, which has the quality of
visibility and tangibility and is made/carved out of stones, for instance, aims

to embody God in the form.

Sculpture can represent no spiritual content, which does
not admit throughout of being adequately presented to
perception in bodily form. Sculpture should place the spirit
before us in its bodily form and in immediate unity
therewith at rest and in peace; and the form should be
animated by the content of spiritual individuality. (lbid.:
91-92).

Although, the classical and the romantic forms of art both have perfect
expressions of the spiritual content in the sensory form, the former still
lacks the quality of reaching for the depths of inwardness of the spiritual
content. Hence, we will now move on to the next section, that is romantic

art.
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2.1.3.1.3 Romantic Art

Among these three art forms, the highest manner of manifestation of the
Spirit presents itself in the romantic art. This art form allows more space
for subjectivity and insight in the sense of capacity for them, compared to
classical art. Both classical and romantic forms of art provides the balance
between the form and spiritual content of the art work perfectly, however,
the romantic form of art overcomes what the classical lacks in its
representation, that is the depths of inwardness that it should reach the

kind of freedom that penetrates our souls.

The determining principle for the content of art, as well as
for the medium, which represents it in outward form,
comes to be particularization [dispersion into various
shapes, attributes, incidents, etc.], individualization, and
the subjectivity, which they require. (Hegel, 2004: 92)

In this type of art, the mind is expressed in a way, which is of the utmost
complexity and the spiritual content is neither symbolized nor presented
but rather overcomes the sensory form. Here, Spirit refers to what is
beyond externality and what its own internality is, hence, the subjectivity,
self-consciousness and the internal happenings of the Spirit ends up being
the main themes that are handled under the inclusive umbrella of the

romantic form of art.
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The classical form of art tried to present a perfect union of the embodied
soul and the body itself. The romantic form of art separates the body and
the soul from each other instead of trying to unify them, by which we mean
that it places the existence of the spirit in itself at one side and the physical
existence at another. The spiritual content progresses in a way, which
causes for it to lose the unity that it has between itself and its sensory

expression; it is free in this manner.

There are three types of art forms that are performed and that capture the
characteristics of the romantic art, which are painting, music and poetry.
In painting, we still see that the spiritual content has is bound and
connected with the material form. In music, the material form still binds
the spiritual content but in poetry the spiritual content loses its
dependence on the material and the spiritual content is expressed not only

through sounds but also through words.

Romantic art no longer gave an immediate expression to
the ldea, that is: because its spiritual content transcended
the possibility of an adequate sensuous representation, it
has to be explained in order to be understood. (De Mul,
2003)

We have reached to the point in the romantic form of art, where the
spiritual content moved beyond the sensuous expression. At this point the
spirit will have finished its journey in art, in which it was trying to find the

sensuous expression of its freedom, and from here on, art will have a
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limited role in the sense that it will no longer be a medium for this kind of
expression, which is why we will now move on the issue of the end of art

in the next chapter of this study.
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CHAPTER 3

End of Art Theory

3.1. Hegel’s End-of-Art

At the end of the second chapter, we have reached to the point where art
was no longer an adequate was of expression and it lacked to provide the
kind of medium that the spirit needed for the expression of its freedom and
the achievement of its goal to reach its own self-understanding. Poetry
was, according to Hegel, where art came to a dead end in terms of
providing the spirit the necessary forms of expression. Even though, in
poetry, the material strings attached to the spiritual content was let go, to
the highest extent that art could offer, the spirit still had to move on to find

the most adequate form of expression for its freedom.

Poetry is the universal art of the mind which has become
free in its own nature, and which is not tied to find its
realization in external sensuous matter, but expatiates
exclusively in the inner space and inner time of the ideas
and feelings. Yet just in its highest phase art ends by
transcending itself, inasmuch as it abandons the medium
of a harmonious embodiment of mind in sensuous form,
and passes from the poetry of imagination into the prose
of thought. (Hegel, 2004: 96)

24



For Hegel, in the journey that Spirit takes with the aim of reaching its self-
understanding and self-realization, it could only reach this goal through art,
religion and philosophy, which are the elements of the absolute spirit as
was mentioned in the previous chapter. According to him, art could no
longer give a sensuous expression to the spiritual content that it aims to
give a representation of. The content of art, in its current stage (meaning
the times during which Hegel originated his view on the end of art),
became something that had to be explained in order to be understood,
which is what he meant by art’s lack of ability in giving an adequate
expression via the sensuous. Art presented us the opportunity produce
concrete representations in an attempt to express our spiritual freedom,
however, the form no longer matched the content. Religion and art have
this something common as far as making use of sensuous means. But
both lack the capacity that philosophy can offer human beings, which is
that philosophy deals with the content of thought and it has no boundaries
for the length that the human mind and imagination can go. The fact that
philosophy is the only kind of activity that sets the grounds for achieving
the goal of self-understanding makes it significant for when art comes to a

dead end.

As the artistic movement progresses from architecture, to sculpture; from
sculpture to painting; from painting to music and, lastly, from music to
poetry, according to Hegel’s classification of the forms of art, he claims that
it finally comes to an end in the sense that it has reached its limits
concerning its role in spirit’s journey towards self-understanding. Art has a

significant place in the Spirit’s journey but it does not offer the highest form
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of expression among the forms of expression that the absolute spirit offers.
Although that is the case, what makes art different from religion and
philosophy, in this journey, is the fact that we produce these objects, which
are supposed to be the sensuous expressions of our spiritual freedom, with
no other intention (e.g. intentions of faith, which is what religion does) than

the achievement of that expression.

Alongside religion and philosophy, the task of art is to
express the divine, the deepest interests of mankind, truth.
However, what is distinctive about art is that it expresses
the divine in a specific, sensuous way. In sharp contrast
to religion and philosophy it is almost exclusively
embedded in the natural appearance of the world. Itis, as
a rule, much closer than religion and philosophy to the
ways the world appears to our senses. (Van den
Braembussche, 2009)

Although Van den Braembussche sees a sharp distinction between the
forms of expression of art and religion, as | have mentioned above, | do
see something common between both, which is that they both use
sensuous means. How religion differs is that, with the Reformation, the

religious attitude took a turn towards a more inward attitude.® Faith and

* The Reformation was a religious movement that occurred in Western Europe during the
16th century that resulted in a divide in Christianity between Roman Catholics and
Protestants. The Reformation produced two main branches of Protestantism; one was
the Evangelical churches, which followed the teachings of Martin Luther, and the other
the reformed churches, which followed the ideas of John Calvin and Huldrych Zwingli.
Protestant theology centered on the individual relationship between the worshipper and

the divine. The movement’s focus on the individual’s personal relationship with God was

reflected in the number of common people and day-to-day scenes that were depicted in

art. Protestantism taught that since God created man in his own image, humanity is
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religion was now a more private relationship that the individual establishes
between himself/herself and God. The demand and the dependence on
the religious imagery was let go and art’s function in religion was becoming

more and more limited.

The universal need for expression in art lies, therefore, in
man’s rational impulse to exalt the inner and outer world
into a spiritual consciousness for himself, as an object in
which he recognizes his own self. He satisfies the need of
this spiritual freedom when he makes all that exists explicit
for himself within, and in a corresponding way realizes this
his explicit self without, evoking thereby, in this
reduplication of himself, what is in him into vision and into
knowledge for his own mind and for that of others. (Hegel,
2004: 36)

The individual artist starts off with the intention of satisfying his/her
subjective need for expressing his spiritual freedom via sensuous means
and ends up with an artwork that is the expression of the spirit of the
culture that he/she is a part of as well as this freedom. Hence, art is not

merely about the artist, who produces it, but it is also about the historical

perfection. Art that did seek to portray religious figures or scenes followed Protestant
theology by seeking to portray people and stories that emphasized salvation through
divine grace and not through personal deeds or by intervention of church bureaucracy.
The Protestant Reformation induced a wave of iconoclasm, or the destruction of religious
imagery. All forms of Protestantism showed a degree of hostility to religious images,
as idolatry, especially sculpture and large paintings. (“The Reformation and Art”, 2014)
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development of the human spirit, to which the artist as an individual

contributes with his/her artworks.

There have been many views about what Hegel really intended to mean
when he said that the end of art had come. Some interpreters have taken
it as though he did not mean an ultimate end but rather “a perennial, or
timeless end of art.” (Beiser, 2006: 370). What Hegel truly had in mind,
during the times that he was contemplating on the issue of the end of art
will of course be a mystery, nevertheless, we can have an understanding of
his meaning if we study and follow his philosophical works*, each one of
which is a step towards achieving a total self-understanding. When we
move according to the artistic movement, starting with the symbolic form of
art, then through classical art and lastly ending up in romantic art, as Hegel
formulated them, we come to the highest level of expression that art can

offer in and through art.

The beautiful days of Greek art, and the golden time of the
later middle ages are gone by. The reflective culture of

* Hegel gave lectures not only on world history, but on the histories of art, religion and
philosophy. But his deeply historical outlook is manifest in all his works, and coheres with
several features of his thought: (1) The individual is subordinate to the structures of
objective and absolute spirit, which develop over history more obviously than individuals
as such. (Thus pragmatic history needs to resort to petty, personal motives.) (2) The past
stages of an entity are sublated in its present state, so that a full understanding of the
present requires a knowledge of the past: ‘what we are, we are at the same time
historically’ (LHP). (3) But one cannot understand something solely by knowing its history.
Philosophical or, e.g., theological understanding involves more than simply recording past
philosophical or religious beliefs. We must also discern the rationality of them and of their
development. (4) The past stages of humanity are radically different from its present
state: men in the past thought and acted in systematically different ways. (5) But past
forms of thought and action are related to our own in ways that are rationally intelligible,
not in traditional logic, but in Hegel's logic of conflict and development. (6) Since the
historical process is rational, the historical fate of a doctrine or a way of life reflects its
ultimate intellectual or ethical value; ‘World-history is the judgment of the world [viz. the
Last Judgment]’ (PR §340; Enc. Ill §548). (This is a line adapted from Schiller's poem
‘resignation’.) (Inwood, 1992: “history”)
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our life of today, makes it a necessity for us, in respect of
our will no less than of our judgment, to adhere to general
points of view, and to regulate particular matters according
to them, so that general forms, laws, duties, rights,
maxims are what have validity as grounds of
determination and are chief regulative force. (Hegel,
2004: 12)

With the modern® age upon the world and the times that Hegel was living
in, the function of art had shown particular changes in the sense that it
started playing a role where it gave the kind of products, which were
merely expressions of daily human concerns rather than the expressions of
the true spiritual freedom. Hegel believed that the current conditions of
that particular time in history were not suitable for the kind of arts that could

play the significant role in the process towards Spirit’s self-understanding.

The spiritual content, which the artist was trying to give a sensuous
expression to, had now exceeded the boundaries of its possible material
forms. In the process of categorizing the Spirit on the basis of its
progression, Hegel shows us how the relationship between the spiritual
content and the sensuous expression of it changes in the sense that the
content is not bound by the form anymore. “Art no longer fulfills our

spiritual needs, as it once did.” (Van den Braembussche, 2009).

> The word modern is defined in the online dictionary of Collins in three ways as follows:
belonging or relating to the period in history from the end of the Middle Ages to the
present; of, relating to, or characteristic of contemporary styles or schools of art,
literature, music, etc., especially those of an experimental kind; of, involving, or befitting
the present or a recent time; contemporary. In the course of this study and with relation
to art we will assume the second meaning and use various derivations of this word, which
are modernism, modernity and also the modern age. (“Modern”, 2013)  Also, in the
Oxford Dictionary of English (January 1, 2011) there is a definition, which explains
modernism as “a style or movement in the arts that aims to depart significantly from
classical and traditional forms.”
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This totality is realized or actualized in a Pantheon of
individual works of art by the particular arts overseen by
the ‘spirit of beauty’. Hegel’s claim that the completion of
this Pantheon will take ‘ages’ (Jahrtausende: lit.
‘thousands of years’) is often taken to indicate that he
does not believe that art is at, or nearing its end. (...) The
implication, if any, is rather that art has come to an end,
since the garland or Pantheon is finished and there is
nothing left for art to do. (Inwood, 2004: 196-197)

According to Hegel, art had not come to an end in the sense that suddenly
it would cease to exist and human beings would not produce art works
anymore. For him, it had come to a dead end concerning its role in Spirit’'s
journey. Art still provided some kind of satisfaction for human beings but it
was no longer a medium in the actualization of Spirit's goal of self-
understanding. Now that Spirit has superseded any kind of physical
expression that art can offer and whole of humanity turned more and more
inward in search for a self-understanding, philosophy takes its rightful
place because of the limitlessness that it can offer the human mind as

opposed to art and religion.

When Hegel spoke of the end of art his criterion was not
quantitative but qualitative. In his view the end of art did
not lie in the fact that after a particular moment in time no
more works of art would be created, but that the high point
of art is already behind us. (De Mul, 2003)

In Hegel's view, art was nothing close to being that but it was now

liberated from the constraints of being the medium for the expression of a
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spiritual content. It was free to serve as a medium for the expression of
the affairs of our humanity and our mostly worldly needs. Art will still be
produced and keep being the kind of human activity that offers some kind
of satisfaction for human beings, however, it will not offer the same kind of
satisfaction that it used to offer when it had the mission of being a medium
for the expression of the spiritual content towards achieving the goal of the
self-understanding of the Spirit. It is just that art will “no longer have a
spiritual mission.” (Esquivel, 2010) The end of art does not just mean
liberation for it but it also “means that a more profound philosophical

knowledge of art has been acquired.” (Esquivel, 2010)

Unlike earlier announcements of the end of art, it is not a
simple opinion concerning the state of the arts during his
time, but an inherent consequence of his philosophy of
history. In Hegel, the value of art is measured through its
role in the process of the self-realization of the Spirit and
therefore, in his system, it undergoes an evolution.
(Esquivel, 2010)

It is important to understand certain historical developments in order to
understand the whole of Hegel's philosophy; because, according to him,
history was always moving towards a climax, which was actually Spirit’s
achieving self-understanding. Art was one of the activities that has existed
as long as human beings and it has also offered various forms of
expression for the spiritual freedom of human beings throughout history,
hence, progress in art was a significant part of the process of history,

which is actually a totality of human activities. Hegel’s philosophy of art is
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not just significant in itself but it is also important for the whole of his
philosophy. That is the reason why it is essential to understand the
significance of art in the process of Spirit’s progression towards a self-

understanding.

3.2. Arthur Danto’s End of Art

Arthur Danto has been an important influence as a philosopher, an author
and an art critic during most of the 20t century. He was born in 1929 and
died on October 25, 2013. Before he became one of the most important
philosophers and art critics in the world, he studied with Merlau-Ponty in
Paris. He was a renowned art critic as well as a philosopher, which has
helped him approach to issues on art from two different directions; one is

the art critic’s direction and the other is the philosopher’s.

In fact, in Danto, we can detect two distinct approaches:
on the one hand, that of the philosopher of art and of the
philosopher of the history of art; on the other hand, that of
the art critic, and not only in so far as he effectively
engaged in art criticism. (Esquivel, 2010)

He was an art critic for The Nation and Artforum for many years and,
despite the surroundings that he has been forming his philosophy and

artistic point of view, he tried to form something different from what there
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was inside those surroundings. It was not that he did not like great artists
such as Rembrandt or Van Gogh, but he was more attracted to and more
struck by the works of artists such as Andy Warhol and John Cage. In
1964 he wrote an article called “Artworld”, which was published in the
Journal of Philosophy, he talked about something called the artworld that
would change the way people looked at art; at least that was his aim. With
this new terminology, though, it was harder to decide what to call art and
not art. According to his construction of the concept of the artworld, it
consisted of the critics, the artists, viewers and collectors of art and
everyone within the artworld that contributed to it through their

interpretations of the artworks.

Among all the works that he has produced over the years, the essay called
“The End of Art”, which he wrote in 1984 and developed in one of his later
works After the End of Art, is the one that he is mostly known for, after the
“‘Artworld”. That is because his idea of the end of art was influence by
Hegel's. The end of art thesis developed by Danto is widely considered a
newer version of that of Hegel. But before going into Danto’s own end of

art thesis, | will firstly talk about his review of Hegel’'s end of art.

3.2.1. Danto on Hegel’s End of Art

Danto starts off his essay, which he wrote in 1999 (“Hegel's End-of Art
Thesis”), with Hegel’s claim about art being a thing of the past and Danto,

himself, defines this “formulation as being the most forceful one about the
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end of art.” (Danto, 1999) What Danto understands from Hegel’s
announcement of the end of art is that the role it plays in our lives would
not be as essential as it used to be. “Herein it has further lost for us its
genuine truth and life, and rather is transferred into our ideas than asserts
its former place in reality.” (Hegel, 2004: 13) Danto’s opinion about this
thesis was that it was more about human beings and how we relate to art
than about art itself. This is to mean that the way in which we place art in
our lives is not the same as the way that our ancestors before us did, that
is as a means of expression of spiritual freedom. Now that the spiritual
content has transcended the form, what art could do was to afford
recreation and entertainment, decorate our surroundings, give
pleasantness to the externals of our life, and make other objects stand out
by artistic adornment. (Danto, 1999) He believed that, in the state that
art had come, it became a subject for philosophical study and the time that
the creation of art for just art’s sake was now over, that is to say that “for
us, art is merely an object of intellectual consideration.” (Danto, 1999)
Danto believed that Hegel did not have the objective spirit in mind when
he talked about the End-of-Art. He did not think that art was enough to
satisfy our most fundamental needs on its own and agreed with Hegel that
the end of art had really come in that sense. According to his
interpretation of Hegel's Spirit, the most fundamental activity of the Spirit
was thinking and the most differentiating element of it was that it had
history, which would also indicate that, Danto, as well as Hegel,
considered history as a process. Spirit was also a part of this process.
Throughout this process Spirit is expressed in different forms with the goal

of achieving a self-understanding.
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In the history of the human life, art has always been a reflection of the
inner happenings of the particular individual, who created it, and also of
the particular culture that the individual is a member of. And if we think
about follow Hegel's types of art, we understand that the journey of the
Spirit through art has come to an end as it is. Danto believed that art had
served its mission and it “may now lapse back into the entertainment and

ornamentation so important in the enhancement of human life.” (lbid.)

Danto was aware of the significance of this thesis for Hegel’s philosophy in
general. In addition to this, he thought, “it was of the defining idea of
Hegel’'s philosophy of art and his philosophy of art the heart of his entire
philosophical system.” (lbid.) He separates Hegel's thesis from the
differentiations of it that were produced in the late twentieth century in the
sense that he does not see them as equally profound as Hegel’s entire
philosophical system. He also thinks that current situation of philosophy is
not capable of affording the intellectual grounds for which Hegel’s end of
art thesis could be addressed to. (Ibid.) Based on Lectures on Aesthetics,
he interprets Hegel's end of art as the end of romanticism because of its
claim about the superiority of art over philosophy. This claim was
grounded on the idea that art’s superiority lied on its ability to present
ideas in sensuous forms which philosophy could not do. Hence, as the
end of art had come, according to Hegel, based on art’s inability to offer
the adequate sensuous form of expression to the spiritual content, it would
also refer to the end of romanticism in this sense. Because of the very
reason that art was held superior to philosophy, it had come to an end.

(Ibid.)
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According to Danto, even though he cannot name it at the time, Hegel
could see the kind of pluralism that started occurring in the art world and
instead of naming it as pluralism he saw it as an end for art. ‘It is
astonishing that Hegel should see the end of art in what is in effect a total
pluralism, though he could not have foreseen the kind of pluralism that

defines the artworld today.” (Ibid.)

3.2.2. Danto’s End of Art

It was only when | encountered Warhol’s Brillo Box that |
saw, in a moment of revelation, how one could make
philosophy out of art. But Brilo Box has only the
sensuous properties possessed by Brillo boxes, when the
latter are conceived of merely as decorated containers.
(Danto, 1998b)

According to Danto, today’s art and artists were liberated in such a way
that any means by which they can convey their thought was a permissible
one. The first time that he walked into the Stable Gallery and had his first
walk through a Warhol exhibition was the time that made him realize that
the important question to be asked there, was the question of what made
them art. “But the question is, ‘What makes it art?”” (Danto, 1964) The
importance of the works of Andy Warhol in Danto’s world of thought is
undeniable. He often mentions him in explaining the transition of art into

the philosophizing of art.
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One evening in the late spring of 1964, he stumbled into
the Stable Gallery on 74t Street. At the Stable Gallery,
Danto came face to face with Andy Warhol’s Brillo Boxes.
Danto was struck and confused by Brillo Boxes. Over
time, he worked out a full-blown theory to deal with them.
The theory boils down to this: There is no way, visually, to
know that Brillo Boxes is a work of art. So, the Brillo
Boxes mark the moment when art became philosophy.
You cannot look at the Brillo Boxes without asking the
question, “What makes it art?” (Meis, 2013)

This question is the important point here because it would be the way the
artist uses to philosophize art by means of his work. In the case of
Warhol’s Brillo Boxes, for instance, what makes them art and what makes
them different from the ordinary Brillo boxes that sit on the shelves of any
supermarket, is a certain theory of art, which helps us see them as
representations in the sense that they possessed aboutness.® Sure, it
was easy to confuse both according to their appearance but when we ask
the question of what each one was about, the kind of answer that we get is
what will help us separate the artwork from the real object (real object
being the ordinary Brillo box that actually contained the detergent).

(Danto, 1998b)

| need hardly emphasize the impact on my philosophy of
art of Andy Warhol’s 1964 Brillo Box, which for all relevant
purposes was indiscernible from the Brillo boxes of
warehouses and storeroom. It encourages me to think

® It should be noted that Danto himself mentioned, in his 1981 essay The Transfiguration
of the Commonplace, that aboutness was not the only condition for distinguishing
between two such objects. He added the condition of being about art as well as being
whatever they are about. (Esquivel, 2010)
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that if | could show in what way the two were distinct, |
would have found what seemed to me central to my
philosophical undertaking—to distinguish artworks from
what | called “mere real things.” (Danto, 1998b)

Danto himself talks about the importance of the question of what makes us
call something an artwork in his “The End of Art: A Philosophical
Defense.” In this essay, he explains the need for philosophy in art by
pointing out that art fails to answer this question. He thinks that if and
when this question is asked in order to distinguish the difference between
two a-likes, just like in the case of the Brillo boxes, art itself could not
answer it and that is why we needed philosophy. However, he distinctly
says that the end of art, for him, does not mean art turning into philosophy.
He mentions that both go in different directions and that art could be free
in the hands of the artists in the sense that the artists could use any
means they wish to use and art could go to whatever ends it may go.
Danto considered the end of art as an end of the tyranny of the history,
which dictated that the artists had to drive history forward in order to be
successful. He believed that we lived in a time that allowed an unlimited
class of artworks to exist and there was not a mission that had to be

carried out by art for any kind of progressive development. (Danto, 1998b)

That task of the critic is to infer the best explanation of
what is there, using whatever helps in arriving at an
intelligible interpretation. This can be a fairly time-
consuming inquiry, but it is the paradigm of how art is to
be experienced today: everyone is required to be a critic,
and must learn to put together the thought embodied in
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the work. The professional critic enacts this for the sake
of his or her readers, giving them what they need to
understand the art. Even the artist needs the critic, in this
sense, better to understand what she or he has done.
(Danto, 2002)

As an art critic, he also mentions the importance of art criticism and its
significance as a medium between philosophy and art. By this, he
announces that as well as being the creators of their artworks, the artists
also had to be the critics of their own creations in order to explain what
they aim to convey through their works. For him, it is important for the
artist of the today’s artworld to better understand his/her own work as well
as better explaining it. | had mentioned that he saw art and philosophy as
going in different directions. However, he also honestly admits that there
is not a clear interface between philosophy and art because of the fact that
criticism in art had profoundly penetrated the artistic practice in today’s

artworld. (Danto, 1998b)

The end of art, for Danto, does not mean that the production of any kind of
art has stopped all of a sudden. “What has finished is not, need one say,
artistic production, but a certain time-honored way of talking about art. We
can no longer behave, like our ancestors, as though we knew just what art
was.” (Eagleton, 1997) According to him, the end of art means that “the
great master narratives which first defined traditional art, and then
modernist art, have not only come to an end, but that contemporary art no

longer allows itself to be represented by master narratives at all.” (Danto,

1998a: xiii)
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As he was one of the most renowned philosophers and art critics, he did
not take for granted the significance of cultural criticism as well as criticism
in art and he believed that the artworks of today “perfectly embodies the
culture in which we must live.” (Danto, 2002) The meaning of the end of
art, for Danto, was that in order for us to get a good understanding of
culture would be by means of art, which indicated the beginning of a new

cultural reality. (Danto, 2002)

3.3. Understanding the End of Art

“‘Understanding The End of Art” is an essay written by Jorn K. Bramann in
1998. He is currently professor emeritus and a part-time instructor at the
Frostburg University in Maryland. He writes this essay, after reading
Danto’s “The End of Art” essay, in an attempt to give an account of his

point of view on art’s so called end.

At the beginning of his essay, Bramann reintroduces a character from one
of his book, Phantom Door: A Mystery, in order to explain his
understanding of the whole issue. The name of the character, which he
chooses to use from this book, is Barry Ashton. Barry Ashton is an art
dealer and he is one of Bramann’s main characters in the book. The
reason, he explains, why he especially picks this character is that Ashton
has something common with Hegel. The art dealer also believes that art
has come to its end and that there is no further destination it can go from

this point on.
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First there is the widespread feeling—justified or not—that
artists have for a long time failed to produce any work of
real substance... Second, there is the impulse of the
philosophy of history—usually associated with Hegel and
Marx—according to which everything in the world is not
only subject to change, but also to coming into being at
one point in history, and to vanishing at another. Art,
according to this thinking, (...) may not always be with us.
It is not only bound to go through the internal changes that
by now we have accepted as part of art, but it will at some
point also have exhausted all possibilities of self-renewal,
and from then on be condemned either to sterile self-
repetition, or to the production of “gimmicks.” (Bramann,
1998)

What Bramann does at first is, to take the readers by the hand and take
them to the point where they have to raise the question of “what does it
mean to say that are has come to an end?” He gives an account of what
is not the case when the phrase the end-of-art is used. With this, he says
that it is not the case that people have lost their interest or investment in
art and that it is more of an issue of the lack of substantial significance in
what is produced and named as art. Bramann, as well as Danto, believes
that this phrase does not imply the end of the production of art. In fact, he
says that it will still be produced and appreciated by people. For him,
artists will still produce art and it will still continue being appreciated by

people.

Few people think that there is no use anymore for art as
entertainment, as decoration, as expression of feeling, or
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in some other pragmatic function. People will continue
appreciating well-drawn cartoons, all sorts of monuments,
beautiful parks etc.—long after art proper has become
history. Besides, painting pictures or carving figures will
always be good therapy for senior citizens and emotionally
disturbed individuals. (Ibid.)

Bramann believed that art had come to an end in such a way that it
resembled a step-by-step process for him. The first of these steps was
where a shift occurred on the focus of art, which was now “on the physical
and aesthetic aspects of the world.” (Bramann, 1998) Now that the focus
has shifted, the objects of the artworks were, now, irrelevant, the manner
in which they were created had more significance than anything else.
Thus, we can say that this shift in the focus lets today’s artists to have
freedom and perform their art as a means of delivering various messages
through their works. Although the idea of having art as a means of
expressing the inner happenings within our souls and minds, it was now

the most defining thing in art.

Rembrandt showed us the depth of the human soul in his
portraits, Goya the horrors of war and human cruelty, and
van Gogh the darkness of life in his sun-drenched corn
fields with crow. Often such non-aesthetic concerns as
revealing some important truth about the world are
presented in a sort of tense balance between aesthetic
form and the non-aesthetic content of a work, and this
tension itself could become the main focus of certain
works. (Ibid.)

42



One of the main reasons why | chose to include Bramann’s essay in my
thesis, before | concluded it, is that he mentions Marcel Duchamp as an
example of one of the artists, who had performed and reacted against the
idea of the end of art, even though he did not have any knowledge of
Hegel's standpoint on the subject. As | have mentioned in the previous
section, Duchamp, himself, admitted that he had no intention of
contributing anything in the name of art. Hence, he was surprised when
he saw how people reacted against those items that were not meant to be
taken as artworks when he “threw them at their faces.” (Richter, 1944)7
This was the challenge that he presented them but it turned out in such a

different and interesting way that he became very famous for those works.

For Bramann, another step through which art came closer to its end was
the liberation of art from itself—achieved by practicing artists as a logical
conclusion of their own artistic endeavor.” (Bramann, 1998) At the end of
all of these steps, he argued that art had reaches its end when it
experiences a full self-realization. The kind of self-realization that
Bramann mentions here is similar to the issue of our souls being trapped
by the limitations and within the limited capabilities of our bodies. If we
can break free from ourselves, we may taste freedom in the sense that,

there were infinite possibilities that is presented before our souls.

7 There is a problem with this infamous quote, however. Hans Richter asserted that it
came straight from a letter written to him by Duchamp in 1961. Only years later did he
admit that those words were not Duchamp’s. Richter had sent Duchamp this paragraph
for comment, writing: “You threw the bottle rack and the urinal into their face...” etc.
Duchamp simply scrawled: “Ok, ¢a va trés bien” into the margins. (19) (Girst, 2003)
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Musicians such as John Cage and Edgar Varese also produced works that
were aimed as reactions against the idea of being able to encounter art
anywhere and in anything. As a way of dealing with this issue in their
unique way, they made experimental with the purpose of adopting an
attitude towards art, which they called the art attitude afterwards. By
adopting this attitude a last step towards the end of art has been taken
and another step into accepting the idea that it could only be artists, who
had to be the ones to produce artworks. With the art attitude, we could
interpret anything and everything that we come across in our daily
dealings. If we can come across an artwork anytime/anywhere/in
anything, then that must mean that art served other purposes than the
artistic ones, which leads to the achievement of reaching a goal towards
the preservation of the world. Although, all these points about adopting an
attitude that would create a world in which art is everywhere may sound
pessimistic, Bramann, as well as Danto, does not take a negative stand on
the issue of the end of art. This attitude makes it possible for us to find
and experience art everywhere we go and in everything we look at, in

every aspect possible.

A culture that develops an “art attitude” will have a much
richer experience of the world than on that knows nothing
but “gut reactions” and utilitarian consumption. In the art
attitude one might say lies the preservation of the world.
Now that art has reached its goal, it can in good
conscience engage again in activities that would have
been (literally) improper at the time when it was still trying
to find itself. Art is fully ready now to serve external, non-
artistic purposes again. It can of course, continue to
create purely aesthetic objects. There is nothing
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particularly wrong with that, although doing so does not
constitute the same almost heroic accomplishment
anymore that it once was when art was still struggling to
break away from extraneous purposes. (lbid.)

The artistic contemplation and interpretation of a so-called artwork is
nowadays a relatively sensitive topic because of the fact that there are still
strict followers of pure art. Pure art, by definition, is the kind of art that
supposedly had meaning, and did not need to be explained for the viewer.
Art in the modern age, is nothing like this and it looks more like a stage
where the artist bares his/her soul and the viewer has the freedom to find
various meaning that is presented on this stage. Hence, pure art was
considered to have been created before the end of art and its followers
were in strong opposition against the idea of adopting an art attitude.
They did not believe that a Brillo Box could even come close to being an
artwork when we compare it to a painting by Rembrandt. However, today,
we have reached to a point, where we are bound to accept the fact that it
does not matter how much work the artist has put into his piece in order

for it to be considered as artistically valuable.

But truly creative spirits will not stop at this point, and it is
not likely that the future will be with simply repeating what
was once a great accomplishments. Entirely new forms of
creation and enlightenment are called for after what has
happened in art and on the planet during this century.
The cutting edge of the human spirit and of art, one might
say, will lie beyond the sphere art from now on. (lbid.)
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CHAPTER 4

CONCLUSION

The purpose of this study was to explore the meaning of the phrase of the
end of art, which was announced by Georg F. W. Hegel, who is one of the
most remarkable philosophers in the world. The significance, here, is that
instead of setting a goal to present an answer to a question, my aim was
to provide the reader the liberty to formulate a perspective of his/her own
on the issue by presenting two of the most prominent point of views on the

end of art, which are of Hegel’s and Danto’s.

After giving a brief introduction at the beginning of my study, | provided a
transition into Hegel’s philosophy of art in the second chapter. | believe
that it is important to have an understanding of his philosophy of spirit in
order to grasp the importance of his philosophy of art in the whole of his
philosophical system. In this chapter, again, | got into detail and explained
how Hegel classified spirit into three: Subjective, Objective and Absolute
Spirit.  Philosophy of art comes onto the stage in the absolute spirit
because art was one of the three unique human activities that identifies
with it. Also, in his philosophy of art, we see that Hegel classifies the
forms of art under three main titles, which are the symbolic, classical and
romantic forms of art. Each one of these art forms is identified with certain
kinds of art: Symbolic form of art is identified with architecture, classical
form of art is identified with sculpture and romantic form of art is identified

with painting, music and poetry.
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In the third chapter, | started off where | have left the issue of the end of
art. After introducing Hegel's meaning on the end of art, what | have
arrived was that his meaning was not the kind that meant an ultimate end
for art, which implies that the production of any artworks would suddenly
stop after the announcement of the end of art. His concern was that art’s
function in the spirit’s journey towards its self-understanding was over and
now that this was the case, art was liberated to serve as a medium of
expression of a different kind in our daily lives. Danto also believed in a
function of art that offered it freedom of the bounds of the responsibilities
that being the main form of expression for the spiritual content in the

spirit’s journey.

The fascination that a person gets out of seeing a statue, which was
created by the arrangement of a bunch of Brillo boxes, can be of the same
magnitude as one gets out of reading a poem by Shakespeare. In today’s
world we cannot put forth standard criteria for the evaluation of artworks
and even for calling a piece an artwork. Now that art has attained new
purposes other purposes other than just artistic ones, which serve as non-
artistic and external to what they were before, we can appreciate what has
been created by the artist and how he/she made, for instance, a urinal
come to be as influential as a novel by Dostoyevsky. This is not to say
that this is the fact of the world that we live in today, but that there are,
now, people who can appreciate Warhol’s Brillo boxes and Duchamp’s
reactions, which later became the very symbols of what he was reacting

against.
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The Urinal

The Yellow House (‘The Street)
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A Pair of Shoes

Three Brillo Boxes

But sometimes he suggests that art is approaching its end
for a reason, which is not directly related to the
contemporary decline of art. Art, he implies, has
exhausted all its significant possibilities, and there is
nothing left for it to do, except to produce new variations
on old themes. The three art forms (symbolism,
classicism and romanticism) and the five arts
(architecture, sculpture, painting, music, poetry) constitute
a field (or a ‘Pantheon’) of possibilities, whose slow
realization over the centuries is now more or less
complete. New works of art, however excellent, cannot
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significantly enlarge the Pantheon that is already realized.
(Inwood, 2004: xxxi)

Many arguments on the end of art have been formulated and there are as
many agreements as objections to this idea of an end of art. As | have
mentioned before, although end has a pessimistic/negative connotation for
when a person thinks of something coming to an end, it means it is no
more, in the sense that the loss of the never-coming-back originality of
such a masterpiece as van Gogh’s The yellow house (‘The street’) or A
Pair of Shoes. When | read Danto’s interpretation of Hegel’s view on the
end of art, | thought that his concern was more similar to one, which
pointed out to the difference in the originality of the artworks that are
created in the modern age, after the so-called end of art. Taking into
account the concern for originality, we may safely assume that he has a
point. For instance, one can common-sensically say that, by this logic,
nobody will be able to produce such paintings as that of Correggio or
Rembrandt. The paintings, which were created by artists like these two,
can only be re-created as copies of the original ones; however, they
would not carry the same meanings and purposes as their originals, even
though they might look exactly the same. The painting that is called Night
Watch, for example, which is painted by Rembrandt in 1642: If we read
into the theory of the end of art as a concern for originality, then we may
say that we can never create the same environment in which he painted
this painting and we can never go back to the time when he got the
inspiration for it. We cannot go back and provide exactly the right
circumstances of the time of the creation of this valuable painting. Thus,

we might say that art has come to an end in the sense that newly created
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works, which are gathered together under the roof of art, will never be
nothing more than variations of the artworks created by artists such as van
Gogh and Rembrandt. The ideas that have been born the artworks of
these artists will just be carried on and today’s artworks will be variations

of those ideas.

WE ANSWER IN A WORD

Mind: We cannot hope for more.

Spirit: It is adventure for which we claim the universe.

Mind: There is no exit. All doors lead to centers, walls.
And no redemption keeps us from the cruel....

Spirit: Nor penance from the umbrage of the fool.

Mind: There is tenderness.

Spirit: There is always destiny.

Mind: There is always the reason to be judged.

Spirit: You free me or it will never come to pass.

Mind: We seize this time from many eons.

Spirit: Truly it is death when | no longer hear you laugh.

(Bourdeau, 1978)
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APPENDIX A

TURKISH SUMMARY

Sanat, insanoglu igin tarih boyunca cgesitli sekillerde bir yansima olarak
varolusunu surdurmustir. Felsefe dinyasindaki etkisi reddedilemeyecek
kadar buyuk filozoflardan birisi sanatin sonunun geldigine dair bir
aciklamada bulundugundan beri, birgok dusinir bu konu Uzerine
egilmistir. Bu ¢alisma, Hegel'in felsefesinde sanatin yerini de g6z 6nunde
bulundurarak ve modern c¢aglardaki yankilarindan biri olan Arthur
Danto’nun felsefesinde ‘son’ kelimesinin anlaminin bir kesfi amacini

gutmektedir.

Sanatin sonu sdylemi, gercekten ne anlama geldigi ve Hegel'in bu sonu
telaffuz ederken gercekten aklindan neler gectigi, onun hashginda sakli
kalacak bir sey olsa da biz, onun ¢alismalarini géz éninde bulundurarak
ve onlara dair yaptigimiz okumalarla, anlama gucimudzin sinirlar
dahilinde bir fikir edinebiliriz. Bu baglamda bu calismada hem Hegel’in
konuya Isik tutabilecek eserlerinden hem de gunumuz felsefesinde buylk
yeri olan Danto’dan yardim alarak bir ilerleme kaydedebilme c¢abasiyla

yola ¢ikilmistir.

Giris kismindan sonra, ¢alismamin ikinci boliminde éncelikle Hegel'in tin

felsefesine deginip, tinin yardimiyla sanatin islevinin Hegel felsefesindeki
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yerini belirleyebilmek icin takip edilebilecek bir yol haritasi ¢izmeyi
amagladim. Bu kismin ana bashgi altindaki alt basliklarda tin felsefesinin
onemli 6geleri olan 6znel, nesnel ve mutlak tinle alakali bazi tanimlamalar
ve aciklamalar verilerek érneklerle bu agiklamalar pekistirilmis ve Uguncl
alt basligin altinda Hegel'in sanat felsefesine bir gecis baslamistir. Mutlak
tinin  Ogelerinden  birisi olan sanatt Hegelin sanat formlari
siniflandirmasiyla ag¢imlayarak buradan sanatin sonu fikrine nerden
geldigine dair bir ipucu alacagiz. Hegel'in sanatin formlari siniflandirmasi
u¢ kisimdan olusuyor: Sembolik Sanat, Klasik Sanat ve Romantik Sanat.
Bu formlar aracihgiyla tinin kendine dénme ¢abasiyla ¢iktigi yolculukta bu
hedefine ulasma hedefiyle, yolculugunun sanatta aldigi degisim ve
doénusumlere sahit olmaktayiz. Tinin sanat formlari arasindaki
yolculugundaki son duragi olan romantik sanatin da sonunda Hegel’in
sanatin sonunun geldiginden bahsettigini goériyoruz; bu c¢alisma igin

sanatin sonu sdylevine gegis de buradan saglanacaktir.

ikinci kismin sonunda geldigimiz noktada romantik sanatin sonunda
sanatin sonunun tin icin ne anlama geldiginden ve bununla ne
kastedildiginden bahsedilmisti.  Uclincli kisimda ise &ncelikli olarak
sanatin sonu sdylemine ikinci kisimda yapilan giristen devam edilecek ve
daha sonra ilerleyen alt basliklarda ise Hegel ve Danto’nun bu konuyla
ilgili anlayislari ele alinacaktir. Hegel ve Danto’nun bu konuyla alakal
anlayislari ele alinirken bu ¢alisma i¢in daha énce yapilmis okumalardan
da faydalanilarak, kimi noktalarda desteklenerek kimi noktalarda da karsi
gorusler belirtilerek, konu acilacaktir. Uclincii kismin ilk alt bashginda
Hegel'in sanatin sonu sdylemini telaffuz ederken onun ‘son’ ile bize ne
anlatmak istediginden ve ilk kisimda bahsedilen tin felsefesi ve sanat

formlari da g6z ©nunde bulundurularak ne anlama c¢ikabileceginden
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bahsedilecektir. Daha sonraki alt baslikta ise dncelikli olarak Danto’nun
Hegel'in ‘son’'undan ne anladigina dair bazi agimlamalar yapilacaktir.
Bunu yaparken Danto ve bu konuda yazmis olan birka¢ farkh distntrden
de O&rneklemeler yapilarak yardim alinacaktir.  Danto’nun yasadigi
zamanlar dusunuldaginde aslinda, onun, neden bu konuda fikir belirtmis
diger disunurlerden farkh ve dikkat ceken bir karakteri oldugu anlasilabilir.
Fikirsel gelisiminin 6nemli bir sdrecinin gectigi dénemlerde iginde
bulundugu ortam temel yapisiyla dogmatik bir gevrelemeyle onu sarsa da,
0o, bu yapiya sirtini dénidp kendi yolunu cizerek sanat ve felsefe
konusunda 6nemli adimlar atmayi ve bu baglamda bircok hatiri sayilir
calismayla disun dinyasina katkida bulunmayi tercih etti.  Danto,
“‘Artworld” adli makalesiyle kendi dénemindeki insanlarin sanata bakis
acilarina yeni bir pencere acarak bir fark yaratmisti. Bu makaleyi
yazmasinda ona ilham veren deneyimse, makaleyle ayni sene igerisinde
New York’taki Stable Sanat Galerisi’'ne yaptigi bir ziyaretten baska bir sey
degildi. Bu galeride karsilastigi sey karsisinda hem ihtiyaci olan hem de
aradigr ilhami bulmuscasina bir heyecan yasadigindan, kendisinin de
ileriki ¢calismalarinda zaman zaman dile getirdigini gortyoruz. Bundan
sonraki duslun hayatinda verdigi Urinlerde de adindan sik sik bahsedecegi
Andy Warhol'un Brillo Box sergisi, Danto’nun hem sanat elestirmenligi
hem de filozof kimligi icin énemli bir yer teskil ediyor. Bu sergi ayni
zamanda onun sanatin sonu sdylemi konusunda bir tez gelistirmesi icin

atesleyici bir etkiye sahip olmustur.

Buna wuyanmami saglayan, Andy Warholun 1964
Nisan’inda Manhattan’in dogusundaki 74. Cadde’deki
Stable Gallery’deki o olagandisi sergisinde Brillo Kutusu
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heykellerini sergilemesiydi. Hala Manifestolar Cagi olan
bir débnemde o kutular gibi ortaya c¢ikmak ve dizeni
devirmek adina en c¢ok sey yapmisti; o dbénemde
Warhol’'un yaptiginin gercekte sanat olmadigini sdyleyen
bircok kisi vardi (...). Ama ben bu islerin sanat olduguna
ikna olmustum (...). (Danto, 2010: 60)

insanoglunu ilgilendiren biitiin eylemler sz konusu oldugunda degisimden
bahsetmenin kaginiimaz oldugunu disuntyorum. Sanatin da bu eylemler
arasinda ¢ok énemli bir yere sahip oldugunu kabul edecek olursak, onun
da tarih boyunca cesitli degisikliklere ugradigini sdyleyebiliriz. Sanatin
degismesi, sanat igin ne anlama geliyor? Bdyle bir soruya cevap olarak
sunu sdyleyebiliriz ki sanattaki degisiklikler birgok agidan degisiklige isaret
edebilir; bu, gerek Uretilen sanat eserlerinin anlamlari, gerek sanatginin
sanata yonelik tavri, gerekse neyin sanat eseri olup neyin olmadigi

konusundaki fikirlerin degismesi demek olabilir.

Benim bu g¢alismadaki asil amacim “Sanatin sonu ne demektir?”, “Sanatin
sonu gercgekten geldi mi?” gibi sorulara kesin bir cevap vermekten ziyade,
bu sorular karsisinda, bu konuyla ilgilenen okuyucularin bu konuyla ilgili
bir fikir edinebilmeleri icin yardimci bir kaynak olusturmakti. Bu tip
sorulara cevap verebilmek amaciyla bir arayisa girildiginde sorunun
cevabindan ¢ok o cevap aranirken bu yolda edinilen birikimin daha degerli
oldugu kanisindayim. Bu ylzden, Hegel ve Danto’nun bu konudaki bakis
acilarini bize genis bir pencere actigini ve onlarla ilgili kesin bir kaniya
varmadan 6nce bu bakis acilari hakkinda faydal bilgiler edinilmesi

gerektigini dustuntyorum.
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Bir 6nceki kisimda bahsedilenler dogrultusunda Hegel’in tin felsefesine bir
giris ve yine tin felsefesine dair bir siniflandirmanin bulundugu bir bolum
gelecektir. Bu bélimde tin felsefesinin (¢ 6nemli 6gesi olan 6znel, nesnel
ve mutlak tini inceleyecegim. Bunun Hegel'in sanat felsefesine bir gegis
icin gerekli oldugunu didsutndyorum. Bu boélimde olusturmaya calistigim
yap! piramit gibi asagi dogru ilerledikge bir agcimlama goésterecek ve tin
felsefesinden sanat felsefesine gegisin nasil saglandigina anlam vermeye

yardimci olacaktir.

Tinin siniflandinimasina gecmeden 6nce, Hegel'de tinle ilgili bazi dnemli
noktalara deginecegim. Baslangi¢ olarak, varligin sirekli gelisen bir siireg
olarak goérduguni soyleyebiliriz. Bu slre¢ dahilinde, Idea®’nin kendini
acimlamaya yonelik bir tavirla belirli bir telosa® dogru bir hareketin iginde
oldugunu goéruyoruz. Ideanin onun yonunde gittigi telos, tam da ona

ulasilmasi i¢in sanatin araci olarak rol aldigi kendine dénme, kendini

® Hegel, sanatin insan zihnini duyusal bir nesneyle temasa sokmak suretiyle, “ideanin
duyusal bir gorinisini” sagladigini, sanat eserinde zihnin Mutlak’t guzellik olarak
kavradigini soyler. Gercekten de Hegel'e gére giizellik her zaman ideanin veya gercek
olanin duyusal gérinisl ya da temsilidir; bu yuzdendir ki sanat hi¢gbir zaman tam hakikati
veremez, fakat sadece onun somut ve duyusal olanda birlnebilecedi formu verir.
Dahasi, sanatin ideay tam olarak temsil etmesi, ideale dogru gelismesi, ancak sanatin
tarinsel kultirler ve dénemler icerisindeki ilerlemesi ile birlikte gerceklesir. Baska bir
deyisle sanat, ideay! kavrama ve onu somut bigimi icinde ifade etme derecelerine bagl
olarak cesitli sekiller alir. Buna gore, idea ya da Mutlak Tin, kendisini sembolik, klasik ve
romantik sanat formlari igerisinde, ben bilincini veya kendisine dair bilgisini ilerletecek
sekilde cisimlestirir. (Cevizci, 2009: 844-45)

% ilkgag Yunan felsefesinde varilacak son nokta olarak “tamamlanma”; ulasilacak “hedef”
anlaminda kullanilan terim “erek” ya da “son amag”. (“telos”, 2013)
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anlama kendi farkindahigina varmadir. insanlik tarihi boyunca, bizler
sanatl bir ifade bi¢imi olarak kullandik ve dusindidk. Sanatin bir ifade
bigimi oldugunu kabul ettigimizde onu biz insanlar i¢in duygu, distnce ve
cesitli deneyimler karsisindaki tepkilerimizi aktarabilmeye yardimci olan bir
gereklilik olarak dustnebiliriz.  Tarihin butin g¢aglarinda verilmis olan
sanat eserlerine baktigimizda onlarin ¢ogunun insanlarin manevi
dlnyalarina dair bir disavurum gorevini yerine getirdigini géruyoruz ve bu
durumda da kabul etmek gerekir ki insanlar var oldugu slrece sanatin da
varhgini sirdurmesi kaginilmazdir. Kaginilmaz kelimesi burada bir 6nem
tasir; ¢unkl disavurum insanlarda dogal bir egilim olmakla birlikte ayni
zamanda hayatla basa ¢ikma yollarindan birisidir. Bu ifadenin—diger bir
deyisle disavurum—bir sonucu olarak i¢ isleyislerimizin bir yansimasi

olarak sanat eserleri dogabilir.

Sanat, tinin kendisini anlamaya dair ¢iktigi bu yolculukta énemli bir yere
sahiptir ve bu roli tine duyusal temsili olanakli kilmasiyla mimkin
olmustur. Kendini bulmaya yénelik ¢iktigi bu yolculukta tin, dncelikli olarak
kendisini dogada gerceklestirir; ancak bu, elbet, tam bir gerceklesme
degildir.  Yolculugunun ilk basamagi olan dogada kendini ararken,
kendinde olma &zelligini yitirir ve bu nedenle de tin, artik kendinden
yabancilasmis olur. Bu yabancilasmanin dogurdugu problemin ¢ézimunu
beraberinde getirmesi aslinda tinin sirekli bir kendini arayis ¢abasi iginde
olmasindan kaynaklanmaktadir. Oncelikli olarak tek bir insanda uyanan
tin kendi bilincinde daha da derinlere giderek kendini ilk olarak insan
toplulugunun iginde bulur. Dogada, varlik, zaman ve mekénda
konumlanmisken, insanin kilttrel dinyasinda, bunun, tam tersi oldugunu
ve zaman ve mekanin bilingten konumlanmis oldugunu goéruyoruz. Tin,

daha sonra, dogada dustiigu bu durumu asarak varlik ile zaman ve mekan
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arasindaki iliskideki bu degisiklige tanik olmaktadir. Bu demek oluyor ki
daha o©Onceden kabul gérmis olan, vicudun zaman ve mekanda
konumlanmis olmasi fikri artik Hegel'de tam tersidir: Zaman ve mekan
artik dyledir ki insan hatirlama, beklenti gibi c¢esitli sekillerde baglantilar
kurarak bir ana ve bir yere bagl kalmadan geri gidebilir ve ileri uzanabilir.
Bu geri gidip ileri uzanabilmeyi su sekilde de belirtebiliriz. Birey olan
‘ben”, Kkisisel tarihim boyunca, cgesitli zamanlarda bircok farkl seyi
deneyimlemis olsam da bunlan farkli zamanlarda yasamis olan yine
bende konumlanmis olan “ben”den baskasi degildir. Bu karakteristik
Ozellik tinin dinyasina mahsus bir 6zelliktir. Dogada kaybedilmis olan
birlik ve kimligin, insanin manevi ve kultlrel dinyasinda yeniden ortaya
cikisi ile rasyonel olanin insanlar araciligiyla yeniden kendine dénmesi de
bu karakteristik 6zellik sayesinde gerceklesmektedir. Kimlik, tinin dogada
kendini bulma c¢abasi sirasinda kaybolurken, yeniden manevi dinyada

bulunur; ¢iinkl manevi diinya hem kendinde hem de kendi igindir.

Sanat, din ve felsefe insanoglunun Kkdalttrel tarihinin basamaklarini
olusturan 6nemli parcalar olmakla birlikte tinin kendi bilincine ulasmasinda
da araci olmalari agisindan tin felsefesinde de ¢ok 6zel bir yere sahiptirler.
Tinin kendini sanat, din ve felsefe aracihgiyla bulmasinin 6énemi su
hususta dnem teskil etmektedir: Bu olusumlar, yapilari geregi, bireyin hem
ustiinde hem de 6tesinde yer almaktadirlar ve burasi tam da bilincin kendi
Ozgurligine kavustugu alanlardir. Ornegin sanatta, tinin kendini
anlamaya dair ¢iktigi yolculugun bir parcasi olarak birer temsil amacli
duyumsal nesneler yaratilmaktadir. Bu yuzden, bence, Hegel'de tini
anlamak, onun sanat felsefesine dair olusturdugu dustnce yapisini

anlayabilmek igin hususi bir Sneme sahip.
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Hegel'in, tini, 6znel, nesnel ve mutlak tin olmak Uzere u¢ sekilde
siniflandirdigindan bahsetmistim. Oznel tin, insan zihnindeki i¢ isleyislere,
nesnel tin kozmik aklin politik ve sosyal olusumlardaki disavurumlarina,
mutlak tin ise kendisi distnen bir disince olarak kabul edilen, sanat, din
ve felsefe gibi insan aktivitelerinde disavurumlanan mutlak zihnin bir

drdnadar.

Oznel tin, aliskanliklar, istah, yargilama gibi insan aktivitelerinden olusan
psikolojik isleyisleri igerir. Dogadan manevi dinyaya gegisi saglayan tin,
burada, henlz tek bir bireyde uyanmamistir. Hegel, bilhassa insanlara
Ozel olarak goérdugul, antropoloji, fenomenoloji ve psikolojiyi éznel tinin
altinda toplanan insan eylem ve aktiviteleri olarak gérmektedir. Devam
ettigimizde tinin, hisseden ve bir ben bilincinden yoksun ancak belirli bazi
duygulara sahip bir varlik olarak ortaya c¢iktigini; bununla birlikte bu
duygularin belirlenimliginde, tinin, kendini vicut araciligiyla yeniden
bulmak suretiyle kaybettigini goériyoruz. Hegel'e gbre 6znel tin, tinin
kendini anlama yolculugunun diger basamaklarinda eksikligini
tamamlayacagl bazi karakteristik &zelliklerden yoksundur. Bizim
tarafimizdan vicudun, tinin bir dissallasmasi olarak gortlebilecegini séyler
ve bu da bize tinin i¢sel ve dissal ydnlerinin birbirleri arasindaki iliskiyle tin
ile vlcut arasindaki iliskiyle olan paralelligine isaret etmektedir. Bu
noktada 6znel tinin nesneyle kurdugu bir iliski s6z konusu degildir. Bu
nedenle, 6znel tin nesneyle karsilastiginda olusan durumda nesnenin,
dznel tine dissal ve ondan bagimsiz oldugundan séz edebiliriz. Oznel tinin
bu asamalarindan sonra Hegel onu, bir gesit kendi bilincine eristigini ve
kendisinden baska bireyleri hem kendisinden ayri hem de kendisiyle bir

olarak gérduguna soyler.
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Bireyin, kendi basina, 6znel tin bashgi altina disen aktiviteleri idare
edemeyeceginden bahsetmistim. Buradan devam edecek olursak, bu
noktada nesnel tinin devreye girdigini sdyleyebiliriz. Nesnel tin kisminda
bireyin bu aktiviteleri nasil idare ettigini ve bunu, icinde yasadigi ve ait
oldugu toplulugun sinirlari icinde ve sayesinde nasil basardigini
gbrecegiz. Nasil ki mutlak ilk olarak kendini dogada ifade ediyorsa,
bireysel tin de kendini dolayimsiz ortaminin sinirlari igerisinde sosyal ve
politik iliskiler sayesinde nesnellestirmektedir. Nesnel tinde ilk adim, tin
felsefesinin ikinci adimini teskil etmektedir. Bu ikinci adim, Hegel’e gore,
ayni zamanda bireyden, kendi dogasina dissal olan bir ifade bulmasini
talep eden haklari kapsamaktadir. O, bireye dissal olan seylerin yine birey
tarafindan kendisine mal edilip kullanildigini ve bunun, tinin 6zgurlGguni
ifade etme yollarindan birisi oldugunu soéyler. Bu bahsettigim birey,
kendisinde, hak formundaki 6zgurlik olarak nesnel tinin gérindugu kisidir.
Bu ise bireyin ait oldugu ve icinde yasadigi toplulugun butlin Uyeleri
tarafindan givenceye alinan ve tasdik edilen bir seydir. Biz insanlar, ait
oldugumuz topluluklar icerisinde bircok farkh cesit ylzlesmeyle karsi
karsiya gelirler ve bu yluzlesmeler dahilinde kastedilen seyse, bir pargasi
oldugumuz ailevi ve sosyal iliskilerdir. Bu sosyal iliskiler araciligiyla tinin
kendini gerceklestirme hedefine daha da yaklastigini gérecegiz. Nesnel
tin, tinin kendi bilincine erismesi hedefiyle ¢iktigr yolculugun énemli bir

basamagi olmakla birlikte burada hala bu hedefine hala ulasamamistir.

Tinin, bireysel ruhta baslayip, 6znel tinin i¢sel iliskilerini idare etmesinde
yetersiz kaldiginda nesnel tinde devam eden yolculugundaki simdiki
basamakta karsimiza ¢ikansa mutlak tindir. Bu yolculuk boyunca tin,
zamanin iginde, zamana yayilan ve surekli gelismekte olan bir surecin

icinden gecer. Bu sureg, tinin, kendini anlama hedefine ulasmak
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amaciyla, zamanin iginde yayilmis bir siregtir. Mutlak tin, mutlak bilgisinin
en yuksek seviyesine ulastigi yerdir. Hegel'e gbre, insanhigin butindn
ruhunda mutlagin kendisini sanat, din ve felsefe araciliiyla gosterir.
Sanat, din ve felsefe sadece insanlara 6zgu ve onlari diger canlilardan
ayiran aktivitelerdir. Bu U¢ aktivite, nasil tarih, toplum ve devlet nesnel
tinin 6geleriyse; sanat, din ve felsefe de mutlak tinin 6geleridir. Sanat, din
ve felsefe dyle 6gelerdir ki gelisimleri, insanoglu varhgini surdirdikge,
durmayan aktivitelerdir. Toplum ve devletlerden farkli olarak, bu
aktivitelerin sonsuz gelisim gosterme karakteri vardir. Toplumlar ve
devletler son bulabilir ancak sanat, din ve felsefe gelisimlerini hep insanlar

araciligiyla saglayabilmislerdir.

Tinin kendini anlama g¢abasiyla ¢iktigr yolculugunda sanatin zaman, tarih
ve c¢aglar boyunca gosterdigi gelisimleri igerir. Tin, sanat aracihgiyla
ulasmaya g¢alistigi kendini anlama hedefine, yine, sanatta da ulasamamis
olsa da bu yolculukta sanatin édnemi yadirganamaz. Sanat sayesinde
insanlar i¢ duanyalarinin derinliklerindekileri duyusal aracilar sayesinde
ifade ederler. Sanat ve din ifade icin duyusal aracilari kullanma
konusunda ortak bir noktada bulusuyor olsalar da iki aktivitenin de tini
kendini anlama hedefine ulastirma konusunda yetersiz kaldigini

gorecegiz.

Hegel sanat felsefesinde sanat formlarini G¢ ana baslk altinda toplar.
Bunlar, sembolik, klasik ve romantik sanat formlaridir. Bu sanat formlari
insanlar tarafindan manevi igerigi duyusal formlarda ifade etmek igin
aracidirlar.  Sembolik sanat, Uretilen eserde sanat¢i soyut fikri duyusal
formda temsil ettigini gériyoruz. Ancak bu sanat formu kapsaminda

uretilen sanat eseri, sanat¢inin temsil etmeye c¢alistigi manevi igerigin
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tamamini karsilamaz. Sembolik sanat formuyla 6zdeslesmis olan sanat
turd mimaridir. Klasik sanat formundaysa sembolik sanat formundaki form
ve icerik uyusmazhginin Ustesinden gelinir. Heykel, bu sanat formuyla
O0zdeslesmis olan sanat tartdur. Manevi igerik formdaki yetkin temsilini
klasik sanat formunda bulabilmis olmasina ragmen, igerikte, bu temsilin de
ulasamadigi derinlikler vardir. Bu yuzden bu noktada romantik sanat
formunda bahsetmek vyerinde olacaktir. Romantik ve klasik sanat
formlarinin ikisi de igerik ve form arasindaki dengeyi saglayabilmektedirler
ancak romantik sanat formu, klasik sanat formundaki eksiklikleri asar.
Romantik sanat formuyla 6zdeslesmis olan sanat tirleri ise resim, mizik
ve siirdir. Bu U¢ sanat turinde form ve icerik arasindaki dengenin basarili
bir sekilde saglanmasinin yani sira, ayni zamanda, vermis oldugum sirayla
takip edildiginde icerigin maddesel formla olan bagimhliginin giderek
azaldigini goéruyoruz. Resimde bu bagimhlik en ylksek seviyedeyken,
muzikte daha azdir ve siire geldigimizde igerik maddeye olan bagimhligini
kaybeder; icerik sadece sesler araciligiyla deg@il ayni zamanda da
kelimeler araciligiyla da bir temsil sunar. Siirden sonra, romantik sanatta
geldigimiz noktada tinin yolculugunun sanatta gergeklesen kismini bitirmis

oldugunu soyleyebiliriz.

Bu bdlimde oncelikli olarak Hegel'in sanatin sonu sdyleminden, daha
sonra ise Danto’nun Hegel’in sanatin sonun sdyleminden ne anladigiyla

beraber kendisinin dile getirdigi sanatin sonu sdyleminden bahsedecegim.
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Bu bélimin en sonunda da Jorn K. Bramann’in sanatin sonunu anlamaya

dair yazdigi kisa bir makaleden bahsedecegim.

Hegel'de sanatin sonunun gergekte ne anlama geldigine dair birgok farkl
goéris olmasiyla birlikte bu sdylemi dile getirirken aklindan tam olarak
neyin gectigine dair hakiki bir bilgi edinmemizin mimkun oldugu dogrudur
ancak bu konuda bize yardimci olmasi i¢in onun cesitli eserlerinden
yardim almamiz bize kolaylik saglayacaktir. Hegel aslinda bu sdylemle
sanatin tamamen yer yuzinden silindigini ya da bahsettigi sondan itibaren
bir daha herhangi bir sanat eseri Uretilemeyecegini kastetmemektedir.
S6z konusu sonla kastettigi tinin yolculugundaki araci goérevinin artik son
buldugunu ve artik bu gérevin sorumlulugun baglarindan koptugunu ve bu
anlamda bir gesit 6zgurlesme yasadigidir. Artik sanat, bu yolculukta
icerigi formda temsil etme durumundan cikar ancak sanat eserleri artik

insanlara farkli sekillerde gesitli tatminler sunmaya devam etmektedir.

Danto tarafindan dile getirilen sanatin sonu tezi de, bu dile getirmeden
sonra sanat eserlerinin yaratiimasinin duracagi anlamina gelmiyor. O,
daha ¢ok, sanatin edindigi bir gérevin sorumluluklari altindan ¢iktigina ve
bu anlamda sanatin o6zgurlestigine inaniyordu. Danto’ya gore, artik
sanatgilar sanat eserlerinin Uretiminde araci olarak kullandiklari duyusal
formlar konusunda sinirsiz olanaklara sahiplerdi. Andy Warhol'sa bu
konudaki 6rnekler arasinda Danto igin en ¢ok parlayan bir sahsiyet oldu ve
Stable Galerisi’nde goérdugu Brillo Kutular sergisinden sonra bu konudaki
fikrinin temelleri artik daha da saglam bir sekilde onun sanat ve felsefe

dinyasindaki yolunu ¢izmesindeki en blyuk desteklerden biri olacakti.
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Sanatin felsefi kimlik arayisinin tarihi son bulmustu. Son
bulduguna gbére de sanatcilar canlarinin istedigini
yapmakta 6zglrdd. Sanat dinyasi, Rabelais’nin tek emri
“‘Fay ce que voudras” (istedigini yap) bigiminde bir karsi
emir olan Theleme Manastin gibiydi adeta. ister
yapayalniz New England evleri boyayin ister boyadan
kadinlar yaratin isterseniz de kutular yapip kareler
boyayin. Hicbir sey digerlerinden daha dogru degil. Tek
bir istikamet yok. Aslinda hicbir istikamet yok. iste
1980’lerde sanatin sonu Uzerine yazmaya basladigimda,
sanatin sonundan kastim buydu. Sanatin 6ldigu ya da
ressamlarin resim yapmayi biraktigi degil, anlatisal olarak
yapilandiriimis sanat tarihinin sona erdigiydi. (Danto,
2010: 159)

Aslinda sanat 6lmemisti ve hala insanlar igin teskil ettigi énemi, onlarin
hayatlarinin  bir parcasi olarak surdirmeye devam ediyor(du).
GUnumuzde Uretilen sanat eserleri, yasadigimiz dinya ve birer birey
olarak, parcasi oldugumuz kulttrlerin yapisina sagladigi katkilar sayesinde
zaman igerisinde kdltarlerin varligini surdirebilmesi mumkin olmaktadir.
Sanat, insanlari diger canlilardan ayiran insana 6zgu aktiviteler arasinda,
‘Olumu’yle birlikte kazandigi 6zgurlikle gunlik hayatimizin da buydk bir
parcas! olduktan sonra bu 6zgurlik sayesinde ayni zamanda insanlara
ifade serbestligi ve sinirsiz bir imkanlar dinyasi sunmaya devam
edecektir.  insanlar var oldugu sirece onlarla birlikte onlara 6zgii
aktiviteler de onlarla beraber varliklarini strdirecekler ve onlar igin farkl

sekillerde kendilerini ifade etme olanagi saglayacaktir.

Hegel de Danto da sanatin 6limuyle, insanlar igin, farkh bir dénemin
basladigina isaret etmeye calismislar ve kendilerini ifade etmeleri igin

sanatin insanlara sundugu olanaklar dinyasinin artik farkh bir anlam ifade
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ettigini kastetmeye calismislardir. Michalengelo, Van Gogh gibi
sanatcilarin eserlerini degerlendirdigimizde, gunuimuizde Uretilen sanat
eserlerinin bizler Uzerinde yarattigi etkiler, kimi zaman bize, sanatin
gercekten 6lmis oldugunu hissettirmesi kaginilmaz gelebilir. Ancak kabul
etmemiz gerekir ki sanatin 6limuyle beraber gelen 6zgurlesme hareketiyle
artik sanat eserlerinin belli kaliplara sigdirmaya c¢alistigimiz dénem artik

sona ermis bulunuyor.
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APPENDIX B

TEZ FOTOKOPISIi iZzZIN FORMU
ENSTITU
Fen Bilimleri Enstitiisu

Sosyal Bilimler EnstitlsU I:I

Uygulamali Matematik Enstitisu

Enformatik Enstitlisi

Deniz Bilimleri Enstitlsu
YAZARIN

Soyadi :

Adi

Bolima :

TEZIN ADI (ingilizce) :
TEZIN TURU : Yiksek Lisans Doktora

. Tezimin tamamindan kaynak gosterilmek sartiyla fotokopi alinabilir.

. Tezimin i¢indekiler sayfasi, 6zet, indeks sayfalarindan ve/veya bir
bdlimunden kaynak gosteriimek sartiyla fotokopi alinabilir.

. Tezimden bir bir (1) yil streyle fotokopi alinamaz.

TEZIN KUTOPHANEYE TESLIM TARIHI:
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