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For centuries the arts have played a central role in establishing French
identity and reputation worldwide. Becausethe visual arts have played
such a historic role it comes as no surprise that during a period of
particular national upheaval and change,from 1945 to 1959,authoritative
voices in France would continue to evaluate aestheticefforts through the
lens of artistic nationalism. Over the course of the Fourth Republic, state
control over teaching and patronage continued to guide artistic taste and
production along the lines of official, classicalacademic standards as had
been true for centuries.Purveyors of a composite classicalideal, practiced
in the name of the nation, reigned in the museums, art schools, critical
press, administrative offices and even abstract artists' groups of Fourth
Republic France. A distinctly Gallic sociological model prevailed in the
field of Aesthetics as well. However, modern developmentsproved problematic for this national cultural model in the decades following the
secondworld war. Important native painters such as JeanBazaine,Pierre
Soulages, Jean Fautrier, Georges Mathieu, Jean Dubuffet and Andr6
Masson pushed abstractionist approachesto a revolutionary edge,leading
to violent polemics within the French art world over the course of the
1950's.Official prejudices in favor of a classical composite French ideal,
despite divergent practices,led to numerous instancesof "family quarrel"
involving heated charges of cultural rupture amidst polarized views over
conservativeversusprogressivestylistic tastes.
It was against this backdrop of "family quarrel"that Mikel Dufrenne's
masterwork, The Phenomenologyof Aesthetic Experience(Phinomtnologie
de I'exptrience esthtticlue) appeared in 1953. By this time Paris had
become known as the new center of the phenomenological movement
following the death of Edmund Husserl in 1938 and the isolation of
Martin Heidegger in Germany throughout the war,1 yet before phenomenology in its French phase had taken up the phenomenon of art with
great seriousness.2Thus Dufrenne's 1953 text represented nothing less
than what has been called a "turning point of French phenomenological
aesthetics,"3"the culmination of earlier efforts to provide a distinctively
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phenomenological treatment of art"a in a text described as "not only the
most voluminous but easily the most impressive achievement of the
phenomenological movement in aestheticsso far."5 No phenomenological
study of aestheticscompared in scope and comprehensivenessat the time
of its publication in 1953.6Just eight years after its publication Dufrenne
would become co-editor of the professionaljournal of the French Society
of Aesthetics,La Reuued'Esthitique, president of that society from 1971
to 1994, and honorary president at his death in June 1995. Over the
course of the years 1947 to 1974 this "dean of French aesthetics"as he
has been calledT taught Philosophy at the Sorbonne, the University of
Poitiers, and the University of Nanterre (Paris X).
It has been suggestedthat it is all the more surprising that the realm
of art was relatively neglected in the field of phenomenology given the
striking affinity between phenomenological method and aestheticexperience.8However, this is largely where the postwar French "family quarrel"
lay. In the decade following the second world war, while the nation's
leaders pursued postwar recovery and economic modernization, radical
changes were ushered into traditional French society. A majority of art
critics, scholars and fine arts officials could be found resolutely defending
French classical tradition as much-needed familiar ground amidst the
rapidly changing identity of French society.The majority of voices within
the French art world treated art as a haven of classical continuity
despite facts to the contrary- and charactetized it as a realm guided by
classical doctrine and standards. Throughout the 1950's classicalnorms
of premeditated order, technical discipline and heroic sensibility were
regularly discussedand promoted as "truly French" norms and rational
reflection as a "truly French" mode of appropriation. In 1953 Dufrenne
warned against placing doctrine (in this caseclassicism)above the sensuous presence of the work. "We may believe that the doctrine is the key
to the work, and, under the pretext of searching for this key, we may
distance ourselvesfrom the work. Then reflection would separateus from
the work by putting a doctrine in the work's place."e Within Dufrenne's
phenomenological system the virtue of a work of art was to be found
rather in its potential as an aesthetic object its potential to exert its
sensuous presence upon a viewing subject. 'An object must be created
which will demand perception rather than interpretation, an object
before which all the commentaries of the Acad6mie Royale - commentaries which insist on finding symbols everywhere- will seem ridiculous."lo
Central to a phenomenological understanding of art is the notion that
the meaning of a work of art is constituted through multiple, cognitive
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acts of perception - meaning accorded over the course of numerous,
individuil experiencesin linear time. Dufrenne disputed the notion of
totalized meaning, contending that a work of art becomes an aesthetic
object once aesthetically perceived. Aesthetic experience rests upon the
intersubjectivity of subject and object, of spectator and work. In its
original French edition The Phenomenology of' Aesthetic Expetience
appeared as two volumes, offering a lengthy study of the aestheticobject
i n vo l um e one and a l e s s l e n g th y d i s c u s s i o no f a estheti cpercepti oni n
volume two. The two-volume presentation emphasized both the fundamental dichotomy as well as fundamental interdependence of aesthetic
object and aestheticperception.ll In taking up a systematic presentatton
of the inter-subjectiverelationship of aestheticobject and aestheticperception Dufrenne significantly challenged traditional notions as to the location of meaning in a work of art. Principles of phenomenological method
a p p l i e d t o t he f eat u re so f a e s th e ti ce x p e ri e n c eth us representednothi ng
less than a break with traditional paradigms in place among official and
critical circlesin mid-century France.Dufrenne entered the French "family
quarrel" over modern art in pointing out the striking affinity between
phenomenological method and aesthetic experience and in emphasizing
sensuousperception over classical doctrine.
as a
Presupposedhere is a new idea of both art and perception. Art must be considered
perceptlon'
to
respect
with
be
admitted,
.
.
it
must
.
And
imitation.
to
and
not
to
creation
will
rational
that appearancescan present a truth which differs from but is no less than the
homeland
as
the
if
not
be
rehabilitated
must
Perception
by
understanding.
atiained
truth
given to
of all truth, at least as capable of a certain tluth. At the same time, credit must be
perception
aesthetic significations (whether affective or practical) which are immanent in
rl
ald wh i c h a r e l e f t u n a c c o u n te dfo r b y r a lio n a lism

The year The Phenomenologyof Aesthetic Perception was published
was also the year the French were introduced to American abstract
expressionism. The first major show of contemporary American art
brought to France appeared in an exhibit opening June 7, 1953 at the
National Museum of Modern Art in Paris (Mus6e national d'art moderne,
then housed at the Palais de Tokyo), organized by the International
Programs division of The Museum of Modern Art (MOMA), New York'
For the first time Parisians were able to seethe work of such contemporary American artists as Stuart Davis, Arshile Gorky, Morris Graves,
Edward Hopper, Ben shahn and Jackson Pollock. The French came in
droves. Record attendance for this visit, a total of 8,500 visitors, was
reported as "higher than any other non-French show held at the museum
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since the war."13 However, the overwhelming perception of a majority of
French critics and state cultural administrators in responseto the abstract
expressionists(and the work of Jackson Pollock in particular) was one
of tremendous cultural rupture the antithesis of all that was, artistically,
French. The defensive and persistent posture by which French cultural
professionalsdefendeda notion of French painting endowed with classical
qualities of premeditated order, technical discipline and heroic sensibility
against the expressive spontaneity of Pollock and the other abstract
expressionists work viewed as "pure, raw" a rather'American" display
of "vitality"la - is striking. Critics representing a wide ideological and
stylistic spectrum preached the healthy virtues of French painting, bound
by good classical sense before the unfortunate American "exuberance"
and "disorder" representedby the paint-dripping, lasso-throwing Jackson
Pollock and his abstract expressionist friends. Numerous critics and
cultural authorities trusted that while Dionysian impulses had taken over
the New York School, good French taste would render it non-contagious.
In her article entitled "Jackson Pollock in the Land of Descartes"
Frangoise Choay claimed Pollock's work would find appeal only in "a
universe where human reasoning has no value."t5 "Our Western vision,
inherited from a past civilization which insisted on harmony, bristles at
this sort of "spontaneous lyricism" destined to compositional failure"
argued another critic.16 The French school, another explained, was
wedded to "the Cartesian love of order . . . solid construction . . . skillfully
orchestrated contrasts."17Only a handful of observersrecognized in the
apparent "disorder" of American abstract expressionistsworks a "pleasing
disorder, which even a Frenchman with his head full of seventeenthcentury classicismand rationalism would have to recognizeas artistic."18
Georges Boudaille, art critic for a Communist weekly, affirmed the
notion of order as an indigenous quality in French art, reproaching artists
who employed such "foreign" approaches for "leaning toward bad taste
in choosing
in expressionism."leThe American abstract expressionists,
to follow unhealthy "Teutonic" examples, he explained, had featured
temperament at the expense of discipline. Artists in France working in
like manner were similarly marginalized. Such was the case of French
gestural painter Pierre Soulages,who, like Pollock, approached his canvas
with a certain degree of existential impulsivity and who once explained
of his method, "I don't know what I am going to do when I begin a
paint in g ... An d I fi n d o u t w h a t I am l ooki ng for as I pai nt." 2oThe
expressivespontaneity characteristic of the American abstract expressionist painters and the existential spirit of contemporary French painters
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like Soulages, professed to be "less than French" by the majority of
French critics and cultural administrators in the 1950's,was in fact labeled
by some as decidedly "German" and by others as "Jewish." critics reviewing abstract expressionistscommonly contrasted German "l'expressivit6"
rn contrast to French "l'expression," associating romantic outpouring of
feeling with less-than-French,"Teutonic" or'American" exuberance.
Dufrenne's emphasis on the sensual immediacy of aesthetic objects in
his 1953 publication challenged the very canon by which the majority of
authoritative voices in the French art world found abstract expressionism
lacking.21Dufrenne countered the majority of authoritative voices in the
French art world in the 1950's with the suggestion that pollock's works,
for example, offered opportunity to enter into an instinctual, profoundly
imaginative state of being. "Si nous pouvions descendrevers un 6tat plus
originaire d'une subjectivit6 encore prise dans la Nature . . . nous rencontrerions l"'imaginaire profound" ld oir "le d6sir, au lieu de se mettre en
scdne,abolit toute scdne,comme sur une toile de pollock, dans un texte
de Joyce ou dans la musique de cage." If Pollock appeared an uncivilized
"savage" to the majority of French critics, he was a ..noble savage,,.22
Dufrenne challenged his French peers to the sort of aesthetic expression
that "bursts the bounds of understanding and rejects rational rigor,,,z3
calling for a phenomenological orientation by which ..the being of the
work of art yields itself only through its sensuouspresence,which allows
me to apprehend it as an aesthetic object,"2ain a process referred to as
the "humanization of the sensuous."In presenting the affinities between
aestheticexperienceand the principles of phenomenological method, that
is, the inter-subjectiverelationship of aestheticobject and aestheticperception, Dufrenne set himself against traditional French notions of art and
entereda "family quarrel" which pitted traditional French classicalvirtues
against purportedly "foreign" aesthetic values of sensuous vitality and
exuberance.
Nevertheless,a certain kind of art, which one may call "classical" and whose traditrons are
still alive, has striven to turn the beautiful into a definite and even a paramount and
exclusive aesthetic category by stressing certain dominant qualities, like harmony, punty,
nobility and serenity of which a Raphael Madonna a Bossuet Sennon and,Mansart builtling,
and a sonata da chiesa ("church sonata") give us a clear enough idea. And the prestige of
admittedly beautiful works which are inspired by this conception has long include<Iaesthetic
inquiry toward the theme of the beautiful. However, this inquiry has not sufficiently
considered the possibility that the beautiful, thus positively defined by a particular content,
may be a speoial aesthetic category, or else a combination of several categories proper to
certain works on1y, rather than being the property of every aesthetic object. The beautiful
as a symbol of perfection has been confused with the beautiful as a special characteristic.
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Becauseof this oonfusion, a particular aesthetictheory and practice have been absolutized
. . . we see at once that too narrow an understanding of the term "beautiful" is dangerous:
i t l e a d sro a n a r b itr a r y a n d stcr ilizin gd o g r n ati sm.r'

Controversy within the official French art world at mid-century arose
not only over competing aesthetic virtues of classical versus less-thanclassical presentation, but over the merits of abstract art as well.
Contemporary abstract art raised many questions within a milieu historically embracing premeditated order, technical discipline and heroic senstbility as national aesthetic virtues. Champions of abstract art wrestled
with notions of "cultural rupture" associatedwith abstract expressionist
approaches which appeared to sacrifice French "l'expression" for foreign
"1'expressivit6."The quest for a "properly French" sort of abstraction was
taken up by the group Jeunes Peintres de Tradition Frangaise (JPTF)
who had originally banded together in 1941. Despite common diatribes
against the "decadent" nature of abstract art from aestheticallyconservative circles in the French art world, these Young Painters in the French
Tradition sought to prove that one might paint in a manner at once
"French" yet fully abstract, avoiding Beaux Arts academicism on the one
hand, and "Teutonic exuberance"on the other. Led by artist Jean Bazaine,
they exhibited in the years following the war, calling artists to Galiic
distinctivenesswithin a decidedly modernist aesthetic.26Together, JPTF
artists challenged the French academic style in painting by taking up
abstraction in a manner altogether different than that of the American
abstract expressionists.They sought to adhere to the lessons of native
French modern masters Cezanne,Braque, Matisse and Bonnard by the
practice of premeditated compositional order, a quality much discussed
in the process of determining what constituted "truly French" art. Jean
Bazaine and other JPTF members provided for their native French audience an apologetic for abstract art by pointing to the "French" roots of
cubism, the lessons of Cezanne, and the example of the French fauves,
"the exact opposite of the sort of approaches seen in surrealism and a
good deal of abstract art, superficial and contrary to the principle ol
invention."27 The deliberate ordering of canvas surfacespacecharacteristic of the abstract or semi-abstract approach of JPTF artists, whether
in cubist or fauvist mode, was considered a call back to good French
taste, ensuring that "l'expression" would not be overshadowed by
"l'expressivit6".
Dufrenne recognized the difficulty in the West of associating aesthetic
value with a work's sensual immediacy and it was this dificulty. he
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explained,that accounted for mid-century prejudices against abstract art.
Dufrenne championed fully abstract art on the basis of his contention
that the purpose of an aesthetic object was not to depict, but to express.
He hoped that "the death of art proclaimed by Hegel . . . perhaps means
the resurrection of an authentic art which no longer has anything but
itself to declare."28 Emphasis on the sensual immediacy of aesthetic
objects in his 1953 text thus provided a defenseof abstract art at a time
and milieu in which abstract art was still viewed by many in France with
suspicion.In a discussion of the sensualimmediacy of color, for example,
Dufrenne addressedthe prejudice towards imitation. "This prejudice controlled painting in the West for a long time. Western art found it extremely
difficult to admit the importance of the element of color by which it
finally gained its autonomy." Dufrenne went further to associate the
cultural predilection for representational art with the predilection toward
rationalistic thought. "During the debate betweencolorists and draftsmen,
the apostles of drawing have always had the support of rationalistic
thought. It is in Descartes'stime, at the Royal Academy of Painting and
Sculptureand during discussionsin which the works of Titian and Poussin
were compared, that we can find the most solemn affirmations of the
primacy of drawing."2e Dufrenne's text goes on to explain that to the
extent the viewer remains unshaken by a work of art perception of the
work is not true; its sensuoustruth has not resonatedwithin the spectator
so that "it can finally be given its sensuoustruth . . ."30 To the degreethe
witness". . . allows himself to be won over and inhabited by the sensuous,
he thereby penetrates into the work's signification . . ."31
In addition to entering the trrench family quarrel over perceived challenges to classicism and suspicions about abstract art, Dufrenne's text
also challenged the sociological orientation of the field of Aesthetics as it
was practiced in France at the time. A relatively young academicdiscipline
in the hexagon, Aesthetics had developed around a positivist methodological base.Reuued'Esthttique editor Charles Lab had played a crucial
role in its formation. With the 1948 opening distribution of Reuue
d'Esthitique by the French University Press, co-editors and founders of
the journal aestheticiansCharles Lalo, Etienne Souriau and Raymond
Bayer provided a ten-page introduction to the principles distinguishing
the new professional journal of the French Society of Aesthetics. The
journal would not espouse a particular doctrine, the editors explained,
but would proceed from a consistently rational methodological base of
inquiry. At Lalo's death in 1953 fellow editor Etienne Souriau described
Lalo's role played in transforming the field of Aesthetics, one begun in
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Germany, into a "French discipline." By abandoning the German practlce
of "sympathetic imagination" and in its place employing a more positivist
approach, he explained, Lalo had given to the discipline a more analytical,
French character, tempering the "aesthetic mysticism" of the Germans.
Exploring societal determinants in good analytical fashion, the French
had thus made the field of Aesthetics their own, he claimed, citing what
he considered to be a distinctly French sociological approach based on
eighteenth-century practices carried on into the nineteenth and twentieth
centuries.32 The preoccupation of nineteenth-century French writer
Hippolyte Adolphe Taine with "influence de milieu, de la race et du
moment" had greatly impacted the "sociological aesthetics"practiced by
Lalo, according to Souriau. Raymond Bayer agreed, commenting on
Lalo's contributions to the field with his observation that "the work of
the true aestheticianlies in the realm of Cartesian rationalism applied to
aestneucs.-"
Since the eighteenth centufy the quest to discern natural laws at work
in the social world had inspired thinkers to locate data accounting for
the unique dispositions of particular societies.Interest in cultural diversity inspired eighteenth-century French Abb6 Jean-Baptiste Du Bos's
Rtflexions critiques sur Ia po,lsie et sur la peinture, a study of aesthetic
practices based on locale. More familiar is the late-eighteenth century
work of German philosopher Johann Gottfried von Herder, in studies
such as On the Variltion oJ' Taste and Mentality among Peoples and
Critical Grouesin which Herder expanded his concept of Volksgeist,ethnic
culture arising from native roots, to include aestheticindividuation based
on nationhood (a project incomplete at his death) and Alexander van
Humboldt's 1850 text Kosmoswhich also explored cultural diversity via
tabulation of data. In the nineteenth century as mentioned above, Taine
furthered positivist approachesto art and society,tabulating demographic
and environmental factors by which cultures had developeddistinguishing
features. Differences in physical and social environment, Taine argued,
produced discrete and varied tastesand approachesin art. In this manner
he accounted for differences between "Latin" and "Saxon" artistic
production.
Throughout the 1950'sFrench scholarscontinued to link art to national
character while such notions had been largely discredited as politically
dangerous given the caseof Nazi Germany, or ideologically anachronistic,
given the cosmopolitan nature of avant-garde art. However, notions of
group soul, native school and racial constants, shelved as relics abroad,
continued to characterize aesthetic discoursein France. Emphasizing the
i

f

l

CHALLENGE TO A NATIO

wl
reflexive subject-object relationship
pI
a
to
peers
Dufrenne challengedhis
I
the
L*i."f orientation' redirecting
the distinctly analytical'
ffi""gl"g
Dufrenne challenged
ilil;;ess
Focustng on
individuation'
aesthetic
an evoh
oUiects,Dufrenne provoked
wh
to multiple realities bY
il;6
meaning of art'"
notiot
Dufrenne's system obviated
tht
".ri'tiu" to"f" in art by privileging
numerous't
of art over the course of
fro* u Phenomenological PersPe
equateo
works of art was to become
broa
with
oi ,n"uoittg rather than
af
societal
icknowledged
;"i;;"
pre
stylistic
f".t"Jt" associatethese
arising out of shared
iii-*"iuulity"
or'
than "collective consciousness"
c
national
the notion of
o
polntlng
"^tt-all"ng.a
of Aesthetic Experience'
a deePer'r
art had come to express
i'pr"-nittorical, pre-cultural' of 't
i5,
the aestheticobject exist
"^oiuitt"a'
its fulfillment' Yet
fu'rti.lputio" for
prin
'societal' one, even though the
element
a necessaryand essential
ex
specificallyto aesthetlc
applied
" " ' uoJ.tn
ar t ist ic developm entIs
long Prom
national cultural model
modernls
in France. The distinctly
aesthet
of
,to*"notogical model
relucta
challenge to the curious
twentletn-ce
authorities to accept
beent
Mod"rn art has historicallY
individuals;
inrii ,r,iont but bY
been,s
suPremelYPersonal;it has
c
world
interior
ni ft""Oo- - the
oPPo
as
itself"'
and the medium
dual.38For the French in Parttcu

CHALLENGETO A NATIONAL SCHOOLAT RISK
rce
ist
&1,
1S.

ch
at
)n
th
9I

lu
)y
n
)f
o
K
I

S

j

L

131

reflexivesubject-objectrelationship which constituted the aestheticobject,
Dufrenne challenged his peers to a phenomenological rather than sociological orientation, redirecting the French approach to Aesthetics by
challenging the distinctly analytical, positivist orientation of the field.3a
In the process Dufrenne challenged long-standing notions of national
aestheticindividuation. Focusing on the sensual immediacy of aesthetic
objects, Dufrenne provoked an evolution in French Aesthetics, opening
inquiry to multiple realities by which to investigate the impact and
meaning of art.3s
Dufrenne's system obviated notions of "collective consciousness"and
"native soul" in art by privileging the sorts of meanings accorded a work
of art over the course of numerous, individual experiencesin linear time.
From a phenomenological perspective the strength and perpetuity of
works of art was to become equated with divergent, singular possibilities
of meaning rather than with broad, culturally cohesive signification.
Dufrenne acknowledged societal ailinities for particular styles but preferred to associatethese stylistic preferenceswith what he termed "aesthetic sociability" arising out of shared experiencesbefore works of art rather
than "collective consciousness"or "group soul". Thus Dufrenne directly
challengedthe notion of national cultural idiom in The Phenomenology
of Aesthetic Experience,pointing out parenthetically that contemporary
art had come to expressa deeper,more fundamental relation, one which
is "pre-historical, pre-cultural, of 'man' with the world."36 As Dufrenne
explained,the aestheticobject existed for the public, requiring the public's
participation for its fulfillment. Yet this harmony "is not a pre-established,
'societal' one, even though the primordial rootedness of the world is still
a necessaryand essentialelement within all experience,and can thus be
applied specifically to aesthetic experience."3T
Modern artistic developments have often proved problematic for the
national cultural model long promoted by arts officials and cultural elites
in France. The distinctly modernist route representedby Dufrenne's phenomenological model of aesthetic experience represented a signilicant
challenge to the curious reluctance on the part of many French art
authorities to accept twentieth-century modernism as late as the 1950's.
Modern art has historically been supported not by long-standing, official
institutions but by individuals; its expression and interpretations are
supremely personal; it has been said to cultivate "the only or surest realm
of freedom the interior world of their fancies, sensations,and feelings,
and the medium itself," as opposed to an entity larger than the individual.38For the French in particular, where government has distinguished
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itself by a certain "dirigisme" in the arts, and where the visual
arts have
played such a historic role in establishing national identity
and repute,
modern art has encountered especialdiffrcurty. By challenging
notions of
national aestheticindividuation through referenceto the sensial
immedi_
acy of aestheticobjects,Mikel Dufrennds The phenomenologyoJ'Aesthetic
Experience played an important role in guiding the prench
art world
back to a place where this bastion of national repute might reclaim
its
strength.
Asbury College

NOTE S
Edward S. casey in Miker Dufrenne, The phenomenoktgy.f Aesthetic
Experietlce, rtans.
Edward S. Casey (Evanston: Northwestern University press, 1974),p.
xv.
2 "It
is a striking fact that, with the sore exception of sartre,s saint
Gen€t (itself largery an
exercisein existential psychoanalysis),phenomenology in its Fre'ch phase
had not taken up
the phenomenon ofart with the attentivenessit deserved especially paris,
in
where so much
of modern art had been born." Edward S. casey in Mikel Dufrenne,
Trtephenomenorogyo/
Aesthetic Experience' p. vxi. Casey also notes that Husserl himself
neglectedthis imporranr
realm. Ingarden, a student ofHusserl, tlid singularly focus on the phenomenology
o1 aesthetics though he did not present as comprehensivea theory ofaesthetics
as did Dufienrre.
3 Maryvonne
Saison, "Le tournani esthetique de la ph6nom6nologie," Reuue
rl,Esthttique
36 (1999), p. 131. Saison refers to a similar claim made by Dominique
Janicauti in Le
Tournant rhiohgique de ra ph1norninorogie.frangaise
(Editions de l'Eclat, 1991).
4 Edward
S. casey in Mikel Dufrenne, The phenom.enctr.gy
.f Aesthetic Experience,p. xxt.
s Herbert
Spiegelberg quoted in Edward s. casey, Translator,s
Foreward, T/re
_
Phenomenologv-of Aesthetic Experience,o. xxi.
6 Herbert
Spiegelberg,The Phenurnertological
Moretnent. A Historical Introduction.Volume
2 (The Hague, Nerherlands: Martinus Nijhotr, 1965), pp.579 5g5.
spiegelberg notes sartre
paid only "passing attention" to the work of art in his study
of the psychologi"calphenome_
nology of imagination, and Merleau-ponty wrote only a small
numbe, oiessays on the
subject ofphenomenology and art.
7 Reference
to Dufrenne made by Hugh Silverman in a review of Mikel Dufrenne,
T/re
Phenornenologyof AestheticExperiencein Journar oJ Aestheticsand
Art criticis,, 33 ls,rmmer

r97s),p.462.

Edward S. Casey, The phenomenologyof AestheticExpertence,p.xvttt.
n Mikel Dufrenne, The phenomenologyof Aesthetic Experience,p.32.
to lbid., pp.286-287.
11 Edward
S. casey, Translator's Foreward, Mikel Dufrenne. The phenomenotogl,
oJ.
A e s t h e ticE- r p e r le n r ' ep.. xr ii.
t: Mikel
Dufrenn e, The phenomenotogyof Aesthetic Expertence,p. 2g7.
t3
Museum of Modern Art, New york (MoMA) Archives V.5.1.
la Jean
cassou, "Introduction," in .lackson pollock et La Nouuellepeinture
Ame,caine
(Paris: Editions des Mus6es Nationaux, 1959),MoMA Archrves
V.35.

TO A N A TI(

Pollot
1s Critic F-ranqoiseCl-roayin "Jackson
37 Mo\
MoMA Archives V
;"";;';n,';;'''
in-"Signif
16 Critic Jean-Jacques Leveque

v 37
A'drives
:*.Jtv'il, issg MoMA.
do J
"Whv
in
Boudaille
i;";;il
Georges
p
translatio
l, p.45 English
ru"ill*J!!s
Art
Aujourd'hui'
tn
Gu6g"n
\i"irt,t" nittt"

Archives V 37'
"L att hollanda
il''cri
i. GeorgesBoudaille'
1q58t. o. 33.
i n c i rnui s
l J' [',".ol t c ri ti c Mi c hel R agon

*-ii"ii"itn"t

t

8

CH A LLE N GE

heldonewhileSoulages

on you1lg paintel's'he
ir'.tJ"tao"' i"nuences
r
that emphasrson
;"i;h"r
been suggeste<l
Catherin
Joan
art
nature of contemporary
og v of A e sthetics' Ph'
; ;;: ;,;;; o u;''"n'"nnt
Philos
22 Mikel Dufrenne' nsrhttique".et

DanieI c harIes' t: olT I
il,l'
z3 Mi kel D u ftenne' t rte;,:;',,, n,;',| u

71 lbid., p. 44.
25 Ibid.. p. lix.
Petnt
26 For further discussionof Jeunes
1940 1944 lPa
diJuite'
kt
de
i'':t
o"ri.*,
Bonfa
2r Jean Bazaine quoted in Alain
30'
l
r'
1995
P
Frrl rqai ses'
t"' V l t
D ufrenne' The P henomen' l o{'
"t
2e l bi d.,
pp.284-285.
30 Ibi d., p .298.
3t l bi d., p . 57.
de Char'l
tt urti.i.
S"uriau' "La Place

(1953)'
PP188189'^
a'nrtiiti''lun6
:'l-t M6thode
Soc
l'""["ffia
nuYti'
)'
6 ( 1953
Dufienne
34 "La voie ouvertepar Mikel

.,h;;1,;1";l'"1:::,.i!.J
de la Posttlvtte

un reiet
this as a pat
r:+ Saisontlescribes
de Mi}
"Eloge
ii''
Noguez'
io-t,liout
-i.i;'*t.
to Dufrenne desc
eulogY
his
i;
N"g;;
university disci
Aestheticslrom a ngrd
fotth from cc
springing
realities
multiple
Inre
Whitman'
.,, ,;un
Catherine
51 52
Aeslheti(:s'pp
ol
Phenttntenolttg-\
31 Ibi d. , p. 78.
.o M.y., Schapiro,"The lntroductro
and Twentie
Mo'Inrn Art' Nineteenth
176'
1978)'
P
B razi l l er,

CHALL ENG E TO A NATI O NAL SCHO O L A T R I S K
?VC

of
iittc

rd
L\

r39

1s Clitic FrangoiseChoay in "Jackson Pollock au pays de Descartes,"France Obsert:ateur,
J anua r y2 9 , 1 9 5 9 ,M o M A Ar ch ive s V.3 7 .M o M A tr a n sla tio n .
16 Critic Jean-Jacques Leveque in "Signification de Jackson Pollock," L'InJbrmation,
J anua r y2 7 , 1 9 5 9 .M o M A Ar ch ive sV.3 7 .
1r Critic Georges Boudaille in "Why do Japanese painters come to Paris?" Cir'naise5
(May J u n e 1 9 5 8 ) ,p . 4 5 . En g lish tr a n sla tio np r o vid e d . Cim a isei s a C ommuni st w eekl y.
18 Critic Pierre Gu6gen tn Aujourtl'hui. Art et architecture 27 (March-April 1959). MoMA
Archives V.37.
te Critic Geolges Boudaille, "Lart hollandaise depuis Van Gogh," Cimaise5 (March Aplil
19s 8 ) ,p . 3 3 .
20 Cited by critic Miohel Ragon in Cimaise 3 (Janualy February 1956), pp. 17 21. Ragon
complained that while Soulagesheld one-man shows each ye:rr in New York, and exerted
trernendousinfluenceson young painters, he had not had a one-man show in France in years.
21 It has been suggestedthat en-rphasison the perceiving subject generally accounts for the
nature of contemporary art. Joan Catherine Whitman, Intentionalitl': An lnquiry into Mikel
Dufrenne'sPhenomenologyof Aesthetics,Ph.D. Dissertation, The American University, 1982.
tt Mikel Dufrenne, Esthttique et Philosophie, vol.2 (Paris: Klincksieck, 1976), p. 128;'
Daniel Charles,"Le dernjer mot," Rerue d'Esthitique 30 ( 1996),p. 33.
Mikel Dufrennc, The'Phenomenolog
l, ol Aesthetit: Experience.p. 323.
"
21 tbid., p. 14.
'?s Ibid., p. lix.
26 For further discussionof Jeunes Peintres de Tradition Franqaisesee Laurence Bertrand
Dor16ac,L'art tle la dtfaite, 1940 1914.(Paris: Editions du Seuil, 1993).
t'
Jean Bazaine quoted in Alain Bonfand, L'art en France (Paris: Nouvelles Editions
FranE a i s e s1,9 9 5 ) ,p . 1 3 0.
'zE Mikel Dufrenne, The Phenomenologyo./Aesthetic Erperience,p.lIIi.
2e I b i d . ,p p . 2 8 4 2 8 5 .
30 I b i d . , p . 2 9 8 .
31 lb i d . , p . 5 7 .
32 Etienne Souriau, "La Place de Challes Lalo dans I'Esth6tique Contemporaine," Reuue
d'Es tl ' L i t i t l u6e( 1 9 5 3 ) ,p p . 1 8 8 1 8 9 .
33 Raymond Bayer, "Le M6thode Socio-Esth6tique de Charles La.lo," Reuue d'Esthttique
6 (195 3 ) .
3a "La voie ouverte par Mikel Duflenne be laissed mid-chemin entre la philosophie critique
et la phenomenologie,entre une attitude ouverte aux enqudtesscientifiqueset historiques et
un rejet de la positivit6. . ." Maryvonne Saison, "Le tournant esth6tiquede la ph6nom6nologie," p. 134. Saison describesthis as a path takgn solely by Dufrenne at the time.
3s Do m i n i q u e N o g u e z , "Elo g e d e M ike l Du fr e n n e ," Re u u ed'E sthi ti que 30 (1996), p. 11.
Noguez in his eulogy to Dufrenne described his legacy as having transformed the field of
Aesthetics from a rigid ur-riversitydiscipline caught up in concepts to one free to embrace
multiple realities springing forth li'om contemporary art.
tu Joan Catherine Whitman. Intentionalit.v: An Inquiry into Mikel Dufrenne's
Phenomenologyo.fAesthetics,pp. 51 52.
37 I b i d . , p . 7 8 .
38 Meyer Schapiro, "The Introduction of Modern Art in America: the Armory Show," in
Motlern Art, Nineteenth antl Twentieth Centuries. Selected Papers (New Yolk: George
Braziller, 1978),p. 176.

