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Introduction

The current issue of Ikonotheka, which we would like to recommend to our
Readers, is truly special. The essays collected herein, although very different
in contents and form, have all been inspired by a single intention: they have
been conceived as an expression of appreciation and gratitude to Professor
Wiestaw Juszczak from his disciples and friends. The volume opens with
a translation of Professor Juszczak’s classic essay on the Romantic theory of
the imagination, which we would like to present as a symbolic mirror of the
Professor’s interpretative method and as a signal of the most important intel-
lectual themes which have constantly been present in his works. The diversity
of the essays published in this volume is intended to mirror, as much as it is
possible, and to extol the incomparable wealth and unequalled breadth of the
Professor’s scholarly interests. To all of us, and to a few generations of Polish
humanists, Professor Juszczak’s scholarly output has been an inexhaustible
source of inspiration and a cause of unabated admiration. His works have
provided us with an unparalleled model of synthetic thinking and of express-
ing ideas in a literary form; they have been a lesson on how to masterfully
present a penetrating interpretation. In everything that constituted the sub-
ject of his reflection — from the Greek myths, ekphrasis and the prehistoric
beginnings of art, through the theory and practice of art in the British Isles,
the Symbolist art and the Polish Modernist painting, to Martin Heidegger’s
philosophy of art and the philosophy of music — we discover not only an
indelible mark of a true humanist’s erudition and sensitivity, but also, per-
haps above all, an illuminating aura of creative imagination. In his analy-
ses of works of art, Professor Juszczak not so much discovered the subtlest
nuances of their significance and revealed them to his reader, but co-created
the mysterious meanings enclosed in them. No-one else but the Professor
may be said to be for us a true mousikds aner, in whose thought the bounda-
ries of the arts evaporate to leave a continuity of reflection and imagination,
and whose work gives forth the fullness of its harmony like a musical score
brought to like by a gesture of an infallible conductor’s hand. We declare
that his personality makes Professor Juszczak a perfect embodiment of an
ideal scholar, a man about whom Novalis once wrote: “Der echte Gelehrte
ist der vollstandig gebildete Mensch, der allem, was er bertihrt und tut, eine
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Introduction

wissenschaftliche, idealische, synkritistische Form gibt”. We feel honoured
and, in fact, favoured by fate to have been granted the privilege of personally
knowing Professor Juszczak and of being familiar with his work. We have
drawn on the rich resources of his knowledge and we have always relished his
good humour and kindness. We are aware that the tribute which this volume
is intended to constitute is but an imperfect token of our appreciation of
Professor Juszczak’s role as our teacher of insight and our guide around the
labyrinths of art and history. It will be the highest reward to us if the Professor
is kind enough to acknowledge it.

(Translated by Klaudyna Michatowicz)



IKONOTHEKA 25, 2015

Wiestaw Juszczak

The Dark Source of Knowledge

To Krzysztof

Kant once wrote in his notebook: “Avoid bad dreams”.! Goya, vainly yearn-
ing for light and harmony, placed the following inscription on his etching: “El
suefio de la razén produce monstruos”. Wordsworth described the imagina-
tion as “reason in her most exalted mood”. Yet the two preceding statements
also refer to the imagination. They also refer us to an issue that is situated in
that sphere of the most contentious and complex matters, on the interpreta-
tion of which depends the entire historical image, perception and assessment
of the eighteenth century.

If we could fully develop this matter on the basis of only these three
statements, we would attempt to demonstrate that the attitude towards the
imagination as represented by Goya is the closest to the seventeenth-century
one, oscillating between condescension, contempt and fear. This is because
the “sleep of reason” does not produce monsters, but permits the imagina-
tion, a demonic faculty which produces nightmares, to hold sway.* Further
on we would attempt to show that Kant’s sentence, seemingly very similar
to Goya’s, signifies a different meaning — here the chaos of everything that
is corporeal “awakens” during sleep, and then only the imagination is able to
maintain order or even to prevent the “total extinction of life”.

However, we must limit ourselves here to a brief presentation of argu-
ments in support of the view that Wordsworth’s metaphor is Kantian in its
essence; that the Romantic apotheosis of imagination as the tool of the fullest
cognition is rooted in the writings of Kant, who maintained that cognition
is altogether impossible without the imagination. Let us therefore limit our-
selves to the role of the imagination in Kant’s epistemology — an issue that
has been reflected on many times and is burdened with substantial literature,

1 The current essay first appeared in W. Juszczak, Fakty i wyobraznia [Facts and Imagina-
tion], Warsaw, 1979, pp. 106-116.

2 An excellent interpretation of this etching is found in an article by G. Levitine, “Liter-
ary Sources of Goya’s Capricho 43”, Art Bulletin, 1965, vol. XXXVII, pp. 56-59.
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and yet is being re-considered again and again and is still current; an issue
whose summary is, I think, worth recalling here.?

As late as in Hume — that is after the breakthrough in the process of
“pardoning” the imagination which was spurred by the texts of Joseph Addi-
son or Christian Wolff — the imagination demonstrated the entire ambiguity
of its nature and action. Its aesthetic and epistemological functions appeared
in a nebulous amalgamation, impossible to divide, and the “freedom” of the
imagination was likewise impossible to limit — this freedom which was desir-
able in actions included in the first sphere, but which created havoc in the
logical order that ought to be maintained in the second sphere. It proved
impossible to subordinate, when needed, to the laws of reason, to the laws
of the “higher” cognitive faculties, to use the phraseology preferred by Vico or
Wolff. In this context, an especially important issue — an issue underlined so
strongly by none other than Kant — seems to be chiefly the amalgamation of
what was before, in various interpretations of the imagination, shown sepa-
rately as its always mutually exclusive qualities, i.e. its entirely anarchic fea-
tures, emphasised by, for instance, Hume, and its entirely logical features, on
which Baumgarten, for example, preferred to focus. To Kant, these were only
two sides of the same cognitive tool, dependent only on the use to which this
tool was being put — on the arrangement of external circumstances or needs
which necessitated this or that usage of this tool, but did not determine its
character internally.

One of the more recent works devoted to the role of the imagination in
Kant’s aesthetics contains an attempt to define this faculty’s possible relation
to understanding (Verstand) as the “faculty of concepts”.* As it turns out, this
analysis requires us to re-examine the way in which the imagination func-
tions in the process of cognition, and to underline the differences between
the types of activity that are proper to it in these two spheres. Conversely,
however, in order to fully present its far more complex cognitive operation it
is all the more important to recall, even briefly, its activities as described from
the point of view of aesthetics.

In its poetic, artistically creative operation, which leads to the emergence of
“aesthetic ideas”, the imagination “is very powerful in creating another nature,
as it were, out of the material that actual nature gives it”.° It is therefore

3 This essay develops a section of my work entitled: O wyobrazni historycznej [On the
Historical Imagination].

4 H. Blocker, “Kant’s Theory of the Relation of Imagination and Understanding in Aesthetic
Judgment of Taste”, The British Journal of Aesthetics, 1965, no. 1, pp. 37-45. Blocker refers
to observations made by R. Daval, La Métaphysique de Kant, Paris, 1950, pp. 258-259.

5 I Kant, Critique of Judgement, translated by J. H. Bernard, Macmillan & Co., London,
1914, p. 198 (198). The numbers in the parentheses refer to the page of the third
original edition: Kritik der Urteilskraft, Berlin, 1799. Further on the original pagination
is given after the quotations. The same concerns Critigue of Pure Reason, quoted here
in the translation by Norman Kemp Smith, Macmillan & Co. London, 1929, with the
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The Dark Source of Knowledge

rendered independent, at least to a considerable extent, from experience and
from both its chief “conditions” or “sources”, of which the first is receptive-
ness to impressions and acceptance of representations in the same way our
senses are stimulated by objects, while the other is the spontaneous ability
to create concepts, i.e. the faculty which enables us to think about an object
articulated in a sensuous representation. Thus, the imagination becomes rela-
tively independent from sensibility and from understanding, of which the first
(Sinnlichkeit) provides us with intuition (Anschauung) and the second provides
us with concepts. The imagination, usually defined by Kant as the “faculty
of intuition” or the “faculty of comprehension in an intuition”, realises here
its potential for decomposing, freely and when needed, the images obtained
through empirical cognition and for re-forming new wholes from the ele-
ments according to rules that are analogous to the rules of understanding,
but essentially different from them. Thus the imagination can grant an illu-
sion of experiencing things which, strictly speaking, cannot be a subject of
“experience”, a subject of cognition proper.

We entertain ourselves with it when experience proves too commonplace [...]. Thus we
feel our freedom from the law of association (which attaches to the empirical employ-
ment of Imagination), so that the material which we borrow from nature in accordance
with this law can be worked up into something different which surpasses nature (193).

Thus we create those peculiar representations which neither belong to cogni-
tion nor can ever “become a cognition” of an object, since they entail a dis-
tortion of the correctness, the necessary order of the cognitive process: what
the imagination does present to us in this case exceeds the capabilities of
comprehension proper to understanding, the capabilities of conceptual com-
prehension; understanding is unable to bring these representations to the
form of concepts.®

Such an aesthetical idea “cannot become a cognition, because it is an intu-
ition (of the imagination) for which an adequate concept can never be found”,
just as its counterpart, a rational idea, “can never become a cognition, because
it involves a concept (of the supersensible), corresponding to which an intu-
ition can never be given” (240). If, therefore, we are analysing the imagina-
tion in its aesthetic functions, in its freedom, “in its free play”, this means,
according to Kant, that “it is in the first place not regarded as reproductive,
as it is subject to the laws of association, but as productive and spontaneous

note that the “A” pagination refers to the first edition: Kritik der reinen Vernunft, Riga,
1781, and the “B” pagination to the second edition, Riga, 1787. According to the estab-
lished custom, passages which appear in both editions are provided with both page
numbers.

6 “To bring this synthesis [of all that is manifold in an intuition] to concepts is a function
which belongs to the understanding, and it is through this function of the understand-
ing that we first obtain knowledge properly so called” (A 78).

13



Wiestaw Juszczak

(as the author of arbitrary forms of possible intuition)” (69).” And although,
as it is correctly emphasised, some influence of understanding on the ima-
gination can be detected even here — for instance that the form of its free
creations is just as regular and consistent as the form of those of its repre-
sentations which become objects of cognition® — it nevertheless has the abil-
ity to influence understanding; it arouses understanding by showing it some
unapproachable goal, and thus it stimulates its activity.

The above few remarks suffice to derive some general descriptive terms for
the actions of the imagination as a faculty that operates in all of our cogni-
tion. These actions will be in keeping with understanding, will be subordinate
to it, subject to the laws of association; the imagination itself will be called
reproductive, with the proviso that in Critigue of Pure Reason the meaning of
this word seems to diverge considerably from its generally accepted sense. But
the above list does not yet include the most important point: according to
Kant, the imagination is the factor that mediates between two mutually alien
worlds, between two spheres which otherwise would forever remain strang-
ers to each other, never to be in touch. These two spheres are the mundus
sensibilis and the mundus intelligibilis. The contact between them, relying on
subordination of the elements of one sphere to the elements of the other, is
cognition itself. Here, all depends on the presence of a mysterious, well-nigh
concealed instrument; the clearness of knowledge springs from a dark source.
Everything depends on the imagination, “a blind but indispensable function
of the soul, without which we should have no knowledge whatsoever, but of
which we are scarcely ever conscious” (A 78, B 103).

Due to the way it operates, the imagination lies so close to understanding
that it is sometimes deemed to be its function. The character of its products,
in turn, is similar to that of sensuous representations. These operations are
called syntheses, the products are images. Regrettably, even the simplest pre-
sentation of these concepts requires severe simplifications.’

7 The entire range of its activity is described by V. Basch (“Du réle de I'imagination dans
la théorie Kantienne de la connaissance”, Revue de métaphysique et de morale, 1904, vol. XII,
p. 428): the imagination can “ressusciter en nous le monde des intuitions, affaibles, il
est vrai, et décolorées, mais, en revanche, si malléables, si souples, si plastiques que
nous ne sommes pas tenus de les reproduire servilement dans la structure primitive de
leur coexistence ou dans 'ordre originaire de leur succession, mais que nous pouvons
le combiner & notre gré, les associer et les dessocier”.

8 Blocker, op. cit., p. 45. Blocker asserts that in an aesthetic experience the imagination
is freed from the subservient relation to understanding, which characterises the cogni-
tive use of the imagination. Thus, in an aesthetic experience the imagination may be
both partially dependent on the intellect and independent from it, and the intellect
may similarly be dependent on the imagination or independent from it.

9 One of these simplifications is the fact that we shall not enter here into the discussion
as to how the very manner in which the imagination exists should be interpreted, i.e.
whether it should be perceived as the “third” (besides sensuality and intellect) inde-
pendently existing and operating faculty of the mind, as some passages in the first
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The Dark Source of Knowledge

In the interpretations of Kant’s work, special emphasis is put on the point
owing to which a decisive turn in the methodology of the study of cogni-
tion could occur. This turn consisted in calling the opinion that “the senses
not only provide us with perceptions, but also conjoin them and produce
the images of objects” into question and asserting that “we cannot represent
anything as conjoined in the object without having previously conjoined it
ourselves” (A 120, footnote; B 130). Hence, emphasis is put on the introduc-
tion of a distinction between passive acceptance of sensual impulses (which
constitutes the primeval, purely sensual symptom, a sensation that is only
“the matter of perception”) and the active, conscious interpretation of that
matter in an intuition, producing phenomena and objects of perception, and
thus the act of perceiving, forming and cognising sensations.’® A “synthesis”
is an introductory, so to speak, review and categorisation of various, initially
chaotic perceptions, “that combination of the manifold in an empirical intu-
ition, whereby perception, that is, empirical consciousness of the intuition (as
appearance), is possible” (B 160). This introduction to cognition does not yet
require an analysis; at this phase cognition is “crude and confused”; but still
“the synthesis is that which gathers the elements for knowledge, and unites
them to [form] a certain content” (A 77, B 103).

This action of the imagination occurs in two stages: first, the percep-
tions are ordered and arranged in groups (“the synthesis of apprehension”),
and then associated according to particular rules, owing to which the mind
is led from one representation to another “even in the absence of the object”
(“the synthesis of reproduction”) (A 100-101). The passage from sensibility to
understanding — from intuitions to concepts — would be impossible without
this twofold synthesis. It is true that “[b]efore we can analyse our representa-
tions, the representations must themselves be given, and therefore as regards
content no concepts can first arise by way of analysis” (A 77, B 103); but,
nevertheless, no synthesis is conceivable without the fundamental condition,
which is contained in understanding and which is provided by understand-
ing, thus enabling not only all cognition, but also experience itself, which can
only be conscious, and only understanding is able to provide conditions for
this consciousness. This fundamental condition is the transcendental apper-
ception, in relation to which the imagination is a kind of “executive power”
functioning in the sphere of intuitive data. The mediation of imagination is
indispensable, because

edition of Critique of Pure Reason seem to suggest, or whether it should be perceived as
no more than a function of the intellect, a manner in which the intellect “communi-
cates” with the only other autonomously operating faculty, i.e. with sensuality. Most
arguments seem to support the first approach. Cf. E. M. Wolff, Erude du rle de I'imagination
dans la connaissance chez Kant, Carcassonne, 1943, p. 9.

10 Cf. e.g. E. Cassirer, The Philosophy of Symbolic Forms, translated by R. Manheim, vol. 3,
New Haven, 1957, p. 193.
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the understanding in us men is not a faculty of intuitions, and cannot, even if intuitions
be given in sensibility, take them up into itself in such manner as to combine them as
the manifold of its own intuition. Its synthesis, therefore, if the synthesis be viewed
by itself alone, is nothing but the unity of the act, of which, as an act, it is conscious
to itself, even without [the aid of] sensibility, but through which it is yet able to
determine the sensibility. The understanding, that is to say, in respect of the manifold
which may be given to it in accordance with the form of sensible intuition, is able to
determine sensibility inwardly (B 153).

The understanding is thus able to determine sensibility by means of a sort
of projection of its synthetic abilities onto sensibility, again with the media-
tion of imagination. Hence, “imagination is dependent for the unity of its
intellectual synthesis upon the understanding, and for the manifoldness of
its apprehension upon sensibility” (B 164).

In addition, as demonstrated by an analysis of the concept of schemata (the
second term for the cognitive actions of the imagination), the imagination is,
in essence, the medium providing understanding with intuitions and sensibil-
ity with the laws of intellectual synthesis (i.e. it carries those laws from the
understanding into the sphere of sensibility), due to which the raw material of
perceptions is constituted in phenomena, i.e. in the images of objects as such
that we are able to experience empirically, thus, individual objects. The imagi-
nation is a kind of “intellectual intuition”, if we may be permitted to use such
a phrase; it is a manner of bringing images (i.e. individual intuitive represen-
tations) close to concepts, at which closes that complex process of fusing the
manifold of what is sensuous into the ultimate unity of what is intellectual.

This ultimate unity is guaranteed by “the thoroughgoing identity of the
self in all possible representations”, i.e. the pure, or transcendental, appercep-
tion (A 116). It is the highest point to which all indirect ways of combining,
or synthesising, representations aspire, and which is at the same time a source
of the unity of principles of all the successive combinations — it is “this uni-
tary consciousness” which “combines the manifold, successively intuited, and
thereupon also reproduced, into one representation” (A 103). According to Kant,
pure apperception, the elementary proposition: “I think” is thus, in addition to
the a priori forms of sensibility (i.e. those of space and time), another condi-
tion for all possible experience; a condition which is indispensable and superior
to the other two. It is its pure form, the basis for the constant and synthetic
unity of representations, and therefore is independent from experience.

A pure imagination, which conditions all 2 priori knowledge, is thus one of the funda-
mental faculties of the human soul. By its means we bring the manifold of intuition
on the one side, into connection with the condition of the necessary unity of pure
apperception on the other. The two extremes, namely sensibility and understanding,
must stand in necessary connection with each other through the mediation of this
transcendental function of imagination, because otherwise the former, though indeed
yielding appearances, would supply no objects of empirical knowledge, and consequently
no experience (A 124).
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The Dark Source of Knowledge

All of its hitherto mentioned functions, or rather types of the same ability to
synthesise, reveal the imagination as a “spontaneous” faculty, i.e. one which
in its simplest and “lowest” operations (i.e. apprehension itself) may be used
subconsciously,!! but even then it is governed not by sensibility but by under-
standing. Even though at some point in Critique of Judgement we read:

[...] when used with reference to a representation by which an object is given, [the
faculty of Judgement] requires the accordance of two representative powers: viz. Imagi-
nation (for the intuition and comprehension of the manifold) and Understanding (for
the concept as a representation of the unity of this comprehension) (65),

it is obvious that only the arousal of the imagination, and not the entire
course of its action, depends on an object; that the entire process of its action
is “spontaneous” and, in essence, the reverse (if we consider the laws and
results of this action and not its variable causes or reasons for it): this action
is spontaneous, so: independent from sensibility, it is spontaneous, so: inde-
pendent from any current object that is being experienced. On the contrary,
it is a projection of the consciousness of my own “I”, the transcendental
consciousness which precedes all detailed experience and is a condition for
it. It is a projection of primary or pure apperception — apperception which is
sometimes called (when it is in its epistemological role) a function of under-
standing due to its superior relation to the imagination.

On the highest level of synthesis, at the point where the manifoldness
of an image transforms into the absolute, the indivisible unity of a concept,
the “imagination” and “understanding” become simply two terms naming
two aspects of a synthesising factor or element which (at this last stage)
is one and the same. Being essentially different from understanding in the
sphere of actions referring to intuitions themselves, the imagination reveals
its organic connection with it even at this stage. At the last stage of the con-
version of images into concepts, this connection — which is revealed by the
imagination’s inherent capability to form syntheses (i.e. its capability for
“spontaneous” action) — cannot be presented otherwise than by identifying
these two faculties, as the imagination’s peculiar return to its own source.
At this point, the “transcendental synthesis of the imagination” is essentially
the same thing as “intellectual synthesis”, so that no differentiation can be
made any longer. This is probably how the following passage, a frequent
source of debates on the interpretation, should be understood: “the synthesis
of apprehension, which is empirical, must necessarily be in conformity with
the synthesis of apperception, which is intellectual and is contained in the
category completely a priori. It is one and the same spontaneity, which in
the one case, under the title of imagination, and in the other case, under the

11 From Kant’s own argumentation it does not directly follow that some actions of the
imagination can indeed be called subconscious. This problem is sometimes posed by
the commentators, however. Cf. E. M. Wolf, Etude du rdle de l'imagination, pp. 28-30.

17



Wiestaw Juszczak

title of understanding, brings combination into the manifold of intuition”
(B163, footnote)."

By saying that a concept is arrived at through synthesis achieved by the
imagination, we mean that a concept always corresponds to some intuition
which, being sensuous, is manifold and hence needs synthesising. Since, accord-
ing to Kant, a concept is a result of the spontaneity of our thinking, it is (this
is how it should be understood) a non-sensuous representation. It is an alto-
gether homogeneous intellectual representation, which shows no trace of the
intuitive manifoldness either of the “pure forms” or of perceptions. Yet the law
of all cognition requires not only that intuitive data find their counterparts in
concepts; it also requires that intuitive contents correspond to given concepts:

Our nature is so constituted that our intuition can never be other than sensible; that is,
it contains only the mode in which we are affected by objects. The faculty, on the other
hand, which enables us to think the object of sensible intuition is the understanding. To
neither of these powers may a preference be given over the other. Without sensibility
no object would be given to us, without understanding no object would be thought.
Thoughts without content are empty, intuitions without concepts are blind. It is,
therefore, just as necessary to make our concepts sensible, that is, to add the object to
them in intuition, as to make our intuitions intelligible, that is, to bring them under
concepts. These two powers or capacities cannot exchange their functions. The under-
standing can intuit nothing, the senses can think nothing. Only through their union
can knowledge arise (A 51, B 75-76).

It remains for us to ask how the passage from concepts to intuitions — the
“downward path” — is possible; how does one recognise this content of intui-
tive data which would adequately fill the otherwise empty concepts.

In connection with the above remarks, it seems obvious that also in this
process of “moving downwards” the decisive role falls, again, to the imagina-
tion as the mediating faculty, because no direct contact between understand-
ing and sensibility is conceivable at this point either. This pertains equally
to concepts obtained by experience, empirical concepts and pure intellectual
concepts, 1.e. categories.

A simple commentary on this manner is provided by Blocker in the already
quoted study, which states that, according to Kant, every concept assumes,

12 Cf. also B 152, where it is said that the transcendental synthesis of the imagination is
“an action of the understanding on the sensibility; and is its first application — and
thereby the ground of all its other applications — to the objects of our possible intuition”.
With regard to this, the following passage from R. G. Collingwood (The Principles of
Art, London, 1938, p. 215) is worth comparing: “Regarded as names for a certain kind
or level. of experience, the words consciousness and imagination are synonymous: they
stand for the same thing, namely, the level of experience at which this conversion
occurs. But within a single experience of this kind there is a distinction between that
which effects the conversion and that which has undergone it. Consciousness is the
first of these, imagination the second. Imagination is thus the new form which feeling
takes when transformed by the activity of consciousness”.
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signifies or remains in a “direct relation” with some rule, known as a schema,
which is not an image in itself but constitutes a set of directives, so to speak,
which allow a suitable type of images to be constructed.” This theory of
“schematism” was developed in Critique of Pure Reason with special attention
to the particularly complex problem of the so-called objective validity of the
categories, i.e. its applicability to all that is sensuous. This fundamental condi-
tion of its cognitive function is here called the “transcendental schema” and,
as such, is distinguished from a “phenomenon”, which fulfils the same role in
relation to empirical concepts as the transcendental schema does in relation
to categories. This is mentioned here only to point out that now we must
limit ourselves to using the term “schema” exclusively in the second meaning
(which, in fact, is the more frequent one), i.e. “phenomenon”.

Anthropology from a Pragmatic Point of View contains an important pas-
sage in which Kant asserts that the imagination can described in three ways
depending on the precisely defined areas of its activity. It can thus be called
imaginatio plastica when we are interested in the fact that it encompasses the
spatial features of phenomena, their continuity and their mutual relation in
coexistence; or imaginatio associans, when it orders perceptions, intuitions and
phenomena in time, associates their courses and identifies their duration; or
imaginatio affinitas, when it pertains to affinities between phenomena having
a common origin.** The last appellation refers precisely to the capability of
the cognitive imagination for schematisation. Let us add that, in contrast
to perceiving objects through intuition (Anschauung) — objects which in this
case are always individual and concretely “given” — concepts always pertain
to objects indirectly, “by means of a feature which several things may have
in common” (A 320, B 377). This brings us close, albeit from a different side,
to the correct definition of schematism.

As we read in Critique of Judgement, the imagination can not only evoke the
image of an object or recall the “signs for concepts”, but, above all, as affinitas
it “can, in all probability, [...] let one image glide into another, and thus by
the concurrence of several of the same kind come by an average, which serves
as the common measure of all” (57). This “common measure” or “intervening
image” is precisely the schema of the imagination. It is a “schema”, that is
to say, it differs from an “image”. This is how Kant explains this difference:

If five points be set alongside one another, thus, . . . .. , I have an image of the num-
ber five. But if, on the other hand, I think only a number in general, whether it be five

13 Blocker, op. cit., p. 41. The observation that schemata develop along a path that con-
stitutes a reverse (or a “mirror image”) of the path along which develop the images of
imagination is found in Wolff’s study (Etude du rdle de l'imagination, pp. 94-135).

14 1. Kant, Die Anthropologie in pragmatischer Hinsicht, 3" ed., Konigsberg, 1820, par. 28:
“Das bildende der Anschauung im Raum, imaginatio plastica, das beigesellende der
Anschauung in der Zeit, imaginatio associans, und das der Verwandschaft aus der gemein-
schaftlichen Abstammung der Vorstellungen von einander, affinitas”.
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or a hundred, this thought is rather the representation of a method whereby a multi-
plicity, for instance a thousand, may be represented in an image in conformity with
a certain concept, than the image itself. For with such a number as a thousand the
image can hardly be surveyed and compared with the concept. This representation of
a universal procedure of imagination in providing an image for a concept, I entitle the
schema of this concept. Indeed it is schemata, not images of objects, which underlie our
pure sensible concepts. [...] This schematism of our understanding, in its application
to appearances and their mere form, is an art concealed in the depths of the human
soul, whose real modes of activity nature is hardly likely ever to allow us to discover,
and to have open to our gaze. This much only we can assert: the image is a product
of the empirical faculty of reproductive imagination; the schema of sensible concepts,
such as of figures in space, is a product and, as it were, a monogram, of pure a priori
imagination, through which, and in accordance with which, images themselves first
become possible. These images can be connected with the concept only by means of
the schema to which they belong. In themselves they are never completely congruent
with the concept” (A 140-142, B 179-181).

Hence all schemata, even though in themselves they are all products of the
imagination, must activate another ability of the imagination (apart from
schematism), i.e. the ability for reproduction, owing to which the function
of the schema is finally realised; and it is realised in diverse ways. Essentially,
a schema serves to arouse and govern “the reproductive imagination that calls
up and assembles the objects of experience”, without which concepts would
be devoid of all strictly cognitive values (A 156, B 195).1

The above examples and quotations demonstrate that the contact between
understanding and sensibility, which is made possible by the imagination, may
acquire various forms and achieve varying degrees of rapport. And although this
has not been directly stated, images constructed according to the schematic
directives may be divided into two, or at least two, groups of a different nature.
They either only minimally exceed the framework of a “general outline” as
constituted by the schema or they fully imbue it with details, thus limiting
the concept’s range of applicability to a few or ultimately to just one object
presented in concreto.

This process of moving from sensuous data to concepts, and from concepts
to relevant intuitive phenomena — the process of objectifying originally subjec-
tive things and the potential of moving back along an already completed path
which is inherent in this process — can be presented in various ways. It can, for
instance, be presented from the point of view of differences between meaning
and the understanding of meaning, which is subject to individual deviations
despite its connection with the same, relatively invariable and supra-individual

15 Related to the “schematic manner of intuition” is the “symbolic manner”, which is
analysed by Kant elsewhere (Critique of Judgement, p. 255): “This concerns only Ideas
of the Reason, which, although no adequate presentation is possible for them, by this
inadequacy that admits of sensible presentation, are aroused and summoned into the
mind”.
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basis. In considering the relation of the objective to the subjective, Ernst Cas-
sirer explains this issue from a standpoint which is close to Kant’s:

When we characterize a sensuous impression, that is given us here and now in a defi-
nite nuance, as “red” or “green”, even this primitive act of judgment is directed from
variables to constants, as is essential to all knowledge. Even here the content of the
sensation is separated from its momentary experiencing (Erlebnis) and is opposed as
independent; the content appears, over against the particular temporal act, as a perma-
nent moment, that can be retained as an identical determination. [...]This fixity and
continuity is never fully realized in any sensuously perceptible object; so in order to
reach it, thought is led to a hypothetical substructure of empirical being, which how-
ever has no other function than to represent the permanent order of this being itself.
Thus there is an unbroken development from the first stages of objectification to its
completed scientific form.'®

According to Kant, therefore, we attain all levels of that “ordering of the very
being” due to the presence of the “blind but indispensable function of the
soul”. All paths of cognition lead though this mysterious centre, to which the
words: “concealed in the depths of the human soul” can rightly be applied. No
wonder Heidegger perceived the imagination and the manner of presenting
its epistemological functions to be the axis of Kant’s entire system."” But this
is a different issue, yet another aspect of the questions considered herein. By
attempting to describe only the chief types which in this system have been
ascribed to this faculty, and also by persistently pointing to its mysterious,
spontaneous, well-nigh irrational nature, which is consistently highlighted in
the Critigues, we wished to increase the band of scholars who in their recent
research have endeavoured to dim the bright radiance of the Enlightenment.
We wished to underline these features of this period which are insufficiently
known or not acknowledged — features which were not at all concealed, but
uncovered for all to see, not battled in the name of “rationalism” (a term which,
when used in reference to this period, is quite illegitimate) but accepted by
the most outstanding minds of that era, trend or culture. We have chosen
Kant as our example, because he throws a vast and wondrous shadow on that
era; because he not only extolled the dark and mysterious imagination, but
submitted to its power and thus created an inspired work.

(Translated by Klaudyna Michatowicz)

16 E. Cassirer, Substance and Function, and Einstein’s Theory of Relativity, translated by
W. C. Swabey and M. C. Swabey, Chicago-London, 1923, pp. 276-277.

17 M. Heidegger, Kant et le probleme de la métaphysique, translated by A. de Waelhens and
W. Biemel, Paris, 1953. Cf. esp. section III A, pp. 185-196.
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Jacek Jazwierski

“Remnant of the Golden Age”:
Franciscus Junius on the Love of Art

Regarding the [importance of art], I will not be moved by the arguments with which
in a depraved age sluggish minds attempt to disparage and make light of the sublime
power of the divine arts which they cannot comprehend. Art indisputably stands on
a lofty peak — higher than the reach of ordinary men. Those, who prompted by their
barbaric and beasty nature, persist in catering to their sloth she either ignores or, with
the splendor of her light, strikes their dim sight with blindness.

These words could have been written by William Blake, as they bear such

a vehemence, virulence and apocalyptic inclination to condemn. In fact, they
were printed a hundred and twenty years before his birth by a Leiden humanist
based in London, Franciscus Junius, in his De pictura veterum.' Junius seems to
have shared with Blake nothing but a deep belief in the significance of art. In
contrast to Blake, he appreciated this world and the role which man can play
within its realm. At the beginning of his treatise he expressed an optimistic
confidence that the world is beautiful, and that the human vocation is virtue:

The good and great maker of this Universe, created the world after so glorious and
beautiful manner, that the Greeks together with the Romanes [...] have called it by
the name of an Ornament. Moreover, Man, whom many ancient Authors call the little
world, is not made after the image of God to resemble the wilde beasts in following
of their lust, but that the memory of his originall should lift up his noble soul to the
love of a vertuous desire of glory.?

This proclamation of Ciceronian humanism, expressed in Christian-Platonic
language, may be considered as the foundation of Junius’ approach to art.

1

E Junius, De pictura veterum libri tres, Johann Blaeu, Amsterdam, 1637, Dedication to
Charles I, without pagination; translation after Franciscus Junius, The Literature of Clas-
sical Art, I: The Fainting of the Ancients. De pictura veterum, according to the English transla-
tion (1638), eds. K. Aldrich, Ph. Fehl and R. Fehl, Berkeley—Los Angeles—Oxford, 1991,
pp. 320-321. All subsequent references will be to this edition of Junius’ treatise, quoted
as Fainting of the Ancients.

2 [ainting of the Ancients, p. 11.
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Cicero, as quoted by Junius, said that “Man himself is borne to contemplate
and to imitate the world; not being any manner of way perfect, but onely
a small parcell of what is perfect”.® This fragment of Cicero’s De natura deorum
ends with an affirmation of human morality, a passage which Junius does not
quote but clearly refers to: “[...] man’s nature is not perfect, yet virtue may be
realized in man.”* These three ideas, i.e. beauty, art and virtue, when joined
together led Junius to propose the first humanistic theory of art in England.
By calling the art “divine”, Junius, following ancient authors and their Renais-
sance heirs, wanted to see art raised above natural beauty. He could say along
with Michelangelo:

Oh noble spirit, noble semblance taking,
We mirrored in thy mortal beauty see
What heaven and earth achieve in harmony,
One work than all the rest diviner making.’

But Junius’ attempt to re-establish a serious approach to painting was based
not only on elevating the status of the artist, but also on ennobling the role
of the spectator. Junius wanted to demonstrate that moral virtue may be
attained equally by creating as well as beholding art. I would like to argue in
this article that Junius’ theory of beholding pictures was effected in a deeply
humanistic ideal of the love of art which went far beyond the standards of his
times and may be considered one of the most significant attempts to define
an approach to painting in the early modern era.

Of course, Junius was not the first author in England to write about the
benefits of viewing art. In the late twenties and thirties of the seventeenth
century, when he was working on his De pictura veterum, there were numerous
handbooks for gentlemen available in English which discussed the usefulness
of art. From The Boke named the Governour by Sir Thomas Elyot, first published
in 1531,° to the second edition of Henry Peacham’s Compleat Gentleman in
1634, these books were offered as manuals for a gentleman’s education and
improvement. They shed some light on the context in which paintings were

w

Ibid., p. 12.

4 Cicero wrote about the perfection and divinity of the world in which everything
was purposeful. “[...] thus the corn and fruits produced by the earth were created
for the sake of animals, and animals for the sake of man [...]; man himself however
came into existence for the purpose of contemplating and imitating the world; he
is by no means perfect, but he is ‘a small fragment of that which is perfect’”. And:
“[...] no being is more perfect than the world, and nothing is better than virtue. [...]
Again, man’s nature is not perfect, yet virtue may be realized in man”. Cicero, De
natura deorum (I11.37-9), translated by H. Rackham, Cambridge MA-London, 1947,
p- 159.

5 The Sonets of Michelangelo Buonarroti, translated by E. Hall, London, 1905, p. 108.

6 T Elyot, The Boke named the Governour [1531], Kegan Paul, Trench, & Co., London, 1883.

7 H. Peacham, The Complear Gentleman [1622], Francis Constable, London, 1634.
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viewed in England, and draw a background against which the exceptionality
of Junius’ proposal can be better seen.

The prototype of this abundant literature of courtesy® was Baldassare Cas-
tiglione’s Cortegiano.’ Despite providing examples of art-loving princes who
collected art and supported artists,' Castiglione considered the practice of
painting as the only way to acquire a knowledge of art. This, in turn, allowed
the nobleman to develop an aesthetic sense and to improve his judgment of
art and beauty, as well as to draw greater pleasure from looking at beautiful
objects, especially men, women and animals. For Castiglione, the experience
of art is all about beauty and pleasure." But his humanistic stance was some-
how affected by the superficiality of a courtier’s pragmatic and instrumental
approach to knowledge and skills. The courtier’s utmost aim was to earn
recognition by dazzling and astonishing his fellow-courtiers. Even Castiglione’s
interlocutors, when debating on the usefulness of art, vie one another not only
for priority in knowledge, but also in brilliance, eloquence and wit. The ideal
of courtly connoisseurship would be a one-man show in front of a courtly
public with the paintings in the background.

Junius was opposed to looking at pictures in public because “our judge-
ment in a multitude of lookers on is very often shaken and weakened by the

8 The most popular among such books were: [Anonymous], A very proper treatise, wherein
is breefely set forth the art of Limming [1573], Thomas Purfoot, London, 1596, which went
through six editions until 1606; N. Hilliard, A Treatise Concerning the Arte of Limning
[written 1600], ed. R. K. R. Thornton and T. G. S. Cain, Ashington, 1981; H. Peacham,
The Art of Drawing with the Pen, and Limming in Water Colours, William lones, London,
1606; H. Peacham, The Gentlemans Exercise. Or An exquisite practise, as well as for drawing
all manner of Beasts in their true Portraittures: as also the making of all kinds of colours, to be
used in Lymming, Fainting, Tricking, and Blason of Coates, and Armes, with divers others most
delightfull and pleasurable observations, for all yong Gentlemen and others. As also Serving for
the necessarie use and generall benefite of divers Tradesmen and Artificers, as namly Fainters,
Toyners, Free-masons, Cutters and Carvers, &c. for the farther grating, beautifying, and gar-
nishing of all their absolute and worthie peeces, either for Borders, Architecks, or Columnes,
&., lohn Browne, London 1612; J. Blate], The Mysteries of Nature and Art: Contained in
foure severall Tretises, [...] The third of Drawing, Colouring, Painting, and Engraving [...],
Ralph Mab, London, 1634. See also H. V. S. Ogden, M. Ogden, “A Bibliography of
Seventeenth-Century Writings on the Pictorial Arts in English”, Art Bulletin, 1947, vol. 29,
pp. 196-207; L. Salerno, “Seventeenth-Century English Literature on Painting”, Journal
of the Warburg and Courtauld Institutes, 1951, vol. 14, pp. 234-258.

9 B. Castiglione, I Libro del Cortegiano, Venezia 1528, translated into English as The Cour-
tyer of Count Baldessar Castilio divided into foure bookes. Very necessary and profitable for
yonge Gentilmen and Gentilwomen abiding in Court, Palaice, or Place, done into Englyshe by
Thomas Hoby, Wyllyam Seres, London, 1561.

10 For example, Duke Fridericke of Urbino, apart from precious ornaments and a well-
furnished library, placed in his palace “a wonderous number of auncyent ymages of
marble and mettall, very excellente peinctinges and instruments of musycke of all
sorts”. Courtyer of Count Baldessar Castilio, pp. 29-30.

11 Courtyer of Count Baldessar Castilio, p. 96.
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favourable acclamations of them that praise and extoll every indifferent work;
seeing wee are sometimes ashamed to disgrace with them that very confidently
pretend to know better; whereas in the meane time faultie things are most
liked; besides that flatterers praise also what they doe not like at all; perverse
judgements at last will not commend what deserveth commendation”.”> We
can find here many features desired by Castiglione’s courtier, who was ready
to sacrifice the truth and sincerity for a superficial effect. After all, the courtier
was not a man of virtue but a man of semblance — an attitude which Junius
tried to replace with his own idea of the art-lover.

The English authors of practical handbooks for gentlemen usually fell short
of Castiglione’s brilliance. They also had virtually nothing to say about the
pleasures and benefits of beholding pictures. Painting was advertised by them
unanimously as an exercise for “young practitioners, as in regard of many yong
Gentlemen in this kingdome, who being naturally inclined hereunto, want fit
directions to the attaining of this commendable skill”.”® But what they do say
about the advantages of art is of some interest to us. Young noblemen were
encouraged to practise painting, and especially limning, i.e. watercolour, which
was the least dirty genre of painting, as a pastime recreation and entertainment
which brought relief from the daily toils. The most accomplished limner of
his times, Nicholas Hilliard, advertised painting in his then unpublished book
as follows: “Yea, if men of worth did know what delight it breedeth, how it
removeth melancholy, avoideth evil occasions, putteth passions of sorrow or
grief away, cureth rage, and shortneth the times, they would never leave till
they had attained in some good measure”.” The practice of painting consoles
the heart, soothes the nerves and dissuades one from evil, but it cannot be
taken as a serious occupation on a par with politics, war or economic business.

Junius did not deny the advantages of practising painting, but he must
have considered the advice of the authors of popular manuals as insufficient
and inadequate. Instead of inviting gentlemen to the amateurish® practice of
limning, Junius wanted to encourage them to search for both pleasure and
benefits in beholding the pictorial arts and, if they were wealthy enough, in
collecting them, while leaving the job of creating art to professional artists.
At the same time, he refutes the opinion that art is “unfruitfull and idle” and
gives only “barren and unprofitable delights”.’® But these were unimportant

12 Painting of the Ancients, p. 60.

13 Peacham, Gentlemans Exercise, Epistle Dedicatory, without pagination. On Peacham, see
E J. Levy, “Henry Peacham and the Art of Drawing”, Journal of the Warburg and Cour-
tauld Institutes, 1974, vol. 37, pp. 174-190; L. E. Semler, “Breaking the Ice to Invention:
Henry Peacham’s The Art of Drawing, (1606)”, Sixteenth Century Journal, 2004, vol. 35,
pp. 735-750.

14 Hilliard, A Treatise Concerning the Arte of Limning, p. 67.

15 The word was not used in a negative meaning in Junius’ times. See P. Taylor, “The
Birth of the Amateur” [in print, by courtesy of the author].

16 FPainting of the Ancients, p. 73.
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deficiencies in a generally favourable stance of those benevolent authors. The
real source of the underestimation and neglect of painting in late sixteenth-
and early seventeenth-century Britain were the objections to paintings raised
by Puritans and all sorts of religious hardliners.

The iconoclastic movement within the emerging Church of England
affected not only temples, where immense numbers of paintings, sculptures
and ornaments were destroyed by official and grass-root “image-breakers”,” but
also indirectly influenced the general discussion on art;*® for example, Haydocke
felt obliged to omit in his translation of Lomazzo fragments on the image
of God and the saints as “it crosseth the doctrine of the reformed Churches
[...]7;* and Henry Peacham, who preceded his technical handbook titled The
Art of Drawing with the Pen, and Limming in Water Colours with a short apology
for art against religious objections, imposed some restrictions on painters too,
such as restraining from representing God the Father and the Holy Trinity as
well as naked figures.® This awareness of the potential religious charges was
the daily bread of every writer on art, even one so open-minded as Peacham.

Perhaps the best example of a moderate Puritan approach to painting is
Richard Brathwait’s English Gentleman, first published in 1630. Brathwait,
although himself a poet and playwright, enumerates painting among the
“more soft and effeminate Recreations”.> What is more, he considers artistic
recreations as sensual pleasures of the same kind as eating and drinking.”®
“I do not like of this eagernesse after pleasure; for it argues too much sensu-
ality: The minde should be so tempered, as it may shew an indifferencie to

17 On the history of iconoclastic controversy in Britain, see J. Phillips, The Reformation of
Images: Destruction of Art in England, 15351660, Berkeley—Los Angeles—London, 1973;
J. Spraggon, Puritan Iconoclasm during the English Civil War, Woodbridge, 2003, pp. 1-31.

18 On the influence of iconoclastic controversy on secular painting, cf. P. Collinson, The
Birthpangs of Protestant England: Religious and Cultural Change in the Sixteenth and Seven-
teenth Centuries, New York, 1988, p. 118; M. Aston, “Gods, Saints, and Reformers:
Portraiture and Protestant England”, in: Albion’s Classicism: The Visual Arts in Britain,
1550-1660, ed. L. Gent, New Haven-London, 1995, p. 186; M.A. Tassi, The Scandal of
Images. Iconoclasm, Eroticism, and Fainting in Early Modern English Drama, Selinsgrove,
2005, p. 51.

19 G. P. Lomazzo, A Tracte containing the Arts of curious Paintinge, Carvinge and Buildinge,
translated by R. Haydocke, London, 1598, p. vii.

20 H. Peacham, The Art of Drawing with the Pen, and Limming in Water Colours, William Jones,
London, 1606, pp. 8-9.

21 R. Brathwait, The English Gentleman and English Gentlewoman. Both in one Volume couched,
and in one Modell portrayed: to the living glory of their Sexe, the lasting story of their Worth.
The 3¢ Edition, revised, corrected and enlarged, John Dawson, London, 1641.

22 Brathwait, op. cit., p. 94.

23 In other instances, Brathwait uses the word “painting” as a derogatory term, indicating
something seeming and deceptive (not “substantial”), or simply a “make-up” — untrue,
pretended beauty, which was dismissed by the fact that it was used only by “common
and base whores”. Brathwait, English Gentleman, pp. 33, 143, 145, 185, 275-276.
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