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Francis SPARSHOTT: Prospects f o r a Philosophical Theory 

It is always possible to philosophize about a practice, but not sen
sible to do so until the practice has become culturally central and 
questionable. A philosophical theory of a practice can be unified and 
organized by identifying the nerve of the practice, that for the sake 
of which the existence of the practice can currently be defended. 
Once this is done, the practice of philosophizing about the practice 
becomes self-sustaining. The art of dance may at present be acqui
ring the required centrality. Developments in the philosophy of 
other arts suggest that its nerve might be found in the autonomous 
art of which Isadora Duncan was the proponent, the associated 
values being those of the autonomy of embodied individuals in rela
tion to what J.-P. Sartre identified as the second dimension of corpo
reality. 

Numerous writers on photography and motion pictures have claimed 
that photographically originated pictures are essentially different 
from handmade pictures. Arguments made on behalf of the essen
tial difference of photographs from other kinds of pictures generally 
depend upon one or another of two models of the photographic 
process: the visual model claims that photographs are closely allied 
to vision and show what we would have seen from the standpoint 
of the camera at the time of exposure; the mechanical or automatic 
model claims that irrespective of what a photograph looks like, it is 
a reliable index of what was the case at the moment of exposure. 
Each of these models is examined and shown to be faulty on either 
or both factual and/or conceptual grounds. Stanley Cavell's asser
tions about the "automatic" nature of photography are examined in 
some detail and shown to be either equivocal or false. It is suggested, 
in closing, that sharp, categorial differences between photographs 

o f the Dance 1 

Joel SNYDER: Photography and Ontology 21 



and handmade pictures do not exist and that questions about the 
differences between photographs and, say, paintings, can be solved 
only within the context of viewing particular photographs and parti
cular paintings. In sum, claims about the ontological distinctions 
between photographs and handmade pictures cannot be warranted. 

Roger SCRUTON: Fantasy, Imagination and the Screen 35 
There is a real distinction between fantasy and imagination, which 
corresponds in part to Coleridge's distinction between fancy and 
imagination. Fantasy seeks substitute objects for a real emotion: it 
therefore involves the 'realization' of its object in a perfect simu
lacrum. Imagination seeks unreal objects for unreal emotions, and 
therefore is thwarted by the presentation of a simulacrum. At the 
same time, the motive of imagination is to understand what is real, 
and to respond with emotional alertness to it . The cinema awakens 
and satisfies fantasy. But it has difficulty in giving full elaboration 
to an imaginative thought. Its principle is not reality but realization. 

David N O V I T Z : F ic t ion and the G r o w t h o f Knowledge 47 
Philosophers currently speak of the growth of knowledge only in 
the context of scientific enquiry, and concentrate exclusively on 
the growth of prepositional knowledge. That this is mistaken can be 
seen from a consideration of the knowledge acquired from fictional 
literature. There are many different things that are learned from 
fiction. Certainly people acquire prepositional beliefs and knowledge 
about the actual world from fiction, but they also acquire strategic 
and cognitive skills, emphatic beliefs and knowledge, and values of 
one sort or another. These are all acquired in interestingly different 
ways which are detailed in the body of the paper. 

Donald C A L L E N : Transfiguring the Emotions in Music 69 
Music often pictures emotion through representing its expression 
and is thereby able to bear insight into significant aspects of emo
tional life. Scruton's arguments for denying that music is signifi
cantly representational is shown to fail, musical pictures having 
their own sort of determinacy. Musical representation is dramatic. 
Musical sounds play the role of expression. They themselves are 
portrayed as expressing the emotions which we thus represented. 
But musical drama is distinct from literary drama. 

Paul T H O M : The Corded Shell Strikes Back 93 
Peter Kivy has developed a general philosophical account of musical 
expressiveness based on baroque writings. But he omitted the 
association which baroque accounts make between the arts of music 
and rhetoric. It will be argued that one cannot capture the specifics 



of baroque musical expressiveness without taking account of ba
roque rhetorical theory. The detailed analysis of an example will 
demonstrate how rhetorical analysis of baroque music can f i l l in 
the details of Kivy's schematic account of musical expressiveness. 

Peter K I V Y : Platonism in Music: A K i n d o f Defense 109 
Various criticisms have been brought against a Platonistic construal 
of the musical work: that is, against the view that the musical work 
is a universal or kind or type, of which the performances are instan
ces or tokens. Some of these criticisms are: (1) that musical works 
possess perceptual properties and universals do not; (2) that musical 
works are created and universals cannot be; (3) that universals can
not be destroyed and musical works can; (4) that parts of tokens 
of the same type can be interchanged and still yield tokens of that 
type, whereas we cannot interchange parts of performances of the 
same work and still get performances of the work. Of these claims, 
(1) and (2) seem to be true, but are not incompatible with a Platon
istic construal of the musical work, whereas (3) and (4) just seem to 
be false and, therefore, of no concern to the musical Platonist. 

Goran H E R M E R E N : Interpretat ion: Types and Criteria 131 
The purpose of this paper is first to discuss and criticize some gene
ral theses about interpretation. The concept of interpretation is 
shown to be more complex than these general theses indicate. 
Distinctions are suggested between different types o f interpretations, 
and an attempt is made to state criteria of interpretation and argu
ments which can be used to support or criticize proposed interpreta
tions. The relations between the various types of interpretations 
and the criteria (arguments) are then explored. Can they be combin
ed? How? Can they comie into conflict with each other? How are 
such conflicts in that case to be solved? It is argued that at least 
partly different criteria and arguments are used, and ought to be 
used, when different types of interpretations are proposed, checked, 
and criticized. Sometimes a particular criterion is given, and ought 
to be given, different weight when different types of interpretations 
are considered. 

Peter McCORMICK: Fict ional States o f Af fa i r s and Literary 
Discourse 163 
Talk of fictions is usually problematic. One reason is our habitual 
difficulty in distinguishing clearly between discourse about fiction 
and fictional discourse. And part of our problem is understanding 
more clearly what such various discourse refers to. In this paper I 
would like to examine critically a recent influential account of 



"fictional discourse" with a view towards offering several proposals 
for reconstructing that account. 

Joseph M A R G O L I S : F ic t ion and Existence 1 
Problems arising from two issues are examined and resolved: those 
having to do with reference and denotation involving fictional 
entities (associated with avoiding truth-value gaps and with adhering 
to extensional accounts) and those having to do with the realist/ide
alist controversy - and with confusions due to mingling the two 
issues. Discussion ranges over the views of Russell, Quine, Strawson, 
Searle, Beardsley, Ryle, Wolterstorff, van Inwagen, de Man, Bakhtin, 
Goodman, and others. The solutions offered depend on sortmg 
actual persons, actual stories, and imaginary or fictitious persons; 
and on treating reference in a purely grammatical way, without 
ontological import in itself but without precluding ontological inter
pretation. 


