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Pan Gongkai

Dialogue with Richard Shusterman on Philosophy, Art, and Life

Preface by Else Marie Bukdahl

This dialogue between Richard Shusterman and Pan Gongkai took place
the evening of March 24, 2013 in Beijing. The dialogue was transcribed
by Xu Jia and then translated by her with the help of Hu Ying.

The Chinese artist Pan Gongkai has made a significant impact on the international
art world. He has not only been very successful not only in the fields of painting,
installation, and video art but also in education and administration. From 2001-
2014 he was president of the Central Academy of Fine Arts in Beijing, and he
has also served as vice-president of the Chinese Artists Association. In 2011,
he contributed to the Venice Biennale with four other Chinese artists. Richard
Shusterman commented on these contributions in an interview with the Chinese
curator Peng Feng.' Shusterman stresses that Pan Gongkai’s installation, as well
as the other contributions “highlight the soma’s role as transmodal perceiving
subjectivity by also engaging the pleasures of other bodily senses.” 2

Like Shusterman, Gongkai is convinced that all art is created and perceived
through the body. He knows that body consciousness plays an important role
in contemporary Chinese painting. This commitment to the role of somatic
consciousness in art is also evident in his impressive video installation Snow
Melting in Lotus from the Venice Biennale 2011 (fig. 1).°

1 See the conversation between Peng Feng and Richard Shusterman regarding Cai Zhisong, Liang Yuanwei, Pan Gongkai,
Yang Maoyuan, Yuan Gong in Artpress supplément Venise 2011, Pavillions nationaux.

2 Richard Shusterman “Somaesthetics. Thinking Through the Body and Designing for Interactive Experience,” in Interaction
Design Foundation, www.interactiondesign.org/encyclopedia/somaesthetics.html, p.7.

3 A photo of this project is also shown by Peng Feng in his article “Somaesthetics and Its Consequences in Contemporary
Art” in Journal of Somaesthetics Vol.1, No.1 p. 43 (this issue).
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1. Pan Gongkai. Snow Melting in Lotus. Large-scale video installation. Venice Biennale. China pavilion. 2011.

It is a long, constructed corridor through which one walks, and it transports you
into a magical space. “Both sides of the temporary corridor are covered with
Chinese ink wash paintings of lotuses, onto which an animation of falling snow is
projected. Three air conditioners help keep the temperature of the corridor much
cooler than the rest of the building”™ The temperature never rises above 10° C.
In this work, Pan Gongkai juxtaposes the traditional subject of the lotus and the
traditional technique of ink painting with the use of modern computer technology
to create elements of falling text in video, falling like snowflakes. On the ground
beneath it are actual cut out white letters, which appear to have fallen down from
the wall. The text is an English translation of his essay on modern Western art and
art theory. Gongkai has described this project as follows: It is an attempt to create
a poetic and vacant space that fits in with the traditional Chinese culture.”

Gongkai’s ink paintings have a contemplative intensity and invite a surrender
of self. They are characterized by bold renewal and reinterpretation of the ancient
Chinese art form. From the simple elements of water and ink emerge artworks of
intimate subtlety and overwhelming emotional power (fig. 2).

4 Zhang Zixuan , “Let there be smell”, China Daily, 15th June 2011. See http://europe.chinadaily.com.cn/epaper/2011-07/15/
content_12910425.html

5 Zhang Zixuan, op. cit.
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2. Pan Gongkai. Light Moon Chinese lotus flower. 2013. Ink painting. Private collection.

Gongkai also uses the language of art to express human values and to open up new
dialogues between the local and the global. In these works, viewers also encounter a
visual dialogue between tradition and innovation. The artist has expressed himself
with all his power and so personally that his work achieves general significance.

Shusterman emphasizes that Gongkai is “equally accomplished as an erudite
theorist and we have spent many hours in Beijing in philosophical dialogues about
art, some of which have been published in Chinese art journals.” It was only when
Shusterman met with Chinese philosophers and artists - Gongkai in particular - that
he was really introduced to the “rich resources in the classical Confucian notion of
an ethics of harmony in which ethical education rests on the twin aesthetic pillars
of art and ritual.” Gongkai is especially important in this regard as he is a specialist
in Confucianism. Another key focus of Shusterman’s discussions with Gongkai
concerned “the relationship between art and life, including the pragmatist idea of
the ethical art of living.”®

Gongkai developed this theme in an article that was published in the
catalogue for the exhibition Zaoxing, which was shown in September 2010 at
the Central Academy of Fine Art in Beijing, with Gongkai at its head. In this
essay, Gongkai ties aesthetics closely with life and practice and to improving the

6 I quote from Richard Shusterman’s catalog essay for the art show Aesthetic Transactions. Pragmatist Philosophy through Art
and Life, curated by Richard Shusterman, Galerie Michel Journiac, May 24 through June 6, 2012, p. 21.
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quality of our life and society. These attempts are the heartbeat of Shusterman’s
somaesthetics and are probably directly inspired by them. Gongkai has expressed

these artistic and aesthetic goals as follows:

Artistic training, traditions and their advancement, is a foundation of human civilization
and a motivating force for evolution. Music helped cultivate our aural sensitivity, and
artistic works cultivated our appreciation of the beauty of forms while simultaneously
trained the most ingenious hands and insightful minds. The easel arts are similar to
music in that over the course of time they became inadvertently responsible for the

training that elevated humankind’s latent ability to strive for accuracy and to perceive.”

He hopes that these goals will start to characterize the Chinese teaching system

in the Academies, as well as Chinese culture and society to a greater degree.

Gongkai wants these goals to become connected to both aspects of Daoism and

also somaesthetics in the future, which Gongkai is very interested in. He describes

this hope for the future as follows:

The elevation of human perceptual capabilities, the overall human development and
conceiving of humanities’ intrinsic qualities is still the ultimate goal. Despite the fact that
“technique” is on the same level as “talent” in Chinese culture, the maturity and exquisite
alliance between eyes, hands and hearts, could possibly elevate mere “technique” to the

level of concepts like ‘Dao’ - transcending the level of human consciousness.®

Shusterman is convinced that in Gongkai’s projects “West and East coexist in active

harmony and moving beauty, without an isolating separation, but also without

coercive fusion.” The same goes for the interplay between traditional techniques

and contemporary technology.

Else Marie Bukdahl

7 See “Pan Gongkai on “Zaoxing” : http://www.alivenotdead.com/sinopop/Pan-Gongkai-on-8220-Zaoxing-8221--
profile-1080162.html

8 Ibid.

9 Aesthetic Transactions, op. cit., p. 22.
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The Dialogue

3H24 8%
i
24.03.2013, Beijing

Pan Gongkai (P): & /3L
Pan Gongkai

Richard Shusterman (R): & /% « 470744 2
Richard Shusterman

P: fPHfaE R b4, REPRKRBECKRR AT RBITHNITA L
K, G LEBAIMFROEHILER, REFRA TS, RRRRFESHTE
AR ?

Mr. Shusterman, you have mentioned several times your performance art in the
streets of Paris and elsewhere. You showed me some photographic testimony of
that work, and I find it very interesting. Can you talk about the concept behind
this work?

R: HM2010FF 3 HEEREREH » £ LM EAF. XA R IERIT 4B
ETEBESE, MBERKRATHEREERFRIRESR IARI|E K
FERHNELE R FRER, ABREAK Lhomme en Or (£ERA) X —
It LEMERAGERESMFHTIRERE, O XFECREFHER
IAE, IAREFR LR TEREFTHER, RAFNE LRI (F&
EERERAFAKT —MHELWRIE) « TERERESNNG, PIALRS
A i 0 B R A EIL @A (TRANSACTION) @A 7T £ & (
BTRELELQIET ERANAI| PO — R L) o BROGDREILITRK
WA —FIRE, T—RENERAGEERELOEMF oML T RS ETH
BE, AMNSMEROIESEEREGNE, LOBESFERITHEIREE. AT
ABRAEZRELEZHBROEREAHRRAE R GMELY, Lok, Fx
£, ERBKBBLEREHFFH—MHFT X, FARETEFRERRT
ABR S AR ER GIMER, &Y PR AT A H] 89 77 XANT Ko
FERGEA Y FEFEELAR —/MROITAZF, TARERFEIA
BARY—ARE, RERCEEFREFMELSL, UEFBALF G
e B, EREFFEAMNEERESRRONMRRFED

Since 2010, I have been collaborating with a Parisian artist Yann Toma. It started
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with still photography and then progressed to performance and video works. They
form a series of works unified by my wearing the same tight golden spandex body
stocking and expressing my identity as Lhomme en Or (The Man in Gold). The
suit in shining gold comes from the artist photographer with whom I collaborate.
His parents worked in the Paris Ballet, so the suit comes from Paris Ballet, a suit
for dancers. (Performing in this suit is just another dimension of my craziness

perhaps) (fig. 3).

3. Yann Thoma with Richard Shusterman. Darsonvalisation. Photo 2010.

The art show was a way of exploring how my philosophical thinking in aesthetics
changed through my working with artists - either in dialogues or in creation
together; so all the artists in the show are people I worked with, you included Mr.
Pan. This is my way of trying to bring Art and Philosophy closer together, to show
that they can be combined to create together, instead of having philosophy look at
art simply from a position of distance and in judgment. This integration of making
art and doing philosophy together, in the performance of the same individual, is
one reason I like the Wen Ren(3CA) tradition in China—the intellectual thinking
and the making of art are brought together to nourish and enrich each other so
that the individual who combines these practices is improved.
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P: A FELEREHFLELAE KR, BORRKFFFHEIMALEREL
EETRELSE—AD? AR Y FEIR? AR EARBF I
SR PMAN Ao LRI 42557

You mentioned bringing art and philosophy together. You mean you bring some

philosophical ideas together with art? What kind of philosophical ideas? Could you
be more specific? You bring which part of philosophy together with which part of art?

R: AR, —HLeNREETRHELRTHA M) TREEFRS
W, RERG Y, PHAEAARARHEZNATER., ERAREGESF, &
RKEFEREERA —MEFREFABRNY FIRE, ARFIREEFL
eAk, RELCRREFFTREY L AR ERGEM, RF-LELE
L ERGIERIR KR AEYEARNY], BYERE (RAUEFTFK,
LOFEELERERE, FERT Z « A M « RIS RGE
WREREPIL) BFRRFIRBHZEFRATRA AT, EAKI TR
FHERERARW, RAAFEHBTARMRETEE, AFEPBTRKPLA R KN
DEAEANRMPNEFERRRT LR ARSEANRBH FENT K. EF
A= RMWEZELHNEIR, CAFERE, BEREIF N ENITAL
Ao MAMBAX IR AHAEFATRABYER, THABEREE
FOTRET, MAFKREGEREHT, ROERMITOLER, WwEH
RE|EAE, EFEAMENIAAE, B1F; LOEBRBEEIARNT
A, mEHFFaFERNAEARINAGEAR, RABFRME. B, &
ER T HELE—MARABOER, I ERRG TR LT £ 2B
TFEE, PAEE, FMMAETEANERLNEDERAKTE R, £K
58« B AR ZROFEH TR IR, KNEEHEYTE
R T —AP AR OB X A B, XAPABAEXFERE® R R,
B R AR B X A E RIS on, IR R AYIEF), MR IEYIEF) A
LT M EMEE R, EXFFHEAFERGLRZFIFROGTE
B A S A AN, PTARE ZATEFRAGHEAESD; IR XK
M@ BB FREAZABRA, IBARAMNGITH LR F B A& L
T. BEMREIFIAE, KEREYFLEERRG—F 7 XLRZ RN ERE
RBERFHEBAARER, TRAAF G AL (BRGFFEARL)
, AR 4 A

For me the essential point is practicing philosophy as an art of living dedicated to
making life more intelligent, attractive, meaningful, and rewarding. In my recent
work I try to put art and philosophy together by practicing art as a way of exploring
my philosophical ideas in somaesthetics. I enrich my philosophical understanding
of art by performing an art practice and thus being closer to the practice of artistic
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creation. Take the example of my work with photography. Normally, theorists
of photography (both philosophers and other art theorists, even great ones like
Roland Barthes and Susan Sontag) identify the art of photography entirely with
the photograph. But from my experience in the practice of making photographic
art, I saw that much more is involved in this art and there is a great deal of
enjoyable aesthetic experience that is not about looking at the final photographic
image. Photography is a more comprehensive art involving a performative process
of setting up, posing, and shooting the shot. In photographing human subjects
there is an art of interpersonal communication that is often without words but
through somatic understanding and skill. There is, for example, the somatic and
imaginative artistry used by the photographer to get into right position, to make
the person he is photographing, comfortable and confident; then there is art of
the subject or person being photographed -- how to present herself or himself to
the camera in an attractive way that is not too forced, embarrassed, or artificial,
how to understand what the photographer is after and to imaginatively propose
other poses by spontaneously taking those poses. So there is an art of interpersonal
communication in taking a picture that can be richer and more interesting in
aesthetic experience than simply looking at the final photographic print or digital
image. In the photographic and video work I do with the Paris artist Yann Toma,
we have a very developed improvisational communication of movement and
gesture that is very rewarding in terms of aesthetic experience. The experience of
shooting is like an improvisational creative dance; I decide to move or pose one
way, and he follows me; he moves his body one way and I react by taking another
pose or move in a suitable direction. The aesthetic experience of moving together
meaningfully and aesthetically in this way is enjoyable in itself, so I did not even
care so much about the final image; though of course our activity would not have
had the same meaning if we knew that the camera was empty of film. So to go back
to your question: one way of bringing together art and philosophy is to use artistic
practice to get a better understanding of what art is, not just from the viewer’s
point of view (the typical philosopher’s point of view) but from the creator’s point
of view (fig. 4)."

10 More detailed description of the collaborating work between Richard Shusterman and Yann Toma can be found in:
Richard Shusterman, “A Philosopher in Darkness and Light,” and in French translation, “Un Philosophe en ombre et en
lumiére;” in Lucidité: Vues de U'intérieur/Lucidity: Inward Views, ed. Anne-Marie Ninacs (Montreal: Le Mois de la Photo a
Montréal, 2011).
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4. Yann Toma with Richard Shusterman. Somaflux,. 2010. Photo.

BT X, RRECRELBEEF—H, BRAGGERR, TR RNAR
ARA 0 F o7 X, LRI E B F07 K. BLZTROME, Mrk
EraYg, mAMNARRAFHTRGHEMA T, ZHLABMEMRES
FRIFWEE O S, INETRERFTRRAT S, CRAAT Kif
BN a. RDIKGFRELFAPETFHEL, LOESTHABRT SR
G AR GGAE S, BRIAATFRAFHZAR (art of living) , R A &A7E
TAEE, IMRAFWMEBNERZRS A S, HAEERIGX CGARIRA
T IERBATEANARYFXEEF TR A Y., TEYF T A
ERGILE, B ad” (ARAE) & “87 (asd#h) . LT
49 ((i’ai%» P C—H=ZHEH”, (KF) PiLBH” . ERRA
&AL A g REEHT N, EROER, I “2RA” ¥, K5 L
RARSATRIFG AR, BREF LR LA KOFR, KRAFH T ROE
Eay Rk, E B RABEN R RHIR, Lh KBS B LE B &R
L (FPReE) BER. PTUARERBINRA S, REBFH—A7F X,
HANREARG T Ko ERARFYFHELIREESRLRNBHAET X, L
WL TR E, 23 R RBATZAH Ko

A second way is that, I think artlike philosophy, extends the range of one’s thinking.
Art is a way of exploration of oneself, not just representation of the world or of
oneself. In making art one expresses oneself, and this self-expression helps you
better to know yourself so you can improve yourself or cultivate yourself better,
not simply for yourself but for your family, your university, your community. If we
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go back to the idea of philosophy as an art of living that I share with the Chinese
tradition, and that also appears in the ancient Greek tradition, we see this goal of
knowing oneself to improve oneself. Greek philosophy was inspired by the Socratic
quest to “know thyself” to better care for oneself. In China we have the similar
idea of xing shen (‘4 &), self-examination and xiu shen(#4 %), self-cultivation.
In the Confucian Analects, you learn to examine yourself three times a day. In
The Great Learning, we are urged to cultivate ourselves (xiu shen). Art is a form
of self-cultivation and self-examination. In my work as The Man in Gold, when I
put on that suit and perform, I explore and test the limits of my normal self; I see
my psychological limits, I see my creative limits, my habits of movement; I see my
level of energy or gi. So it is a way that I come to know myself and also to develop
myself. So these are two simple ways that I bring art and philosophy together.
Perhaps they are too simple, but they have been very helpful to me.

P: EREFTTARR, BEFRAMEN—ATFE, ENEK, R—AHF
FREERNEL, AARTFAFEERNLEE . KREFRARZANAAn
TRELT

But it sounds more like a philosopher who joins in art. It is like bringing a
philosopher together with art, rather than bringing philosophy itself with art. I
feel you as a person are combining with art?

R: R4y, KB &F. KK, wRXYFR—MHEFTLIK, CLMNEHHE
ABRGANT FREEER, REHF, PELEFTHEONRL, LEFE
EAH ROAMRER, REATF —ERMEOHH X, oFH P, MR4E
BRBEATRE . FTA, RAFZIARKZIANTFALEREZXGTNE5ZD
RiEZER K, BRARZOZ, RBFEFFERBLINMRF R R E ALK,
HAHFAEA—FEELROIFENMRE R BN 2T 23, LHET—
MY FREREBTZHUEREET COAMMGEE. MREALAZE
FRHATRTH LG, ERNELFRERTRSFEMA, LERFHSF, ZLZ2X
1 %_J& Aesthetic Transactions (.2, 20125F5 8 —>~H) M B R EjEa5—
o BANARRRXTHFAfTiEL 5 ZRGMEFRE ZRKEGSIERK
TAFN. RAATHN, BRAKRNYTFHAFEITEIROT®ZEAET K
T o FIARRANAGZHAER TS, ER2ZSAMNSHERAALAMT A% T
AR, b, BN P —atftd —{z2& KFldmaE KT mig,
e 24T HARAIE, AR HEGH L. 12Xk, LB AHKL—ANF
W FRE, A Ra9ERAR, mAZMN—Akif, 22 KRB
B, BARTHFERKESE, REKRMNEREIR, RELFFEHRIK, mAK
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OFETFH, PRIH, RLEIRREZ, BARIZSAMNREHEREN
AKRIE, BETAT, EXM4FERLNE S, HAALTHATEFZAT
MEEFR. —AMAE2RBEA D T HABE FR? e R e sl
REFREO THAGRE, —AMARLETHATH, Ede Rk T A8 LA
AR AZ AT —H, CGEEIMZ X, R THBRBERATHT) -
FRVA, AT THMa %, RLeM¥a T RELHBA

Yes, I agree. For me, if philosophy is an art of living, it must be expressed through
the person of the philosopher. Most philosophy, even when it is more abstract,
involves some form of personal expression, though in philosophy’s most abstract
forms like logic the personal dimension is very minimal. So it is true that my work
is not taking the whole of philosophy in its theoretical expression and connecting
it to art. Instead I am bringing philosophy and art together through a person
and through a practice, because philosophy as an art of living involves personal
practice; and I think more generally, there is no art and no philosophy without a
person who is creating and thinking. The personal is in some way inevitable but it
is also problematic — especially for philosophy. This is the problem I worried about
in doing my art show Aesthetic Transactions (Paris, May-June 2012). The show was
about how philosophy can change its ways of thinking through closer encounters
with art and close collaborations with artists. I used myself as an example, since my
philosophy really did change through its artistic transactions. So I use my personal
story as an example, but I did worry that people would think that I am simply
making a show about myself. For instance, one of the paintings was by an Italian
oil painter who does portraits, especially portraits of intellectuals. But this time he
said instead of a normal head portrait, he should do one of the whole naked body
because I am a body philosopher. I did not want to do that because I did not think
it was proper, so we compromised and just did a naked torso without the lower
body and genitals. Even this made me feel uncomfortable, because I worried that
people would think I am a big egotist and want to show myself. But the point was
to examine myself and learn the limits of my willingness to expose myself. How
can you examine yourself without revealing yourself? You cannot know yourself
without knowing the reaction of the people who look at you, just like you can see
yourself from other people’s eyes (in which your own eyes are mirrored). So, to
know yourself you have to expose yourself to the others.

P: KRB HEGEINFERIFZIEEZEY, b —ABT T REBYS
MR, B EERLEZAE R, ROELIEZANT.
I feel you should talk with Wang Ruiyun. She is also developing self-cultivation
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through art, and she has a theoretical background for this self-cultivation, mostly
Zen.

R: A& k3, RBUABRZTORLEEZAFERNL, mALZERNL, FUARAE
B K8 A8 SRAR T AR 69 AR AR R R kit dr, REIR S AR LS 5] 69 AHRHK
Hedrit, UMERAHFH -5, AT Z2EAITERR? BAHRNKIER
Pl kTR A, REGFAKRITATZEA AT (B KiE~ZRoshi)
KA T BEGPARE LT BENIE. LXKEZREBENFAARL X
TR R LR, RARFEAAFAR, REAAA: &EiT
HEZHIFEG T RSB ATEERMIEE L, REFIJITLREIAY XA RE
BoyH ik, RERIIMNBOATHBHATRRUEBEZT AN, 5 —NEHE
AR B IBLEAFE RS R LN RGHELEA, FEB— TR
A, TUAKRRRBRFRELITER, RASKEE —ANFRLGEME,
R & AT F BIUA R AR, A —ANRKTE R ZXAE4540
HFER, RETHAW RN T, SR, A -ATFEE, RbLTiEE
BB, Firil e TiE e, ARALZRARZ M FOER; L&
BARNILO T FER L ARG A, BTARIE TR % B 18] 45 20 4R 49 ST
¥, BRI, ROMEERIETZ BB AERY AT EARNE, Ak
2 PRI BT MR, RATHARLLTBE, M—HF
FEHERE—HFFZINAZTRZYORA, FREE—HAESLEBEALY
BRRXREA, REEEHF LOHFE, mX— 2B ERTHRET ZHE, KL
=R G LA fTRRR X — 800, RE 5XANEZ LR AETHNE
BE, WERKOTINA, FHRATERIKREZFNASERTE, LT a
HEHRAHIHNERN., ARG KTAREEEFERSETONES RB, &
W e — 3, DI b R ] E R, BRHRAREBEFERGAT
Fa T AR A EREEC o WS T FIRM a2 MR A g R, SH—
AR A TR s e fin F EAEAF1E % . WL, BAEILR S EH A
REPME, HATHENEE NS H T, BEERAE—RLE
fR R G BAE R HRRINAL D o WK T R—ANF 5, RHAMEH—A
W ERTFRE, RREEVRAE—AFHKhEK, IHANF2KEA
YT AMEFE L FIRINN G, FREFTHFRELS Fa9E L FTAIE
B, IRA—NETRAGEERE TR FERET T E. FERGIRLELZKF
#HIZ, REUBHREFRH SR IREGTOELIAN, LT EH TR
JE, e BHER, ARRE GG GRFERESE, R4 RELRS R
A, BABNRARA—FE KL, @ LRLLETFRKIAEF L4
KUIHRAITe BIFRERER X — TG LR (bdeia R H ) ; KA
— AN FHEmIAETE A
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For me, my approach to Zen is more practical than theoretical. That is why I never
got hit when I studied Zen with a Zen Master in his Dojo in Japan, though many
of the other people training there were hit by him as part of the teaching. Why
did he not hit me? Because I never asked questions or made comments about
theory! Trainees were hit usually because they asked something or said something
that the Master (Roshi in Japanese) considered foolish. Many of those “foolish”
questions were theoretical or metaphysical questions about Zen. I did not ask any
questions like that for two reasons. My interest in training with Roshi was practical
not theoretical. I wanted to learn the techniques of sitting meditation and other
forms of Zen meditation. I realized that the real Zen understanding is not in the
form of language. The second reason was that my Japanese was not good enough
to ask a complicated theoretical question and to understand its complicated
answer. So I just focused humbly on practice and asked only a few questions about
technique when I had a practical problem or uncertainty. As a philosopher in the
pragmatist tradition, I respect the knowledge and power of techniques. Of course,
as a philosopher I am also interested in words and I know how to use them. Some
people even say that I am a good writer; I certainly try my best to write attractively,
so I spend much time rewriting my texts to make them better. But I also believe
in the power and truth of experiences that go beyond language; experiences that
one can understand only by living through them and not just hearing about them.
There is an important difference between doing something and talking about it;
performing a dance and describing it. To perform you need to master technique,
and that is often much harder than mastering language. I learned to appreciate
this from a dancer with whom I lived for almost two years; she was my girlfriend
and she taught me many important things about somaesthetics, including the
importance of technique and practice. I would sit long hours at my desk to write
about the value and pleasures of somatic training, and she would lie down near
my desk doing yoga stretches and laughing at me, because I was writing about
body training and technique instead of doing it. She said it would be better for
my somatic understanding and my health to lie down and stretch with her than
to write out words on the computer. She said that writing makes many things
seem much easier than they really are. It is easy to give your paintings a title or a
label in words, but it is not easy at all to do the kind of painting that you do, with
all its fine qualities of brushstrokes. She convinced me that to be a good body
philosopher I should develop at least one somatic expertise. That's why I went
through a four-year professional body-training course in New York City. I trained
and became professionally certified in the Feldenkrais Method, a western form of
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somatic education and therapy. Although my main job is a university professor,
I also work professionally as a somatic teacher and therapist, treating people
with various problems such as back and neck aches, difficulties in balance or in
walking or turning, etc. I do not take on many patients, because a patient is a great
responsibility and I am too busy with my academic work and related travel to be
available for many patients. I also don’t like the “business” aspect of such work
(such as charging fees); I am a scholar not a businessman.

P: KA I MARE L F R AR M B B, RXIF R A A A
X AR?

I could understand you enjoy yourself through body practices, but it can hardly be
connected with philosophy?

R: KRR THIEA, REEMNGRE, ZLTTRMNEHLFHEL
kTR IRAF R s 12X — FARMEG TR S ERAA T @A 5 R
FHXE. AL, KWERERRMLT FFEH, AR AMNSER
FARE RGBT RAMEA IR A F IR, Bl AT AE 45 38 3 38 5% & Ak &R
R BN 2T A TR BRERD (FHREIR) —BAEIF P
i R X AR F o A R AR XK R F KD A E LK RER, KA
FERAFX L RGP, LRERGFCNI R FR L,

Foh, ERETRA TRGFGFHREIR, KD F R Ib (0 E T 34T
WA AT F B, B R AL de TR R E, AR KRS BT
BRRKuFRGEE, BAAMUER FHRREF S, & RZIF LIS
Ro RGN GLR BT HFIFEH, Il o fTI2 5] & 69 FH AL KA
RUER A AW, il defT 42 R KA F AR AR ALY RATHAMARIES B
TARAB . BR, ROBTLEZH T RG.

I enjoy helping people and relieving their pain. It gives a very special satisfaction, a
kind that giving alecture or writing a book cannot give. But this body work connects
with my philosophy in at least two important ways. First, my clinical practice gives
me many examples about how people systematically misuse their bodies because
their somatic awareness is deficient and also how the same people can develop
better somatic awareness to improve their experience and performance. I use such
examples in my book Body Consciousness (& #& &%) and in other philosophy
texts I have written. I would have never encountered these useful examples or the
philosophical insights they gave me if I did not have my actual experiences of body
training and professional practice.
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A second way that my body training helps my philosophical work is that, because
I have developed a good level of body consciousness, I know when I am in the
right condition for doing philosophical work and when my energy is not good for
clear and calm philosophical thinking. I also have learned ways to calm my energy
so that I can think better and longer; because a person thinks with the Shenti(
% 1K) not with a disembodied mind. Somatic training also helps me in giving
philosophical lectures at conferences, so that I know how to control my breath
to make my speech clearer and to give my body the right postures and gestures
to make better contact with the audience. Of course, my skills still need much
improvement.

P: X B ABR, HA@OIELLHGET. £ 5 E SRS LN,
I know what you mean. I also have to have my hand, brush, and mind work with
each other in doing my painting.

R: #mmid, RFacags, A, FRPEHEEEANIFZT, KiLHA
ARAS A N A BNHTAE, EMHY A BNFFREA T ARGAE S,
WRATIRHFALS, ROESAHIE—FF %, RMEZ— T/, &KIE
WRCR X — &, BAARLEY T IAET ARG,

Yes, I know that you put your heart and soul and body and mind all together in
your work. I can see how hard you work and how dedicated you are not only to
your art but to your educational mission. Your work like a calling, it is something
more than a job. I appreciate that very much, because that is also how I feel about
my philosophical work.

P: AYEBEAIRFT, FEAFBHFTHAEIRF IR G T T, 2k
HegpE, PEANRSALIALK, AAFLRTFL. FENS TR
L A FAR Tz — %, HF RO, &P E AT
AL PR, AAEGFIR, REFERGFAR, B0 R, &
EFEFA, TAETE, BAZX—MAEELAZTZHEL. tbdeilT8)
(itiE) , EEARARE AP ELLGYFHE, MR—IBH,
In traditional Chinese culture, we don’t have the kind of independent and pure
philosophy like in Western tradition. To be more specific, China has only a history
of thought or an intellectual history rather than a history of philosophy. The
Chinese idea of thought is much wider than “philosophy”. Philosophy is purely
conceptual, while the Chinese idea of thought focuses not only on “truth’, but is
equally interested in “ethics” and sometimes also in “aesthetics™ Thus the notion
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of thought has a much wider sense. For example, the Analects of Confucius, in
my opinion is not a philosophical work in the strict sense; it is rather a work of
thought.

R: HIANARAHE “BR” ABHFTHAEA “HE” . FEEFRAER
HEiiR A TR, BAELAEE A REFREE Tt F &
XEZATZ, BAFREEZETHYFARLEZMA ARG, SARAED
T, BAVEREAE, idfeiE T AR EHBX, BB THEE Sk
BTN ERIFIRNG LR ——FBEPTRHELREHE, R AANR
Rk B RHIR, XY FEERRMEA —MHEFTERG, HAIERMA
KBS EAE, HEERLTEXTMOT 5 KL —BIINER##4R, A
T FERFTIAMPITFAFNFHR. AR, BARFEHHRROYTF L
ReKkAZE LRI FREEHFR, CHAFRT, HEtH 7 e
MAETR, SFREZHARN, FAOBARLRFAR—ZREE LA
0 MTUARIKARZEMHFUM L EAMMNG B FLEAETZ AR ENRKRAAL
ko ERAXARXMMAEZTY FOE G, KMNKINA FZ ELAERES4
X—h, RERRAXFLEIYFFING, CRAREFIRLGERE,
B AAA O ZAE R R — R E MR TH S, HiFAMNTEE, 12
R, RZAHZZIED, RFTRECHHERZERALL ToMAEE0E
N, BAXERAZMASKMBEZEIT0SA, FFAANKINDRANT—2
foif B AEE T XN, WEFREEERNES, BAHFFEAET K+
TRMBIFE, LHATREARE L. FEL, STRSZEFE R, M7+
FEFIAROCHEERT . WARTH A CEES MR,
XERAATRENFYF ITEOATRBEET. 22, WRXFERSE
035, RMNEZARBZH L LOAM B FR? K69 B —=t 2835
YFEAFREALEAMBEEPAR) . REEAX—BN T @HFRRIEF
R, RN XS, LHFEAB) NROUEEE, LOERRD
T A Ao A e R F R RN AR IRAEFPOMNE, AM
I EA 2 /ARG ER? A, KREEE A THNMAREFITHE
b, AREHFEHERS . FHN, RENEFE “REZFHARR
Fr RS IZEFEHE LRI, MARRFIEREHG BT BE. BA
WG, AR AL AR L3RR 6 B AT I R Fe BB 64 . BT AT 49 F 4K
EFOELZ TG T KRLABRSKFAA A, KOITH, RAIlfTAS,
KEGEP, RLMHKOCTRT LI R FRFITEREE. KL
FRROCRIARFIGREFHFAELTENAT, W REROFAEITAHRIL
AR, AR HXFE—NET, NAREFREFFRIRLA A RL
WHARAN2011F A EEMNT RO ARFAED? ENTFFAE, EHRS,
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B F - AMAEFREFORAERE, WELRBEFE, FHOCIMR
Hoeds, FTARAN, AEM. XL FREFGSRA I TIEEIAE
wRIFA, LZIEAFRIR,

I think that what you are describing as “thought” is often called “wisdom” in the
west. Wisdom is different from factual truth or scientific knowledge, and it is
in some way broader than philosophy as normally practiced today in academic
contexts, where it is seen essentially in terms of knowledge. Of course in the West,
we have pure forms of philosophy focused on truth and knowledge and discourse;
but philosophy in the West began with the notion of wisdom rather than truth -
philosophia in Greek means the love of wisdom rather than loving mere truth or
knowledge. It was practiced in ancient times as an art of living. Socrates did not
write any books; many ancient and Renaissance philosophers who wrote books
nonetheless defined their writing as instruments to help us live better lives. Today,
because the philosophy of universities is in large part a purely academic theoretical
exercise that is separated from life, the influence of philosophy in Western culture
is declining. The pure conceptual knowledge is not meaningful or useful to many
people. So I think philosophy needs reconstruction to connect more with people’s
lives. Without this turn to living philosophy, we find other authors filling this
vacuum. These authors are not trained in philosophy and are not very good or
deep thinkers, so they write very superficial books of popular philosophy on how
to live one’s life. Nonetheless, many people read these books or listen to movie
stars and rock stars for guidance in how to live, because these star celebrities are
usually very good looking and rich, so people think they must know the right
way to live. It is hard for philosophers to compete because they are not usually
good looking, rich, or famous. In fact, for the most part they do not try their best
to write in an attractive way or to look attractive. They are happy to make their
writing difficult so that only their colleagues can read it. But why should we expect
many people to read philosophy if it is not attractively written? One of my aims is
to try to make philosophy more attractive by relating it to life. I am not especially
successful in realizing this aim but I try my best. Making philosophy attractive
includes more than mere writing. It includes attractive behavior and style. Why
should a person believe a philosopher’s views if he does not demonstrate their value
in actual life? I therefore try to make philosophy more attractive by also working
on my personal style and behavior. So on many occasions in giving lectures I
think seriously about “what I should wear” and how I should act at the podium
rather than just thinking of the words and ideas of my lecture. Because in the
end people base their understanding and judgment on the whole impression that
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one gives. That's why advocating somaesthetics involves a complex responsibility:
I have to think about what I wear, about my manners, about how I walk and
gesture. I have to make sure I am still slim enough to fit into that golden suit
to do my artistic work; and I also have to worry a bit about how my students of
somaesthetics present themselves. If my students all behave or present themselves
in an unattractive way, that could signal that the somaesthetic philosophy itself is
not effective. Do you remember the student from Tokyo that participated in our
dialogue in July 20117 She is very good student for many reasons; but one reason
is that she is an excellent representative of somaesthetic philosophy through her
elegant, intelligent behavior, her attractively tasteful style and grooming, and her
charming, perceptive manners. Her somaesthetic qualities help make the theory
more appealing and convincing.

P: 7B &R ERAR T CRMER A — el i, 2R RKE A,
v EEY, FHRAELT oMY, RAAFIURFH/OHDNIE, A
ARKEFH N TFTEAMERH XA, BeRkEa P2l Ru
KOJEF T o

In Chinese painting practice, there is something in common with your performance
but with a lot of differences. In Chinese painting, the action is very subtle, only
very small movements with one hand, or a few fingers, not like big dancing. The
action of movement in my ink painting is almost the biggest kind of movement in
this artistic form.

R R4y, &R &, FRE, KREANWFRTRIEZHFHXET B
QiEF), NG RAEAPAT TEAH R KRR, JREeMILAT T/, &
NLREERFKEN,E, TELEEANTROGAABRRKE, BA Y RANK
@Al LR AR, EARIKARE L, ALBRRE—FHRBHITH.
R 0G FKITAELAAXTRIEHNG, Syt ERDLRE. BHFR
iRz, MAKEZER QTHES, CaREFHI A LETE. T
ARG KT R, ERMINEN T EER, wREFHOE, HAE
BT, BADE, BRAMIEGARAN, FARKFRGHD, RAL
FRA B P RRAZHIIT FIR, HAAHRGE ST 5] 3T H R H,

Yes, I agree. Actually what I teach in my body consciousness workshops focuses on
very small movements. It is altogether different than what I do for the camera when
I move as The Man in Gold. For the camera in that context, my movements are
large to be more visibly expressive, and also to respond to the gi (<) of the whole
situation. Because when I wear the suit in public, I cannot act small and shy, I need
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to radiate power and confidence through large forceful movements (perhaps partly
to overcome the vulnerability of embarrassment in dressing in that strange way).
But actually my body workshop is all about micro movement, very small, slow
movement. Because if you move fast, you don't notice your movement as clearly
as when you move slowly; also fast movements are usually much more difficult
to control or adjust. So it is very important in the teaching of body consciousness
to use small, slow movements. By examining one’s movements when one does a
small movement and does it slowly, we can more easily see where the movement
is not smooth and then we can try to make it smoother or more effective. That
way we can gain better body control and better mastery of movement, which can
then be extended also to larger movements and movements done spontaneously
without explicit efforts to control.

P: EFEBERIEFT, AN, HRAXNEBHGRICET @i,
tbde TR ZF 5, AE—K D DER EAE B L, IR —AT
FEPRFE, TTHFANMALFIIEZMFPE R, AlROER TP,
AN — 1 X — ik HAR R A X E @ E R a4 69 AL .

In ink painting practices in China, the experience of action is extremely small and
subtle. Consider, for example, the Lan Ting Xu by Wang Xizhi ( { =% &) , £
#.2.). His calligraphy on such a small piece of paper is believed to be the best in
the last 1000 to 2000 years; thousands of people have studied it. In the experiential
process of copying from it, they too experience the very subtle actions and changes
in his writing.

R: &89, EARBITRMZHA T, BFKMNLRAAT REHZH) L
RREH, MET RARMZ EEFNGHT,

Yes, in matters of skilled movement we often first need to learn what the right
movement feels like before we can do that movement consistently and skillfully.

P: AEFIHEGIAEP, SREREFFE, RN, BEEFLZRKR
IHRZEFREGRE, AREEGBHNHRIA TR ZEIAGMED &
&G, BARCUFQENENIRRLHT 2Afedg ey, BiLadF
HRONEAEF, LABHT IR ZEAAKXRE, ATAHEA T E L
P vp JE 7 A Ao = AR G930 0o

In the process of learning calligraphy, of course one is trying to copy the character
in an exact way. However, one is also trying to experience the actions of Wang
Xizhi. The purpose of copying is to feel how Wang Xizhi feels in writing this work.
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Because the total action of the original writing is full of rhythm, in very subtle
actions, it is full of complementary, oppositional relations between control and
lack of control (or a balance between control and release). So this is a very subtle
and superior part in Chinese culture.

Pk, BINAGRGFREFHIRT @RI, EBHTHERLFH —KRF
WA AR, BB, ERTOIIREEH — RRFHT A REFELH
—MERBEN E T ERANEOTARF RS “2RAT F, —
IR A G IR, mATEOBEAES T, R 50E—FF “HIK
Ba” o XM CRRER” 38T G ARG B AR AR LR FLH AL K

So I feel in your somaesthetics, with respect to art, there are some important things
that could be done in your Western context; and at the same time, some different
things could be done in the Eastern context. I could see a key difference in this. In
the big action performances like your work as The Man in Gold, it is a direct body
experience, while in Chinese calligraphy and painting actions, we have more of a
micro-experience of the body. This micro-experience is realized and enlarged by a
heterogeneous isomorphism in one’s body.

R: & a, mAKIAA R XL, RELAE LA FTE G H Kz
NHAE e = DNARA TR K Z A AR I ZERE, RITFEKEH A
HATHI—F AT, HHZII—F (FEXFRFHFTE) , wds
FIAHARBETHAZTOTHGTXT . e Ke9fbi a hagizsh 7 X b
R, B, BHKAIF); Bl LR ER X LIEF), 190 A8
YT KR 0 1] A AT N 0@ BAYIE B ——Fb e B AR B VR R —— A
MAEX T @ILRGILRARY, RILFREBRIEE DR BRENEAT,
WEIMWTR@EWESN, TEHRALEIRENEZR, LaEMAD S
B, RZAT—HBEXFFNG, IANGME KL, RZdfn 2R
AR F), PTARZ )G LMF 3 e AT RO IEF) o RN TEE KA
BRIERF ) KA, HALAABRZHFRE, HARERF I T4 RE
3, ARG AFTIL RO EH) R wtm B A A . X N E R A K e B 495 )3t
R, RIFARBFIXRMEHN T N, £FERLRM, OFERSE
AR R I, FTA—AAE & RS EAE,

I understand your point, and I think more generally there are different styles of
bodily movement in different cultures and traditions. You can see this already long
before someone becomes an artist. I remember when I went to Japan to spend a
year of research, my daughter was one year old (in the American way of counting
age), and she already moved very differently from Japanese children. She was very
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skillful at big and free body movements such as climbing and jumping and running;
and she liked those movements most. But the Japanese children spent most of their
time with fine motors skills of small movement - for instance putting small objects
into small holes — and they were much better at those fine precise movements
than my daughter, who had trouble putting those objects into the very narrow
hole because she was more accustomed to big movements. There are real cultural
differences and personal ones too. I was trained as a soldier where one must often
make big, rapid, and strong movements, so I had to learn later on how to make
also small movements. My girlfriend who was a dancer insisted that I learn Taiji,
because she said I moved too fast and strong, so I needed to learn to slow down
and also make my movements smaller and more subtle. This does not mean that
big movements are useless. It is best to learn to know both kinds of movement. Life
is very complicated, involving many changes and different situations, so you need
a toolbox with a lot of different tools.

P: AMFE—ARHA XSGR BREERIFEAETA L RRIRE,
Mo b T 0 A F B AFRIRE IR, RAATFEH F AR RAMELZ R, 12
RAe REATRIT, LARFEAHRFR, wRERAFEH B FORIRLST A
FO AL E, RAEF PR MR D SBERELD?

I have a question: when you do this performance art with a photographer who
photographs and films you in your special suit, you are experiencing or making art
as a philosopher. But if there is no photographer and there is no special suit of The
Man in Gold, if you are just in your ordinary everyday clothes of everyday work
and daily life, can you see any particular part of your life as an artwork?

R ARARMEHEEZL LN IR, ABARZEETRAMZ WG -/
Bl AR, WAL AR, R RATEAPI AR R A FW T, KR
FTIRF| KL ML A GG EH I, AR “AFTAR” (art  of
living) #= “ZRRZR” |, RKF AW IEF B B P 69 Z R Z 106 X & )
M, KRR ZBAE “CARARER” FENMALFELRLZAGELEETR, 1254
POURRSELE, BHA R EALEEFREERN “£2F2R”, XARE
FRAAT BB AR F0EE, A “TRRZR” BRECH RIS
e, M. HE, EE-H0EM (BHERKMERETHL LM
ARG EFNA, LIERMNTERA TR, Y. AR KSF T
RFFRMNOLEF, ) AT FHENAE “A2F LR o “TRARXER”
Z 6y F AR A — AR E B2 T, XATFEAELEFRILA
—NNRET 2 EAR, 12 L, XL —NMRARGIERE, LEEF
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HRIRF O — AR FIRL. A RM2011FFHEE, XA FADE T R &
A KA,

Not in the museum sense of art. I think you are raising here an old question you
raised in an earlier discussion between us, and I want to thank you for making
it clearer to me, for making me see that I have to think through this question
more carefully. I mean the question of the relationship between “the art of living’,
and “the art of the artworld”, in other words the art of museum, galleries, etc. I
agree that there is a difference between “artworld art” and the artistic shaping of
ones life, a difference between “artworld art” and “the art of living”, but there are
important overlaps. Because if there is no life and no creative “art of living,” no life
inspired or guided by the idea of aesthetic style and shaping, then “artworld art”
would be deprived of much of its energy, creativity, passion, and even of some of
its material (since artwork art often portrays our creative styles of living including
the ways we use arts of music, fashion, cuisine, cosmetics, etc. to enrich our lives).
So one important task is to theorize in a clearer way this relationship between “the
art of living” and the “artworld art” It is a very important question for pragmatist
aesthetics but it is an interesting theoretical question more generally, and one
that I should explore. Its importance became clear to me when we had our 2011
discussion.

P: B &EMF RGBT ACRERE. RREOEINMMRE T EFE
& BT BEARZR (RERERET AR RIETE “EH” TREREK
M, RARX—ZEFIRGXEMBEHAR LRI 5L FOR BT
RIMERY) o Jm RA “HEA” i&‘li’@%ﬁﬁ%, FINAREGIT R R 4o “ 2R
AN A= ERMES. BEMNRREDFTLEFTAATK, HAEBTIER
T, AFLCRMTFHARERAERER, BACRETASY, %K%ﬁi
O . PTAIT RRBL, RIS AY A E TR R AAE A S e A 3R
ALK, mARLE . BMHLEIANFFIEF T4, RATAB, e
BERA TARMN, EEMNTRLINFEREGIGERFZIR, RMNA
REBLC A LA

We discussed your performance work at that time. Your performance art perfectly
illustrates my Misconstruction theory of art (which you suggest I could also
describe in English as a “deformational” theory of art, since this theory explains
art as created through an essential departure from life). If understood through my
Misconstruction theory of art, your performance work as The Man in Gold is an
artwork. But we cannot view normal life as art, so in the Western context, the art
of living does not seem that it could be considered as an artwork, because it is life
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and not a misconstruction or deformation of it. So to me it seems that when you
speak of the art of living, it can be art only in the sense of an adjective rather than a
noun. For example, when we say, a captain of the army is very capable on the war,
we could say, his command is very artistic or he is a military artist. But we would
not say the battle under his command is art; instead, we can only say it is artistic.

R: AFAERMARELRFTNELLRF—FERFHRAZTR; KMNARAE
EApEL LR EL LFEMARALTR, AiEHHBET T E. 245 TH
A FE LR ERFERZAGIEH X 5, KIAH A & LA R AR AN
ELZAKR, tbdwift, £2FZRKWMTRE K?ﬁm’z KTERFZK, AAZ
RFERFIE, BR. RAFHEAFC Aol LR rmEFTER,
I agree that we would not call a battle a work of art in the artworld sense; we
could only describe it as a work of art in an extended or metaphorical sense of
praising the genius of the commander. But given the distinction you rightly make
between artworld art and the art of living, I think the interesting question is their
overlap and interrelation. How, for instance the art of living inspires and nourishes
artworld art and how “the art of living” is reciprocally shaped by ideas or exemplars
of beauty, form, drama, etc. that we find in artworld art?

P: EXRAR, TAECAESREFTOZRKEF O X A T LKA R L
HFERMERFTHTIR, RBFPTHIA A -NDEIFOH/T X R; 2R
EMAAEFTH IR, £FRZRZMAZ LR X FR

I feel the differences between “art” in an artworld artwork and “art” in the “artistry
of life” can be described in the following way: For “art” in an artwork, there is an
actual referential relationship between the signifier and the signified; but if we say
that life has artistry, the reference between life and art is a metaphoric relationship.

R: &AGHRGES, 12KiKH, ﬁﬂj‘i«%c#’\qua%tbkbé‘ ey RE
P LMAEFH, thhel R A FT L RGRE %#%c* e A (2
S E AT B IR FE AR %%ﬁc#’xﬁ’fiiéﬁcﬁm AV IR (
A &L EA)) FERGR TR AL, MKW%éw ¥
TEABRGER. AR UARLETFERTRATEGGILA) ixu}sr—, ] B A
MURAFEHRERG T XEY, ANKESEEEDBZRBE kT, RF
RATELAEANE A et a9t oels o ERAR, — et AR
HEEAZTRKR GG T &, FESTEK (fine art) kb2 —FH., FF
L, ARG, “ERT —ERABBGRLERE AT ZBE,
BIFEZHHEFTEER, EePEFRBEPHIR (e “<2T7 ) Lotk
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BN ERZ A TR ET, ohftfety, RERTEFTZROBATRE T
CRREIR, BRAALFTIREZRFEREXEOEFAN EARS
HMZ AL, dmF g EMNEEEEL LR, 5] R F &k fo Bk R
SFREKM, £FTRKEAL LB T E XL LB A TARARK MG ZAL A
TR, RERWABMAELT PRGN EMS, EXFETHARFT ERE
FE, IMNAEFTZLOERIE, £E, AN EE, RAALFTEIRZL—
REAAME, BACRBFNANK AT EFT BN ERLAMEER
fEspay il A2, BIMARMEFTAFRABA, LXATL. B, Bl
AFERIEAANEERZNOEL R A FeFETEFTIR—H, £FL
RKIFBEWREBLE SRR T CRAFER——AREEF TR LG BRI
B, TRERFA, FERERBIGMM, £ERELNTHA KL
AkE MWl EALRRT IR REFIER, IHhBIHHAS T
MERFERESAHLTRHH. TR, TOHHEE TR ER TR AL
TR A 09 8 B AL AL A5 - A B ER A —3 0o TR RARAT
BT o RTRRIATEZARAFT LRI A FT LR X FR X — A K RHAR
HEX, BRAHEMEN. LARRBREX—FAEEL 50T T4,
IANBBEMRE LRI, BIANARETRABRLS, LXANTE
B RINAEF X — B A,

I understand your point, but I think that in what I call the art of living there is more
than merely metaphorical art objects. Consider the artistry in clothes and food that
form part of an art of living; beautiful clothes and food are not normally artworld
artworks, but they are understood (and not merely metaphorically) as aesthetic
and artistic creations. They are different than the battles you mentioned earlier.
They are aesthetic objects that demonstrate artistic intentions, creativity, critical
choices based on aesthetic or artistic criteria — and they present real world objects
that people can perceive and appreciate as objects, even if they use these objects
functionally. In my view, an object’s functionality does not exclude its being art, even
fine art. In fact, in Western culture the term “art” originally designated something
far broader than the fine arts. It included all kinds of skills and techniques, just
like the classical Chinese concept of art (I am thinking of the Liu Yi or six arts)
included things we would not call fine art: for example archery or charioteering.
Although my notion of the “art of living” is different from “art world art”, I think it
shares some of the key aesthetic aims of much artworld art: for example, making
our experience richer in beauty and in meaning, and provoking appreciative
thought and sensory stimulation. For me, ultimately, it is not so important whether
the art of living is recognized as really an “art” in the conventional sense. More
important is that we live creatively, meaningfully, aesthetically to produce beauty
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in our own lives and the lives of others, where it is understood that such beauty
of living includes the beauty of ethical behavior, virtue, courtesy, and kindness. I
think the term “art of living” is useful because it helps people think of their lives
as something they can shape the way an artist shapes an artwork, to make it more
attractive and meaningful. Thus, just as the art of living is inspired and enriched by
the great exemplars of beauty and deep meaning found in artworld art, so artworld
art is nourished and inspired by the energy and exemplars of the art of living -
whether that art is practiced by artists or poets, military heroes or political leaders,
or even dandies and lovers. I think one of the key features determining whether the
artistic shaping of an object counts as artworld art is whether the object uses media
that are already accepted as the established media of artworld art. Of course, new
media can become part of the repertoire of established artworld media through
their use in a distinctively artistic way by artists and institutions in the artworld.
Photographic media provide an example of this process. You can see, Mr. Pan,
that this topic of the relationship between artworld art and the art of living is one
that I find very interesting and challenging. To articulate this relationship more
clearly requires more work. Perhaps a diagram could help, but it might be very
complicated, and I anyway need to think the matter through more carefully.

P: REAFRTA G TARA T, AEXHET, HREEFE FK,
TAL EBF, BARFHREE, ABRARE F Ko Ao 1T A R RO E
MR TAR, LW EFRARA N AXEZTZLX TR NS
R, PTARBAREA TP — R 2B ER S 0P A

I feel the research you have so far developed is very significant; it is significant
because of the ways you connect aesthetics to the factors of body, action,
movement, somatic experience in nature, and ones own body awareness and
self-consciousness generated from action. This sort of perceptual research about
feelings has not really been treated so much by previous aestheticians, so I think
you must confront many new problems in your research.

R: 289, ZAFBITRZFA, Tzit, AIKRARLY T AL,
RREEIRATARELVPIA, MAXRENEELP ZEERRREKIT
WaIE A, BlEERN T L ERFTF KAt oy FARE T H AR F K
AFFRRIRS, HAREEINEREA—NMTALRKE, &P, %
HARZF, MERAXIAMENGESEK, KRTRBAAZANBA, Xk
RREBFEHOYFEFH . BRCIFRE L IRIFHA B X AR 0 F R 2T
Foe 75, M A — AN EEZXERNRARGHFE: 5, FRERT R,
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FREFAL ARG ERME,

Yes, I do. One method that guides my research in general is to try to focus not
on what is most popular or conventional but on topics that need more attention
and to which I am especially qualified to contribute. There are not many people
who are both professional philosophers of art and professional body educators and
therapists. I do not know any others, especially if we add the fact of my recently
becoming also something of a performance artist. I may be something of a freak
in this combination of activities. It is not the normal combination of activities in
philosophy. But I feel I should make use of this unusual combination of practices
and skills to make a bridge between these different fields: philosophy, somatics,
and art. Somaesthetics is the structure of this bridge.

P: HEA—AFIR, ERGFEEEIEF, Z-REFAFEELLY
KA LAKAZ? BEEW, WAL FHREERAT RS H IR R AW L
A AR EREN AR A?

I have one more question, in your body practices, what is the relationship between
this practice and beauty in aesthetic sense? Or in another word, have the body
practices you study helped you to develop or experience, more clearly, your sense
of beauty or that which is the essence of beauty?

Ri &8, Ab—ABIFihR (ERERHK) HELF, TRLFAFL
o CEFES@) F) o A, RHET ATED AT, ShiTd
LR, RRBAIZIANANTILLEEZLWHEB T E. KFNHT AR
MNE B, B AAMZ Hdrum cans. © ML AEALE 09 FF 18 Ho e |
MARIZT AR B EMOHF. RITBANMNRAL, LTFTRT EWE
Fo RARABEAHM AHITHE LA L CMNZEANL, FATHE—ADRI;E,
AL E E@KT K. REkge EIRAARMEER, 23 K=+ 548
ZH, REBRELINIRNEFGHMAS AEW. TRXTEOERIE
FaxAl, ALK EHo

Yes, I think so. One example of this is in the article on Art and Religion which
was published also in Chinese (in the journal Poetry, Calligraphy, Painting)."" I
describe how my zazen training in Japan enabled me through the experiences of
meditation to see beauty in objects that previously seemed to me uninteresting or
even ugly. The example I describe was with two old rusty metal barrels of the kind
that are used for storing oil. The Japanese call them drum cans. They were standing
in an open area of the Zen dojo that had a beautiful view of the sea. I thought they

11 “Art and Religion” (in Chinese), in Poetry Calligraphy Painting 4 (2012): 161-170. Originally published as “Art and
Religion,” Journal of Aesthetic Education 42.3 (Fall 2008): 1-18.
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were very ugly and that they spoiled the beautiful view of the sea. I wondered
why the Roshi let them remain in there, together with a little round log of wood
that you could sit on next to the barrels so that you could sit there and look at the
sea. I decided I would sit on that wooden log and meditate. After around twenty
minutes of meditation, I could suddenly perceive how those barrels were really
beautiful. It was a very powerful experience of beautys; it filled me with happiness.

5. The drum cans. Tadanoumi, Japan. 2003. Photo.

P: RLAH—ANDFEA, RHERRAERMEART X, BARRNEART
HAE? RELZAFTEAATAFN? IANXE@MT, ITHA, RALH
mAmk, 2EATLER, —FTFTAAXT, AH2RRTE-HRL?
AL Lo B AA AR

One more small question: you said you suddenly saw beauty in the barrel, what
kind of beauty did you see? What was the beauty like? This is a key detail. As you
did not feel the barrels beautiful before your sitting meditation, then after a while
of meditating, you suddenly saw the beauty? What happened to make the change?
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What is the change in your visual experience?

R: &ANBLRX—ZHREE, AT HEL X fo A0 R BB MK
AR AR A S R P IATR T o PTAR KR AR A5 A — AP 3 89 75 X F ALK 2 i 47,
FRABETEFTOFEHE——AL ERRBR T B TOTRME, 47
&, wEfeste, THEMNWSHENE, UARELEERRGHEIRNEZNE
RSIE, 1B R ERZ, RARIFR AT E KT H AR T AL ——
nAEETENFKR, BMN—ESRT RMNARABLREAEE, LAE
AR BARE F IR —— A A RATE LY FRER . B304 R 2 AR
QR AR T ERAZF T AR BARE A & H AT K893 F K
W, MARFMCMNALEL LOGEREGWP R RGBT EHE. £5 R
Bord, RMNOMAZEERITHREDORS, T —MEARNEF
ZRRANES, ERAXRBIZTAFTZ TSR, KT RS TAREZ IR
WihAR AT EAMRANEEN, X—AEBL 5T CMN—MieHhk
MAEAZE, mMAE (RAAT—HLINA KFEE TR LAEFALRN
b B IR ETNAL —— KRR R — AR LR TOERFRNAEGZ
£, DA ELR EFEMEMIGT .

I think that through the experience of meditation my mind and eyes were cleansed
of their conventional mental prejudices and habits of perception and association.
So I could suddenly see the barrels in a new way and see their rich beauty. In visual
terms, I could suddenly appreciate their complex rusty colors of brown, red, and
green and also the diverse, interesting textures of the metal in different stages of
rusting. But it is important to emphasize that my appreciation of the beauty was
more than merely visual - it was fully embodied. We forget that we see not just
with our eyes but with the body as a whole - since our posture, our bodily feelings,
movements, and reactions are involved in looking at something with the intensity
of appreciating its beauty. I appreciated the beauty of those barrels not just as mere
color and form but as the powerful attraction of an existential presence fully felt.
In his lecture today, our friend Peng Feng talked about the notion of immediate
presence which is central to my idea of aesthetic experience. With the cleansing
of my mind through meditation, I could suddenly feel the presence of those
barrels with powerful immediacy that gave them a radiant existential beauty of
powerfully perceived presence, while the sea (which I always saw before as much
more beautiful than the barrels) now seemed very remote or unreal - without that
beauty of freshly perceived existential presence and thus with only a vague, weaker
beauty.
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P: MREANPIFRAAET ! IANARHRRITE LT,
That is a great example! This is what I called “transformation of mind.”

R: *, 28— X ekt eystit, KEHTE « Fieidbidd—
B, MEE TR I—G T RERERT IR I RGINRE,
R, MBS F RO TE . FHRAAEZESFTERARARASE LR, ™
HRRECLRERAETHEGE S (R ERWNEEZ, BAHTRKEZEBHE
AEEAR) o FFHAAXT E BRI ARG, BANFRERG, BH AN
RE R AR RETREBHBE T E B &, B mat & o) B LE
Bh o ZMIAAEMN T ERRUMR TR, W EEIT TR 5050 R B3
TEIRE, —NMAELTEZRHELG KL A EA T EF, MEX—EET
ARAEREBEAFEE . AT RGKFOATEE T, EKFF L
GegmmmE5EEiE « £ (Richard  Serra) JAT R 40 4R # 9 B 22 X b
A EAz TR R Z P AT XA R B Ay LA R T E T R
F& 2 By RVA T a9 R | .

That’s right. The beauty involves a transformation of mind and perception. I had
a discussion about this experience with Arthur Danto, who reacted to my story
by writing about it in terms of his theory of art as transfiguration.'> His theory is,
as you know, different from mine. Danto thinks beauty is not at all important for
art and it does not require any mental effort to appreciate (while art does because
it always involves interpretation). Danto thinks beauty is perceived naturally,
spontaneously, and automatically because we are more or less genetically or
biologically programmed to perceive beauty. It does not require special mental
effort. I believe that beauty is important for art and that even if beauty can often be
seen immediately and spontaneously, a person needs to have his mind prepared
to perceive that beauty and sometimes that preparation requires time and mental
effort. In his friendly response to my story, Danto compared my rusty barrels to
Richard Serra’s works in Corten steel, because Serra has often chosen this kind of
steel for his sculptures since it forms a stable rust-like appearance when exposed
to weather.

12 Arthur Danto, “Replies to Essays,” in Mark Rollins (ed.), Danto and his Critics, 2nd edition, 308-310. Danto is responding
to a different essay of mine (“Art as Religion: Transfigurations of Danto’s Dao”) that also includes the barrel story and that
appears in the edited volume on Danto mentioned above, 251-266.
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6. Richard Serra, Double Torqued Ellipses IV, 1999. Installation view of the exhibition Richard Serra Forty Years,
MOMA, New York, June 3, 2007 through September 10, 2007.

P: 3 THAMEANRE, FIHRALEGUEZRZRITE, el h 2
AN FEZH,

In terms of this rusty barrel story, Danto is obviously not right. He didn't realize
the important meaning of this story.

R: &8, RELARR &, RERIANKTF, mAAHKRTRKTET
BARGIALTEAT =, ERATAMBHELMBEA — M RKE LK. BHETIA
ARAEZRT, st&G L2k (FEZF—TF, AL F RGN
RN EER) , TEANTARBR I TL R ARBA I MR EZ
A, RAFZ2UAREZEFNETR, I TX—FA, AfFALRFLRRG
M, HMNECEEFTHTRKX RN EALP R LR RE 8 LHE, 242
—42 H AR F BARAG T F Ko

Yes. He liked the story very much and recognized that it was experientially
important in that I suddenly appreciated the visual qualities of the barrels and
that I could then interpret them as something like an installation artwork. But I
do not think he properly realized why and how the meditation was necessary for
my perceptual experience (which again was not simply a visual or interpretive
experience); why and how I needed to meditate before I could see the beauty of the
barrels. Danto and I have different views here and also on other questions of the
relations of art and life. But he is a philosopher I very much admire.
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P: RA XBARGGBEFEIFIER T KA 427 . RORFLZHF /X
HeA “HRT, FEABANXME, PTUMRS R L3 AN E,
—E CBRANT WITHEREKIE, — AR ATH ARG LI LA
A, BHRAERNELIHAEL,

IR “AFRATR” B, HORZMEA T HOEFTLIR, KA “4£
EHTRME” o KBORME B INKAREF PN “FZ7 o IARXAR
HERAAMS TR BRI A R, F—ARFRALETETEFN; K
F, RROUTF, NFEWAEETARAIERTHXF. 2% -4 UF
P, R A LIRS, — 4 BT S

Your barrel story happens to perfectly illustrate my idea of “Transformation of
Mind”. In your story, there is a key issue, that is “cleaning”. Cleaning is key for
“Transformation of Mind”. You told two stories tonight: one is about your Man in
Gold performances, the other is about the barrels. The former exemplifies what
my theory sees as art by “Misconstruction” (or deformation). The second story
exemplifies what my theory calls art by “Transformation of Mind” When I say
“art is life;” I do not mean what you mean as the art of living, or the “artistry
of life” What I mean refers to the “cleaning” in your barrel story. So we see two
different basic contexts or frameworks in aesthetics. The first story is based on
the context of Western aesthetics, while the second story exemplifies an Asian
framework of aesthetics. In the first story, the object of your observation is an
artwork, a Misconstruction piece.

R: RIVAEFTRAGIEF ZRMA EE. REZ—ZC5 AT AL
AR TR S EZANFI AR, CMNAETTRR, PIARBEARZ A ETRF
TREXEWNKE. HF—F @, RAMFFRZBARAENG ., £ITREE
FE-—RIMGARATAEF IR —3, AHBZAENERER, G
AMZHT X —ZRETRGTEUFDEMNAR B FEFSHIFTHE, i
BIBEAMNE O T EF LR P RRI Bt ), REBRIXARENER?
The ideas you are expressing now are extremely interesting to me. One reason is
the intriguing question of whether those barrels were a work of art. They did not
belong to the art world and so it is hard to call them an installation piece of art
world art. On the other hand, they did not seem to be placed there by accident,
but rather intentionally arranged for viewing purposes. Did the Zen master make
this installation as part of his art of living as a teacher of fine artistry by arranging
this artful way to understand to see beauty in ordinary things and to help us in our
own art of living to experience greater beauty through better perception?
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P: HoARFFHAT R HE7 Ei, BOWKBARESR LK
AL, MANITE, MANEYS, RAHKRZATHEZAL, —2AZEA
TG, RMAKMERT TARMES, ENEFHRRAT TRMER, &,
=, W, RENRT . BA, HRT IRER. AL € ALTK
R RAARNG, BAARIECMNFER LIRS, LENKT XA LR
Ry, ROMRGTERXETT . — RGN ETERLT, HRGENALEFTH
AT TR

The second story illustrates my theory of “Transformation of mind”; the key of
“Transformation of mind” is cleaning oneself mentally, all the practices of zazen
and similar forms of meditation are ultimately serving to clean oneself. When you
have cleaned yourself, it is not simply the barrel that becomes an artwork, but all
life becomes an artwork: everything -- including the sea, clouds, beach, the place
you sit, the air; it all becomes an artwork. Why? Not because there is an artificial
fabrication. There is no person who makes it or fabricates it to be an artwork.
What has changed is your eyes, your observation method. Once your observation
changes, the whole of your life becomes art.

R: #RAGHHEL, REFEEAXTAFEIRNELER S TEA
THE——EVARRTEREI-—ZERTHATLMN., ERAEAELZIRTH
R, Edffpidl, A=A SR TRXARS, RWITHERE, HEL
wE RN, RIAALFLTRAFTEZOR (REREMHFZ Asoma——F
WO R E) W—HMF X, —FHERGZTERRGT X, THALKRERE
W ATREBFZ RS R? BA Y RBTEINRER, TERA “ERA”

B, ROGBF SR RART (B A F R L6 —F B &AL S
KAfTAZT X)) o BARBRMEALT, XKF, LT AXFWHFEOHE
AR RmE) AT, BdEIMHTE, BABFAR (RES ALY
B R —309) FARBLA R, K, KLY A HRARRE G T X &4
T. CA—Ma&RMHL, CEEXNEE LR ELHGRMmFET A FI9L
2, FHLRAMFZAEFRRBREERLHBLERORE., F2EX IR
A, REZMIZEFHRR, T—IAZEKRE TR E, MAEXLHE
FIRFEN S L, HAMEGRFI)RAALSELARHART . IHEFR®
B—AEEE. ARRRIK, EXIFEFRER—FFFE, TiRELEELR
AR RIF——H ARKRELE -GG FEMEK R, ZEFAGEE
BEARRBHFZ—AA

I understand the point you are making, and I think it overlaps in some ways with
my idea of the art of living - at least in the ways I like to practice that art. But
what I would like to suggest here is that there are, as you say, different methods
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to clear your mind, and perhaps doing my performance work that you describe
as Misconstruction is also a way of cleaning my mind or as I would say my
soma (body-mind), but a very different way than Zen meditation. How is this
performance a cleaning of myself? Because when I do the performance, when I
am The Man in Gold, my ordinary mind or self goes away (just as my body takes
on a different visual form and behavior). I am not my conventional self as teacher,
father, son, husband, etc. with all of my ordinary ideas and perceptions. In this
way [ am cleansed from my ordinary self (or at least much of it) and thus I am free
to perceive differently. This is one reason why I enjoy the performance work so
much. It is a liberation of self that is also, in some ways, a self-enrichment through
new perceptions. That is why I do not care so much about whether the camera
will make an aesthetically pleasing shot. Wearing the suit, I feel different energy
by shedding my normal clothes and the conventional habits and ideas connected
with them. The suit is like a cleanser. I cannot shed my conventional self in public
by taking off my clothes and walking around naked, but the golden suit acts like a
cleansing removal of my conventional way of being. Maybe it is even better than
being naked - since nakedness also has its familiar associations and these are often
far from cleansing ones.

P: ARMEZHNKFEFETR! BHATRT, KNPFT HHTE
SR P 69 3¢ T £ B 69 R B A ik Ae R Bl 34 7 Ko
The two stories tonight are very important. It is so important because in our
discussion of these two stories, we are clarifying the different visions and operations
of aesthetics in different cultural contexts or frameworks.

R: Fl&! &M% EF %L, KERARAKMNGKREFFIRS, H
PR F Bk P B AR I, X — RIS AR ZAER KA. 2R A
B, REFEOGEZRRLEZRBGRRIF TR IR 5, KRS LI 5
BAR—HRNT BEROA, LR BB ERAEEE FZbFAEAEN
Bl AN, A5 BERE —— TR LER ., REOBEA AR RE 6+
A AT IB——2p XA AR KR LB H A —AREE £ F R ML BRI S, XAPH
A, B AT IE RS A, AR ML — AP 3T X, AR
RS

I agree. I think we should continue our conversation on another occasion. I
always learn from our dialogues. I thank you for inviting me to China to see your
exhibition, which was very impressive. But I should also say that I was excited to
come to China also for the chance of talking to you about art and philosophy. I
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do not meet many people who understand me as deeply as you do and who can
help me to advance my thinking by exploring those aspects of my theory that are
problematic and need more work. It is very exciting for me to be able to think
about aesthetic issues with someone who in some way thinks very different from
me - with a different cultural framework and different concepts and a different
professional discipline -- but who also in many important ways thinks like I do.
This kind of dialogue across cultures and disciplines is a very exciting and valuable
form of communication, and for me it is very rare.

P: HERAR B, HRFRARITS, BAEBTRFMLIRN KT LA
AMBF Ry x4, BEL -k, 5 —ANHEF, ARBTFHEZTFROGE
Bo MAMART LEEFR? ARWEMELE, XEALLZWHARE
MAEFTZ AR T EH/G KTk, wRIRFH T EORBALS L, R2E
BANLAFENETEZHZ AP ES, SRFHEEFRAL L, RITHT
A 4G H iR, BRI R T A B R A K 4355 B T A .

I feel the same. It is very exciting to talk with you, because we could develop our
thoughts to a very deep level together. I would like to recapitulate what we have
been through. The first story about your performance art in the golden suit: Why
did you put yourself in this suit? In my theory of art as Misconstruction, the key
issue is to cut the original, established connection with the web of ordinary life and
ordinary logic. If you are wearing ordinary daily clothes when you walk on street,
then you are acting within the logical net of normal life. When you put yourself in
that shiny golden body suit and then appear on the street, you break the ordinary
logic of everyday life. The suit separates your action from the whole scene (or
context) of the street.

R: &&, RHERGMENMXAL BTN L5 RAHLLEABD FIHEGR
B, WA ECRITAHGNERE R FAEFX 5 H K

That’s right. The suit functions as a way of distinguishing my appearance as art
by its sharp contrast both to my ordinary appearance in life and to the ordinary
appearance of others on the street.

P: AFERREZTFES SR, mBARRGSEMAT ST HH S
R, IR R AR R, RAEXKRK, REQFELZRER, HILRE
B eyitfe, ALHARAXRET,

Not only does it distinguish art from life, but it also allows you to cut yourself off
from your everyday mentality, so that you believe you are a performer, that you are
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performing, that you are making art; and therefore that the cars passing by or the
other walkers on the street are irrelevant.

R: LRETR, PEFEE IR, RLUTRZLE2ERAT, BAKA S
H—L P FNERARABRIRAETAATN., FRGKRIBAREERRE
£, OE—LREHFARK, A, SRFLELEFIRALL LN, BEA
RETaAEAITE KA, A2 ZEMNEESATITE LR N, RLEL
BB A REIRGESEHERA,

Yes, but also in some way no. Even in the suit, I cannot totally forget myself because
there are deeper layers of myself that the suit cannot completely change. Certain
bodily habits and feelings remain, including some residual embarrassment.
Sometimes when I am wearing the suit and there are lots of strange people staring
at me on the street and especially when those people make loud or embarrassing
comments, then I feel a certain shyness of self-consciousness.

P: AR IR ET, AT AHNRL, WmREREATEIANF 0,
AR B BN, DA LTHFLERBHIK, PTAXTFESE. R FH
A b@f, LiFLaE LA bk,

Because your identity changes, you are released to be free. If you did not change
identity, you cannot be released to be free. But the identity change is not fully
done, therefore you feel embarrassed. If you also put on a mask, there might be
much more feeling of freedom.

R: &iF, 122 @ EAUA B AE KA IR AT Aol s ARIT 2 AE 95 B B A A TE H]
BYIRAY R Ko AT HRKBL, M F W PTFE R A b EA TR X F 00
REGARF IR IREFH T FRE— A RMFERE —— L — A8 0l
PEAE AR A T 809 B % B &6 —— X AP R Z 1] 69 3K 7 L3R 5 st
BT R —RBEHHERZLE, RLEBH, AZIANERT, TREFRRE
2, AFBEHTOEGLRER, CMEAHTHREDFEE, BFL
EFRAA —AEYIFRERGE. R ERAT HREEGH LA
#H, AR bLFBMAFTEZTT»BHER, RAEFATEWUELIRK. B
BRI ERARE, RO EZREFETEIHF—ARE, FRANRZE
B % £ &AL &8

Perhaps. But the mask would just cover my eyes or face. I would still feel the eyes
of others looking critically or laughingly at me. Also part of the interest of this
performance work for me is the tension between the freedom of a new identity and
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the recognition that that new identity is still connected to myself; it serves as a new
creative extension based also on my ordinary self - a philosopher exploring art
and somaesthetics. I should also say in this context that not only is the golden suit
important but also the presence of the camera and the cameraman is important.
This presence helps make the break with ordinary life, because in ordinary life I
am not followed by a cameraman who is filming me. The camera also indicates
to other people on the street that I am involved in an action that is cut off from
ordinary everyday life, that I am involved in making art. Even if there were no film
in the camera, the presence of the camera and cameraman would have the effect of
signaling that we are making a break from ordinary life.

P: EXHARATHANT B TR ST, HALRKGTHERT AN
XERTUA@T: FHFR Bk \HITF. ARGEH N, XU T RAR
%%%ﬁﬁ,ﬁ%ﬁg%ﬁh&%ﬁﬁﬁ(@h%? FRh s — A FR
BAGEN . BR—T U, BN TARERGELEAT AT A AF £
%%?H%Eﬁ%%i%hmﬁ%ué,%fi£ﬁ7¢lﬁzﬁ@“
LR

In this way, you put yourself into an artwork, but also other people see your action
as artwork.

Here we have several details: the suit, the camera, the cameraman, your
embarrassment. All these details mark your work as an art of misconstruction,
because these marks prove your action is already cut off from ordinary network
of logic. So the first story is a typical misconstruction. If we go further, we can ask
why the action of misconstruction and the existence of misconstruction could
create aesthetic pleasure? Because, when you are cut off from real life, the idea of
real life in Chinese is also described as “Rolling World...”

R: 50FMKHBE4REAHD?

Does this cutting off mean being free?

P: st! i 5FH MR A RKF ARG TS, BAENZTHZ WL
RUGAE, RIIAGINF, EFHZRWY, RAEALARLE, LREBEKRY,
PR EE R FR, KRECEFTRGEF., PTARGITH ., Re4EH,
BT T B RATAR R mAE IR AW, ’r%fu%é’azjﬁﬁ' A wAE RS FH
TACHOR, TRAEAENTESSFHBRAE, XA R %4072 fF
% —ANHE,
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Yes, cutting oneself off from the net of logic is the beginning of freedom; because
the whole net of logic is for binding people, for disciplining people. Within this
logic net, when you walk on the street, you cannot be nude; and even if you wear
the golden suit, people will feel strange that you are strange. Therefore your action,
your misconstruction, cuts you off from the binds of the logic net and makes you
more free. This freedom of being cut off enables you to clean your mind so that
a truly aesthetic mentality can start. That is how we should understand the first
story.

FoANMERR ARG E, — T RE B, KA RTHAALZEN,
REGIRATRT =T 0% BT Zar, RAMF LKA EA &AM LY
£? ARASRLRABFR

The second story, the barrel story was that when you first saw the two barrels, you
did not feel they were beautiful. Then you did zazen for 20 minutes. During these
20 minutes, why did you not see beauty in either of the barrels? Because your mind
was not yet cleaned.

R: A8, EZRNGALE L, A& 2 BRIFHIZAIARAT . K
FIER SR —FP TR £, mAAMMNERG BN ES.
AR ZFCAVNE R E R A %M, MALAENZEECN.. RFFCAA
WA T REA, mAFLFEERGES KA. BAH R R FWE IR
LA AAT, RARA AR CMNGE, £2XFAEZTEREACT.
That’s right. And in a deeper sense I could also say that I never even properly
saw the barrels before the 20 minutes of meditation. What I saw was more the
perception of the vague idea of the barrel rather than either of the barrels in their
concrete immediacy of presence. I perceived the barrels only to identify or classify
them as such rather than closely attending to them. I saw them more as symbols or
categories rather than as the richly concrete realities of presence they later revealed
themselves to be. Because I did not see them with clean eyes, I not only did not see
their beauty but I also did not really see them in a full and proper way.

P: A, RAMPLMRE L) HREEIA AP, A ERE XA
KRR B RAA A, BHESGZHINEEFORTZ, KT
MAH TR ERGES, TMAFTMAE. HEARL, RIKT — A
REHEX . A RTARFNIRRE? B A A 00T 42 7T 1k o) B
TR, RRAEH S 2 BAEMH,

This detail is very important also! During these 20 minutes, you did not realize
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that the barrels deserved or required seeing and attention. Because the normal
logic net was still in your mind, so you take it as an unnecessary thing to look
closely and attentively at the barrels. In the normal logic net, it is nonsense to have
a barrel there to serve as an object for careful visual appreciation. Why did you not
think that the barrels could be worth seeing closely? Because the normal logic net
was still existing in your mind; you were judging according to normal experience.

R: &#), $EGFIEADFTIHT, UEZMAIEKR
That’s right. I was following the network of normal judgments and the logic of
normal association of ideas.

P: &8, FAEMERIRNAE FAMARE, BRITE T 5 G,
ARRF T S RITEIGE, A—MEFR SRR, SROHETFRT
Fa IR o BRARZA AL o B AL R &6 e i BE H]
TAKEY, RAFZOCRA T RATRE, ERKG—FIRE, RALFIA
ABRITAE. ERAERKEIZAN “UE” R, AHSORNE, fRi
FHZAEHT . SHARAFE, KAV S A FBHLAGNKR, T
PLEXAMERRKKE B FABOMNF, WAL FEIRITZNFR
Feo

Yes, you followed the normal judgments and social standards of evaluation. But
after 20 minutes of sitting meditation, because you have the proper training in this
and could therefore control your mind, there was a change in your mind that led
to a change of perception. I call this “Transformation of mind”. A “Transformation
of mind” and its fresh perception can happen within a second, with the cleanness
of mind as its prime condition. Within an instant, you suddenly feel something
so beautiful. At the same moment you perceive the “beauty” of something, at that
same moment of “Transformation of mind,” you forget the logic net. The forgetting
is a cleaning, a cutting free from the logic net. Now, in your mind, there no longer
exists any cause-and-effect connections and the disciplining limits of ordinary
judgments. You are already totally focused on the scene in front of you.

R: ABEXRANRIFRE, AARREKST, MARFEINZI Ld, IH
AHAEB T ERTAERTINGRAERN AL ARG GEL XM T
ik, RELST BFEHIWNOFIBEN) KAL) EIRRAS], P
ATRBHELAFE, @388 %3 5AR0 5 L4707,

I think in some way this second description is better; not so much that I forget
but that I focus, that I become totally absorbed in the immediate presence of

79 The Journal of Somaesthetics No. 1, 2015



Pan Gongkai

directly perceived reality (so in this way I also forget the judgments of the logic
net). I became so absorbed with the beauty of presence that I no longer thought of
anything else, including the ordinary categories and judgments of barrels.

P: X! ZEAHAST, AN BT INFEETEER, ENXE
2], AR AR BAGERZRATOFZRET T, EZAFEL
T, REBGENTZAARE, o RZARAR® AR A —/ANAR, WE—
AR, LR EFEHRARKBEE,

Yes, your attention is displaced, so I call it “Transformation of mind”” This focus is
very important, it is a key moment. I call this focus “gazing.” The result of “gazing”
is that the scene in front of you is changed. Under this gaze, whatever you see is
beautiful. If, what was in front of you at the time were not a barrel but a piece of
wood, you would feel the wood beautiful as well.

R: THARIH, EAFFERSTARIREN X, &M TREELE
AL BAEHIWT 0. RAFXBRRGEF .

I think you are probably right, but I don't know if I would feel exactly the same
kind of beauty. I'd like to judge by having that experience and comparing. I'm an
experiential thinker.

P: FIAREAANKFGERNET K. B—ARFRALT i, F A
HERBALTHROGSR, AR AT S £EAF TG TR
b, FEAFORAREETHAET A T KSR, TE2EHFT KT %
FTFTRTEARGT R, BR, BF LRGSR TR £ F AR, €A
AR S LB, ARAZRALF TR, PrARIELAANKF IR
EFEEMITRAK, —AMEN, —AES, REFIANSKFIET
&,

So the two stories are very different from each other. The first story, the object
changed. The second story, it is your mind that changed. So the second story, I
call “Transformation of mind.” In the Asian context, the essence of the aesthetic
perspective is based on a particular change of mind and eyes rather than a particular
kind of object which is how aesthetics is mostly defined in the Western framework.
Of course the differences between Western and Eastern frameworks are matters of
degree; they always share some things. But I just focus here more on the differences.
So I put the inner aesthetic logic of the two stories in contrast: Misconstruction
versus “Transformation of mind.” I feel both stories are very important.
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R: KFAE, BRAKMOKFLNEL-RALF (ERERHK) . wRK
WRAEER, RARFELFH,

I agree, I would not write about these examples if I did not think they were
important.

P: AMRE@, A—NEFEROBIE, “F—ERF, LLEu, L
KAK, HZEER, LLARE L, RKARAZK, FZEBR, Lumi
b, WARVRAK, 7 AREFR— BT A IR, FEZEETA L
RERAR, BRFZEFRA B GORMAEY, F—ESRA BN KRARLT
HEARNE

In Zen, we have a very well known parable, “the first stage, you see the mountain
as mountain, and see the river as river; the second stage, you see the mountain
not as mountain, and see the river not as river; and in the third stage, you see the
mountain again as mountain and see river again as river. You see the barrel as
barrel in the first stage, you see it also as barrel in the third stage; but the barrel
in the third stage is beautiful, the barrel in the first stage has nothing to do with
“beauty”.

R: A8, ZIEINMBE, RIAAKNEFERZHEKZ, BAKXKKA
£F ‘TR TUARALRRM . IALEFZERF, AMNESEHRZ—NAE
B ARREEGL, EAATREK AAHN. AAFARLZRARLT R TG —FER
WP R, BETH MR —BREIRRRKRE, FTH
R, —HBFTHemxEREHIEFEL “TE” AF—HRAFE,
HA—HEFORBRAAT RSB, RIIARGHEMMOGRERLRANT
PRI NA, HIKAEF “BRE” LAOLSFRKRLHET ——FIREY
B, RMAARX —# T TR K Lo, KRELBHE TG —FF
N, BPHRZRE “TR” MG ——AHE LA —FF H5IERRE G,
R0 ER, BEEREEABGTEME RAAR @R EGKA, 4%
TARBEWGE, A “TR” REEAOZS, BRI K ALEBITX
ta@, A48y “TR” AT EABTHBMEFEARY TEZRGELE EXL
M, B ERAA e AFAveg £ s L%, IS L KR TREEHRIN
Aol FAER , XP, “IFARE AR T RIE 2 Fa9sask, X
—ABEREESTHR GANAAZHERIARTHREZ -G —— AW
FRRXE. RGN EL, EXRMBFOHMERF, LTURR “TR”
L AR AP Y E, REBERE M AIAINE, HFEAERFPHLE
£69, BERALL, MAARTEN L, CHALT —ANHRPEALY
AHAPPEAYL, WA AR, e, RRAR G —F T XWBE,
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Yes, I know that parable. I link my aesthetics to Zen because I think that artistic
transfigurations can be immanent, so that in the third stage we are dealing with
a real barrel or real mountain but one sees it with a new vision. The barrel does
not suddenly become a transcendental object with a different ontological category,
something in a different world - like the artworld or the world of heaven. For
Danto, an ordinary object when put in a museum becomes transfigured into a
different reality. It is no longer a real thing but an artwork. I introduced my story
of the barrels to challenge Danto’s idea that aesthetic transfigurations must involve
an ontological change - a change of object. I think that they can simply involve
a perceptual change. I also challenge the suggestion that art’s transfigurations are
“vertical” — a going up to a different, higher level of reality, a transcendence like that
Raphael portrays in Jesus’s transfiguration as an elevation from the earth toward
heaven. Danto often mentions this painting of Raphael, since transfiguration is the
central concept of his art theory.

Hegel and Nietzsche also talked about this painting. Dantos notion of
transfiguration is based on the Christian notion and on Hegel’s idealist view of art
as a higher reality of Absolute Spirit, a view that also emerges from the Christian
culture of the Western framework. Here spirit or Shen (7¥) belongs to a realm
higher than that of material reality, a realm implicitly identified with the divine or
heavenly that is above us in a world beyond ordinary existence - either the artworld
or the kingdom of heaven. My view is that transfiguration, transcendence, and
spiritual beauty can be found here in our ordinary material world, if know how
to see it. The third vision of the mountain is beautiful, but it is still a mountain,
it is not like a mountain in heaven. It is not like an ideal spiritual mountain in a
different world. It is real, material mountain, you just see it difterently (fig. 4).
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7. Raphael. The Transfiguration. 1518-1520. Oil painting on wood panel. Pinacoteca Apostolica, Vatican, Rome.

P: o RIRITILOG R, REMATEORELTRENRS, REZ—A
CRFASTHALE T TR T (LEZRARLTRKFFH—R) .

If we interpret your story through Arthur Danto’s theory of art, it is the barrel
that changed its status from “not beautiful” to “beautiful” because of an artistic
interpretation based on the judgment of qualified people of the artworld (and here
you would be one of those people).
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R: FETRAAH “£7 INF, BALGTREZLY, “£7 AE
Fo MR, REEZWFLAR, EWRAEH—MHTIARAR, mlEREAF R
TEAERALEEXBALA EZNRRWH R ER. BARINAFZHRY
ERFAXTF £, AR, XBPIREAMFAREIRR, AR TR DT
XA F &8 FH.
I think Danto might not say “beautiful,” because beauty is not important for his
theory of art. For him the important question is whether something is an artwork
or not; whether or not the work has any beauty or even tries to have beauty is not
important for him, because he thinks many great artworks have nothing to do with
beauty. For him, the key issue is what is an artwork and how it is different from
real things?

P: T “ET AT, FFaH, INFMEMERITI R AN R IE
%Tm&ﬁ“i*4“”

You are right, Danto would say, the barrel is defined as “artwork” by the art critics
in the given context.

R: A8, 2, EMIMURZLZRARRZAARK BN 4T
Ao —— RO FE)FRIVEO) — R EAE S, EAM KR, FlenFATRE
B TRMANRT LG LRI E, FRBEATRBSAINIANE, oA
2Rk A B RAV TR IR T BT XL, dFF AR,

Yes, Danto would probably explain the barrel as an artwork, because I interpreted
it as artwork - an installation work produced by my Zen master. For me, that
question of art status or of artworld status is not so important. The important thing
is to see the beauty in the object and to understand how and why I could perceive
that beauty. Our discussion has helped me with that. Thank you very much.

Endnotes
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Abstract: In this dialogue with Richard Shusterman, Pan Gongkai discusses the
relations of artand philosophy, while elaborating his theories of art as “Misconstruction”
and “Transfermation of Mind” by applying these two theories to the recent artistic
work and aesthetic ideas that Shusterman has been presenting in China.
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