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CHAPTER 2: Formalism, Emotions and 

Expression. 
In this Chapter I present the ideas of three authors who provide us with insights and 

inspiration that I employ in my own theory. Peter Kivy’ formalist approach to musical 

appreciation, Roger Scruton’s ideas on the ontology of music, and Jenefer Robinson’s 

theories of emotion and expression are surveyed, since they supply a multitude of 

insights, which will be pointed out as they appear in the text. I start the search for clues as 

to how to understand mathematical beauty by turning to music, the ancient companion of 

mathematics. 

1.  Philosophy of Music  

Music and mathematics have a long history of appearing together. The historical 

categorization of music beside mathematics and other sciences, and some intrinsic 

relations between them (which I do not discuss here) suggest that music and mathematics 

may be related in a deeper, non-trivial, way. Exploring this relation, unfortunately, is not 

the topic of this work, but we still can take advantage of this relation, whatever it is, to 

look for clues, directions and inspiration about how to approach mathematical beauty. 

The topic of music appreciation is particularly useful in this respect. I have found that 

Peter Kivy’s approach provides ideas with great potential for exploitation in mathematics. 

I do not intend, however, to apply a Kivy-like theory to interpret mathematical beauty. 

Rather, Kivy’s way of approaching musical appreciation, which gives a relevant place to 

apprehending structures in intentional objects and to intellectual activities in dealing with 

these structures, inspires my approach to aesthetic experience. The intellectual activity 

proposed by Kivy, I believe, has an analogue in the appreciation of pieces of mathematics 

that involve active episodes of attention, like following a mathematical proof. But that is 

addressed in the next chapter. For now, let us begin our survey. 

1.1 Formalism 

Kivy’s approach is characterized as a type of musical formalism. Romantic theories of art 

considered emotions and their expression as central to art (Robinson, 2005, p. 259-260). 
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Historically, formalism arose as a reaction to Romantic theories (Alperson, 2004, p. 257). 

The traditional debate on music involves two rival positions: on the one hand, 

emotivism12, which claims that the aim of music is the arousal or the expression of 

emotions. On the other hand, formalism, which claims that music has no content (other 

than music itself) and that musical value is determined by musical form. Kivy finds the 

term ‘enhanced formalism’ (Kivy, 2002, pp. 88-90) suitable for his approach, since it 

does not deny a role to emotions, as we shall see later. I do not further discuss here the 

traditional debate between formalist and emotivist approaches, or the development of 

formalism13.  There is, however, one point I regard as worth mentioning: formalism’s 

opposition to Romantic emotivist theories represented an expansion in the reach of 

aesthetics. In this sense formalism shares the spirit of this work, which also hopes to 

expand aesthetics to the alien realm of mathematics. The inception of formalism by 

Eduard Hanslick in his 1854 book “On the Beautiful in Music” is linked to the emergence 

and proliferation of purely instrumental music, which is a late development in the history 

of music. Most music is nowadays, and always has been, sung music. Emotivist 

aesthetics is able to account for music with text or a dramatic set up in a relatively simple 

fashion: The content associated with the text or the dramatic set either refers to or arouses 

emotions. Sung music has an explicit content, and its purpose seems to be to convey that 

content, which then can lead to an emotional response. Sung music can thus be 

understood in the same fashion as other representational arts like theatre or literature. But 

how should we understand purely instrumental music, which has no explicit content? 

Formalism gives us an answer: it is musical form and not content that characterizes 

music. An interesting feature of formalism is that it addresses music in its most general 

way. The issue of the beauty of purely instrumental music is a more general issue than 

that of text-accompanied music, since any answer we give to account for it will also 

account, at least partially, for the instances in which music is accompanied by content. 

The way formalism addresses instrumental music represents an expansion of aesthetics 

                                                 
12 Emotion-based theories are called “emotivism” by authors like Kivy (Kivy, 1991) or Alperson (Alperson, 
2004); although some many authors prefer the term “Romantic”.  I use the term “emotivism”, since it is 
more explicit and establishes a better contrast with formalism. It also puts the issue of emotions on the 
other side of the theoretical spectrum, which is convenient since we deal with emotions in the second part 
of this chapter. 
13 For a summary of the development of formalism, see Appendix 1. 
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beyond the realm of emotive representations. The formalist approach to instrumental 

music is thus an example of how to address a new phenomenon in aesthetics, and this is 

encouraging since our subject, mathematical beauty, is a newcomer to aesthetics. 

Let us now see what Kivy’s formalism looks like. First of all, Kivy claims that 

calling his approach formalism is a little inaccurate since he does not claim that musical 

form is the only aspect relevant to the appreciation of music. His position is more 

moderate. The word ‘form’ can be misleading, since it evokes visual forms. Kivy stresses 

the difference between musical and visual forms: visual forms are static and spatial while 

musical forms are “temporal patterns of sound” (Kivy, 2002, p. 68). Kivy interprets 

formalism as the view that purely instrumental music “has neither representational nor 

semantic content” (Kivy, 2002, p. 68), but musical forms are not the only things of 

interest in music; elements like individual notes, or chords, which have no form, can be 

beautiful or artistically appreciated, in a similar fashion to the way we appreciate form-

less visual elements like colours. Kivy admits that we enjoy the sensuous, non-formal, 

properties of music. But the question for a formalist approach is “what do we enjoy in our 

apprehension of musical structure?” (Kivy, 2002, p. 69). 

Kivy’s answer to this question is grounded in many insights gained during the 

evolution of formalism14, but it can be summarized very briefly: what we enjoy is the 

unfolding of events, of purely musical events (Kivy, 2002, p. 69).15 

This short answer makes better sense if we add some details. Kivy establishes an 

analogy between the unfolding of musical events and the unfolding of fictional events in 

a narrative. In following an unfolding of events, the listeners or readers engage in a sort 

of puzzle. In reading a novel or watching a film, for example, we are held captive in the 

story because we want to know how it develops, how things turn out. Our engagement in 

fiction is not passive contemplation; much of our pleasure comes from wondering what is 

going to happen, from making conjectures, and from discovering if our conjectures are 

correct or not. We enjoy narratives by trying to solve the riddles posed by them (Kivy, 

2002, pp. 78-79). The narrative-like character of our listening to absolute music suggests 

                                                 
14 See footnote 13. For a survey of this evolution, see the final section of  Appendix 1. 
15 We shall see in Chapter 3 that we also enjoy mathematical items, like proofs of theorems, that unfold 
“mathematical events”, but the reasons for this are interpreted differently from Kivy. 
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that the character of musical forms themselves should be interpreted in a narrative-like 

fashion. Musical forms are plot-like structures: “The forms of absolute music are plots 

without content” (Kivy, 2002, p. 79). 

This characterization of musical forms intends to emphasize that narratives and 

music both play with expectations; they pose ‘questions’ and then answer them. Musical 

plots may develop in surprising ways, just as narratives. They also present events that we 

enjoy: narrative plots present fictional events, musical ‘plots’ present musical events. 

(Kivy 2002, p. 79).  The general way we deal with the puzzles posed by a plot is by 

generating expectations. In listening to music, experiencing two kinds of events plays a 

role in shaping our expectations; Kivy calls them ‘syntactical events’ and ‘formal events’. 

Syntactical events are those ‘small’ events that take place within the musical structure: 

notes, melodies, chords, chord progressions, etc. These events are governed by the ‘rules’ 

of musical grammar, that is, the rules that tell us, for example, which chords follow which 

other chords, depending on the specific musical context16. Formal events are the large 

events of musical structure, the appearance of one musical section after another. They 

include, for example, the internal structure of entire works of music, the arrangement and 

type of movements included in a symphony or concerto. A person who listens to music 

will expect syntactical as well as formal musical events. 

Now, expectations are conditioned by our previous experiences17, either with 

narratives or with music (Kivy, 2002, p. 70). Musical expectations, of course, concern 

musical events; and what kind of musical events are expected by the listener depends on 

the events he has previously experienced. The expectation effect can be of long or short 

term, so Kivy divides expectations of musical events into external (which, as I interpret 

them, seem to be the result of long-term previous experiences) and internal (which seem 

to be the result of short-term previous experiences) (Kivy, 2002, pp. 73-74). When one 

listens to a musical work, one brings expectations about music that are already formed; 

these are the external expectations. In addition, the work itself, due to its inner way of 

                                                 
16 Music is a highly organized phenomenon; many of the qualities of this organization can be described in a 
fashion similar to the way we describe grammatical rules. Music theory is a detailed description of music in 
terms of the ‘rules’ that govern musical organization at different levels. The most basic of these levels has 
to do with this ‘musical grammar’. 
17 Kivy follows Leonard B. Meyer’s ideas in this respect. For more details on Meyer, see Appendix 1. 
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working, generates new expectations; these are the internal expectations. External 

expectations are the expectations one acquires quite naturally, without being aware of it, 

as one grows up in a specific musical environment. Western music, with its musical 

scales, harmonic progressions and stylistic ways of arranging parts in whole works, 

shapes our external expectations. The composer assumes these expectations are present in 

the listener and the composer’s craft consists in playing with the expectations. At the 

same time, part of the listener’s pleasure consists in becoming involved in this playing. 

According to Kivy, a musical work is a structure of sound events ranging from expected 

to a high degree to unexpected to a high degree. A good musical work must maintain a 

balance between the expected and the unexpected. 

Kivy poses two questions that we should ask regarding this expectation-based 

account of musical works. First, to what extent is the process of expectation (including 

the responses of surprise or fulfilment of expectations) a conscious process? Second, how 

can the process of expectation work at all when we listen to a musical piece with which 

we are perfectly acquainted and that holds no surprises because we have listened to it 

many times before? (Kivy, 2002, pp. 74-75).  

Concerning the first question, Kivy thinks that the process is both unconscious 

and conscious. According to him, when we consciously listen to a musical work there is, 

always, an unconscious process in which musical expectations are aroused, fulfilled and 

frustrated. He offers no further explanation of the unconscious process, but the conscious 

process plays a major part in his theory. The conscious process involves the listener’s 

playing of what Kivy calls the ‘hypothesis game’ which is described as follows: a person 

who attentively listens to a musical work is “thinking about the musical events taking 

place, is framing hypotheses about what is going to happen, and is sometimes surprised, 

sometimes confirmed, in his or her expectations” (Kivy, 2002, p. 75). 

The second question concerns what Kivy calls the problem of re-hearing music. 

According to the expectation-based account of musical works, we derive joy from 

musical expectations, their arousal, fulfilment and surprising outcomes. But once we have 

heard a certain piece of music we know how this piece will unfold in the next hearing. 

Thus, if we re-hear a piece we already have heard, the musical events we experience will 
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not give place to any useful expectations for playing the hypothesis game. The reason for 

this is simply that there will be no hypothesis in our re-hearing, for we already know how 

the music will unfold. Once we have heard the music we know, we are certain, what the 

music will do. Thus, it makes no sense to say that our expectations have been either 

fulfilled or frustrated. Kivy gives a simple solution to this problem. He thinks that the 

normal listener of music can remember only a few details in any interesting musical 

composition. He thinks that even with repeated hearings of a complex composition during 

a normal lifetime, a listener will never acquire a sufficiently detailed recollection that 

prevents him from having expectations. Kivy argues that even if one knows the 

forthcoming musical events, one keeps reacting in a fashion similar to the first surprising 

time: one just cannot help it. In Kivy’s own words “it is rather like knowing someone is 

going to lunge at you, but, nevertheless, involuntarily flinching when it happens” (Kivy, 

2002, p. 77). The problem of rehearing music does not represent a serious problem for 

Kivy18. He thinks that we can keep playing the hypothesis game even with music that we 

have heard several times before. 

Kivy adds a second ‘game’ to his account of our appreciation of musical works; 

the “game of hide and seek” (Kivy, 2002. p. 77-78). Kivy stresses that his discussion 

concerns only classical music, in which melody plays a central role. An important fact 

about melody in classical music is that it has been almost always embedded in a complex 

musical structure; that is, melody in classical music is accompanied melody. Furthermore 

the principle that governs the composition of standard musical forms like rondos, sonatas, 

theme and variation, etc. is that the listener’s task is to recognize, to find the melody or 

melodies that constitute the work. Repetition also plays a central role since the standard 

musical forms involve the recurrence of themes within a piece. The listener’s task is to 

recognize when these themes occur. Part of the satisfaction that listeners derive from 

listening to this kind of music comes from finding their way in a musical form, from 

playing the game of hide and seek (Kivy, 2002, p.78). The composer also plays a role in 

                                                 
18 Although I agree with Kivy’s answer, I also believe that this is only a partial answer. I think that the span 
of cognitive phenomena involved in our reactions to music we already know includes more than just 
memory. Perhaps the phenomenon is related to how information is processed by other systems, related to, 
for example, affective responses. However, I shall not discuss this topic further here. 
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the game since “It is the composer’s task to vary [the] melodies, hide them, alter them, 

dismember them, and generally give the listener puzzles to solve” (Kivy, 2002, p. 78). 

I believe the idea of the game of hide and seek summarizes the fact that the 

listener is trying to find a simple and coherent musical pattern amongst the complexity of 

the simultaneous musical events; he is actively trying to find patterns in a temporal 

structure. Although this metaphor cannot be directly applied in mathematics, it draws our 

attention to the fact that our involvement in trying to make sense of temporally unfolding 

structures produces satisfaction. I believe that similar phenomena occur when we follow a 

mathematical proof. This idea is exploited when we analyze aesthetic experience in 

mathematics. 

Now, Kivy began by employing an analogy between narrative and musical plots. 

Kivy suggests that the forms of purely instrumental music are “plots without content” or 

“purely musical stories” (Kivy, 2002, p. 79). But the game of hide and seek seems to 

clarify an important difference between them: repetition of themes is characteristic of 

music, but it is not characteristic of fiction. Music is characteristically repetitive. Musical 

forms resemble fictional narratives in a limited sense. Although Kivy does not explain 

why we enjoy repetition, for him it is clear that its importance is a consequence of the 

facts that patterns are characteristic of music: 

The reason we enjoy this repetition, at least to a point, is not altogether clear. What is 

clear is that, because music is pattern without content, the repetition plays the same role 

in music as it does in abstract visual patterns. Indeed, as should be plain, you couldn’t 

have pattern without repetition. That is what pattern is (Kivy, 2002, 79). 

 

The most attractive feature of Kivy’s account in this sense is the importance of 

intellectual activity.  Kivy very insightfully remarks that, in narratives as well as in 

musical forms, “we are not completely passive observers […]”. Just as when we follow a 

story we are not intellectually passive, when following the unfolding of music we are 

intellectually active, and we enjoy it. I believe a similar idea can be exploited in 

mathematics. Things like mathematical proofs unfold presenting mathematical events, 

and depending on how the proof unfolds we can enjoy our intellectual engagement in 
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following the ‘mathematical story’. This idea is used later to characterize aesthetic 

experience in mathematics (when I deal with formal appreciation phenomena in Chapter 

3). 

Concerning the origin of the joy that these games generate, Kivy thinks that 

playing games is an enjoyable activity in itself and thus much of the joy we derive from 

playing the hypothesis game and the game of hide and seek is of a similar nature. 

However, Kivy admits he cannot explain why we enjoy playing games. 

Now, our involvement in the hypothesis game and the game of hide and seek 

requires very attentive listening; Kivy claims that they are characteristic only when the 

listener occupies his mind solely with listening to the music, when a person attends to 

musical sound events with “a mind occupied with the music” (Kivy, 2002, p. 81). Such a 

person can be described as thinking about the musical event to which he is attending. 

Music, in this kind of listening, “may not serve as a soothing background” (Kivy, 2002, 

p. 81); rather, music is the listener’s object of attention, it is his intentional object. Kivy 

interprets an intentional object as an object perceived under certain descriptions, giving 

the following example:  

You and I might both be looking at a man. I believe the man to be a well-known actor. You don’t 

know him at all: he is just a tall, good-looking man to you. The ‘intentional object’ of my gaze is a 

‘tall, good-looking man who is a well-known actor, famous for his Hamlet.’ Your ‘intentional 

object’ is merely ‘a tall, good-looking man.’ We both see the ‘same man’; but, depending upon 

what we know, or believe about the man, we see ‘different men’; we see different ‘intentional 

objects.’ (Kivy, 2002, p. 81) 

 

1.2 Intentionality and Musical Appreciation 

Kivy’s account of musical appreciation is a ‘cognitive’ one not only in the sense that 

intellectual activity is one of the sources of pleasure, but also in the sense that “music is 

an intentional object of the listener’s attention” (Kivy, 2002, p. 81). In this sense, the 

music to which a person listens depends on the listener’s knowledge and beliefs about 

music; it depends on his musical knowledge and listening experience. A person 

acquainted with the difference between major and minor chords thus perceives a 
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‘different music’ than a person with no such knowledge; just as the person who knows an 

actor recognizes him as a “well-known actor, famous for his Hamlet”. A person with 

more musical knowledge can deliver a richer description of music. The more knowledge 

and experience the listener has, the larger his intentional object, since more knowledge 

means more elaborate descriptions, finer discriminations, and in general a more detailed 

appreciation of music. The listener’s knowledge allows him to ‘see’ more features in the 

music; its intentional object possesses more features to appreciate (Kivy 2002, p 81). 

Kivy concludes that “increasing in musical knowledge will tend towards increase in 

musical appreciation or enjoyment; since increasing musical knowledge enlarges the 

intentional object” (Kivy, 2002, pp. 81-82). 

Knowledge and beliefs thus play a relevant role in determining music as an 

intentional object. If we endorse Kivy’s interpretation then music depends on the ability 

of the listener to describe the musical events to which he is listening. This idea may 

sound a little too technical, but Kivy believes that it is part of what occurs in serious 

musical appreciation. For the purpose of this work, the idea that knowledge plays a role 

in appreciating beauty is very interesting, since in mathematics knowledge of a great deal 

of mathematics is crucial to understand almost any particular piece of mathematics. 

Kivy’s interpretation in terms of intentional objects allows us to give knowledge a role in 

constituting the object of our appreciation. This idea is exploited later, in Chapter 4, when 

I propose interpreting pieces of mathematics as intentional objects, objects determined in 

their most basic sense by background mathematical knowledge. 

Despite agreeing with Kivy, I believe that some remarks can be made regarding 

his account. First, his account of the role of knowledge, though inspiring, seems to me to 

offer room for expansion. For Kivy more knowledge means a larger intentional object; 

this account focuses on the size of the intentional object. But we may ask also about the 

changes in complexity and quality of the intentional object. We could ask, for example, 

what would be the result of bringing specific cognitive attitudes into the listening. 

Furthermore, it seems that the explanation depends on an implicit agreement that the 

music we are listening to is in itself an enjoyable or appreciable intentional object in the 

first place. Enlarging an intentional object does not turn the object into an enjoyable 

object. In order to get ‘more to appreciate or enjoy’ in an enlarged object we need, first, 
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an enjoyable original object. As well as an original enjoyable object, we need its 

enlargement to result in an enjoyable enlarged object, preserving the enjoyable quality of 

the original. Thus, we could also ask for an explanation of how the enlargement by 

bringing musical knowledge into our musical intentional object preserves the enjoyable 

quality of the object. In this respect Kivy’s explanation needs to be more precise. Kivy is 

concerned with accounting for the phenomena related to the appreciation of formal 

musical events (musical forms, repetition, etc) and he intentionally leaves aside issues 

like the beauty of the simplest musical events (musical sounds, chords, specific chord 

progressions, etc.); for that reason Kivy does not offer an explanation of the enjoyable 

quality of the original object, for it would be an explanation of the beauty of non-formal 

musical events. Kivy is very explicit in this respect: “I have posed the question: What do 

we enjoy or appreciate in [purely instrumental] music. And I have answered: Musical 

plots, in something like the way we enjoy fictional stories, except of course that the 

musical plots are merely sequences of musical sound events, not stories about fictional 

events” (Kivy, 2002, p. 84). Answering why we enjoy these plots is out of the reach of a 

philosopher of music like Kivy. He does, however, think that the problem of beauty (even 

of non-formal events) is the central problem of aesthetics: unfortunately, it is a problem 

that cannot be tackled by philosophical analysis alone.  

 

1.3 Emotions and Formalism 

Kivy warns us that the word ‘formalism’ is perhaps an “ill-chosen word” (Kivy, 2002, p. 

67) to describe his approach, since he believes that form is not the only relevant element 

in the appreciation of music. The traditional debate concerning music involves two rival 

positions: one that holds that the central element is form; the other holds that the central 

element is emotion (either its expression or arousal). The traditional approaches to 

emotion in music are 1) interpreting sad music, for example, in a dispositional way, 

music makes listeners sad; or 2) in a representational way, music represents sadness. 

Kivy introduces a third option: “music is sad in virtue of possessing sadness as a heard 

property, the way a billiard ball possesses roundness and redness as seen properties” 
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(Kivy, 2002, p. 89). Kivy, rather than antagonizing emotions in music, gives them a 

role19. Kivy thinks that this way of viewing emotions is compatible with his approach. 

If emotive properties – sadness, for example – are heard properties of music, they 

can be accounted for in the same way as any other property of the structure of sound 

events. In this sense, calling a passage of music sad “is no more to describe it in semantic 

or representational terms than to describe it as turbulent or tranquil” (Kivy, 2002, p. 89). 

Calling a passage of music ‘tranquil’ or ‘turbulent’ does not mean it represents 

tranquillity or turbulence. It merely means the passage is tranquil or turbulent. Similarly, 

calling a passage ‘sad’ merely means it is sad (Kivy, 2002, p. 90). 

The most important roles of emotive properties, according to Kivy, are related to 

their function in structure and ‘syntax’.  Concerning their function in structure, Kivy 

assumes that emotive properties are “inherently interesting properties” (Kivy 2002, p 91). 

Representing emotions, arousing them, or perceiving emotional heard properties in music 

have some artistic value in themselves, just as representing objects or arousing emotions 

by means of drawings and colours do. Now, emotive properties help, by means of 

repetition and contrast, to constitute the sonic pattern. Kivy extends his ideas about 

musical events to musical emotions: certain events occur at certain places in order to fit 

into a pattern. Emotive properties occur at certain places in a sound structure to establish 

or complete a pattern; they are structured according to the recursive nature of music. He 

stresses this by drawing an analogy with visual patterns: 

Aesthetic properties of music [including emotive properties]… help constituting the sonic pattern. 

Patterns, whether sonic or visual, are a matter of repetition and contrast. Thus, if, in observing a 

visual pattern, a fine Persian rug, for example, you ask, Why is this square figure just here?, I 

might reply, Because this rug is a pattern of squares and ovals, and a square is what is required 

here if the pattern is to be consistent. But why, you then ask, is it a red square?, and my reply then 

might be, Well, it is for contrast, since the oval next to it in the pattern is black (Kivy, 2002, p. 

91). 

The role of emotive properties in terms of repetition and contrast suggests they 

can be interpreted in a deeper sense, in terms of syntax. Kivy seems to interpret syntax in 

music as a sort of formal system in which we have a sound vocabulary (musical sounds) 
                                                 
19 Following the ideas and developments of Leonard Meyer, see Appendix 1 for more details. 
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and structural rules that govern the formation and unfolding of musical events20. Kivy 

warns us that a complete interpretation in syntactical terms is an incipient research 

project, but he believes that the basics of such an interpretation are related to the idea of 

resolution: 

One of the most prominent and most often written about ‘syntactical’ features of the kind of music 

we are concerned with is what is usually described as ‘resolution’. In very general terms, the 

music of which we speak moves from moments of rest, to moments of tension, or instability, and 

then resolves tension or instability into stability or rest (Kivy 2002: p 93). 

 

Resolution is a historic-culturally determined notion. For example, a simple instance of 

resolution is the movement from dissonance to consonance, but the functions of chords as 

consonance or a dissonance are relative. Minor chords were once considered dissonant in 

the sense that one should not end a musical piece by ‘closing’ it with a minor chord. But 

nowadays resolution to minor chords is a common and accepted practice. In Kivy’s 

words: “Musical closure is a syntactic concept, and syntax in music, as in natural 

language, changes with time” (Kivy, 2002, p. 95). Resolution is the movement from 

tension to rest. ‘Tension’ and ‘rest’ are not states the listener himself experiences. Similar 

to emotive properties, tension and rest refer to heard properties of the sound structure 

(Kivy, 2002, pp. 95-97). For Kivy, tension, release and resolution could be seen as falling 

in the category of the emotional:  

[…] it would be no surprise that, when tension, release, resolution occur in musical works, the 

other garden-variety emotions are involved as well. After all, when tension, release, and resolution 

occur as mental states in human beings, the garden-variety emotions occur along with them. I am 

angry, and my anger ‘resolves’ into forgiveness. Or I have an enormous reservoir of pent-up anger 

and it is ‘released’ in an outburst of abusive language. And so on. (Kivy, 2002, pp. 97-98) 

 

Kivy draws our attention to the fact that there is a traditional relation between major 

modes and cheerful emotions and minor modes and sombre emotions. The resolutions 

                                                 
20 Although the reference to formal systems is by no means common in musicology, it is not difficult to 
establish the analogy when one focuses on music theory (an elaborate description of music in terms of 
abstract representation of musical events). 
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and contrast between major and minor modes is often perceived as an emotional 

movement from cheerful to sombre. This fact allows Kivy to finally sketch the role of 

emotions in musical syntax: resolution from darker to the lighter emotions is a stronger 

resolution than a resolution from dissonance to consonance or from an active chord to a 

stable one, since it represents a more definite closure. The movement from dark to a 

bright, emotive tone, represented by minor and major chord, respectively, is a movement 

from tension to rest itself (Kivy, 2002, p. 98-99) 

The syntactical role of emotions is thus to establish or stress resolutions. In the 

context of the tonal structure, the alternation of sombre and bright emotive events 

represents alternation between tension and rest in a way similar to alternations of 

dissonance and consonance. Emotive properties of music “have a purely structural role to 

play in the musical works in which they occur” (Kivy, 2002, p. 99). This interpretation of 

emotions is compatible with formalism, since emotions play a structural role. Claiming 

that emotions bear a semantic relation to music has no basis and, furthermore, even if 

there were a semantic relation, it would play no relevant aesthetic role in the syntactical 

function of emotive properties. 

Kivy’s ideas play a role later in my analysis of aesthetic experience in 

mathematics, as they serve to inspire a cognitively-active approach to experience. 

Relevant to this inspiration is the role played by the ideas that in such a type of 

experience the item being appreciated does not serve merely as a background; rather it is 

the object of our attention, our intentional object, and that knowledge contributes to 

constitute such an intentional object. These elements are incorporated in my own 

interpretation of mathematical items as intentional objects (determined by knowledge and 

other ‘dimensions’) which are the objects of our active (in the most general case) 

attention. A summary of some elements in Kivy’s theory may be helpful.  

Kivy’s formalism (in the absence of a better term) interprets purely instrumental 

music as a structure of sound events, without content, but with syntax-like qualities. 

When seriously listening to music the listener derives joy from two sources: first, from 

musical events, that is, from the beauty of simple musical elements: the beauty of a 

sound, a note, a chord, a chord progression, and so on. Second, from an active cognitive 
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processing of musical events in two ways: by playing with the expectations generated by 

the music, the hypothesis game; or by trying to find melodies hidden in the music, the 

game of hide and seek. 

Intentionality and sound patterns play important roles in Kivy’s account. Music is 

an intentional object, an object perceived under a certain description, and as such musical 

knowledge affects the kind of object a listener ‘hears’. Contrast and repetition in a pattern 

explain the ‘necessity’ of the occurrence of certain musical events at certain places in a 

musical piece. A more elaborate, syntactical, version of this idea helps to explain in part 

the syntactical role of emotions in music: emotions are heard properties of music; they 

play the same role as other musical properties; they emphasize resolution. Emotive 

properties unfold following the pattern of resolution; from rest to tension to rest. The 

notions of resolution, tension and rest are, just as syntax in natural language, culturally 

relative. 

 

1.3 Ontology and Experience 

Formalism removes emotive content from the central place in the appreciation of music. 

Musical form, syntax, patterns, contrast, repetition and other surface qualities take centre 

stage. This focus on surface, ‘visible’, properties makes formalism a promising point of 

departure for understanding aesthetic phenomena in formal disciplines. 

There is a particular feature of musical formalism that makes it even more 

interesting for a project on aesthetics of mathematics: musical form differs from form in 

other arts, such as visual form. Kivy himself has stressed this (Kivy, 2002, p. 68). Form 

in painting, sculpture or architecture refers to the concrete proportions and relations 

present among concrete properties (shapes, colours, textures) in a specific work. In 

music, the structure of the work, especially in its most basic level, is determined by 

employing notions that leave aside concrete features: properties like the pitch, the texture 

or intensity of a sound, are concrete properties of the sound, but notions like note, chord, 

and cadence, for example, are not specific features of the sound; they have more in 

common with abstract relations. A minor chord is the simultaneous occurrence of notes 

with specific intervals between them. The notion of interval is an abstract notion itself, as 
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it is the ‘distance’ between notes regardless of their pitch. The fact that these notions are 

not concrete is further testified to by the fact that their ontology is an issue of philosophy 

of music. 

Although surveying the problems of musical ontology is beyond the reach of this 

work, there is one useful insight, presented by Roger Scruton (Scruton, 1997), which I 

borrow. We shall see that musical events can be interpreted as occurring in a 

phenomenological space; this idea is interesting here since mathematical objects are not 

concrete objects and thus their contemplation can occur only in a sort of ‘space of the 

experience’. I shall develop this idea further21, but first let us survey Scruton’s ideas. 

Roger Scruton (Scruton, 1997) draws a very interesting conclusion from the fact 

that musical phenomena are not concrete physical phenomena. Scruton argues that 

sounds are not objects, and he wonders if sounds could be rather regarded as properties, 

in the same fashion as colours. He concludes that they are not properties either, since 

objects do not possess sounds in the same fashion as they possess colours; rather, objects 

emit sounds. Now, an important characteristic of sounds is that they can be detached from 

their cause. To stress this fact he employs a term used by Pierre Schaeffer (Schaeffer, 

1966) to describe sound in the context of musical experience: 

In listening [music], Schaeffer argues, we spontaneously detach the sound from the circumstances 

of its production, and attend to it as it is in itself. Schaeffer calls this experience the ‘acousmatic’ 

experience of sound (Scruton, 1999, p. 2). 

 

According to Scruton, “the acousmatic experience of sound is precisely what is exploited 

by the art of music” (Scruton, 1997, p. 3). The history of music makes explicit the 

importance of the acousmatic experience, since this history “illustrates the attempt to find 

ways of describing, notating, and therefore identify sounds, without specifying a cause of 

them” (Scruton, 1997, p. 3). 

For Scruton, sounds could be viewed as occurring in a space in which there are no 

causes; Scruton calls this space a sound-space. Physical space is irrelevant to musical 

experience; music can only happen in a phenomenological space, a space we experience. 
                                                 
21 For my proposal for the phenomenological space, see the section on experience in Chapter 3. 
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He claims that musical experience, musical perception, is not only sound perception but 

also the internal experience that allows us to recognize musical contexts and musical 

events within them. Sounds are thus peculiar phenomena since they are neither objects 

nor properties, but musical phenomena are even more peculiar as they seem to belong to 

a phenomenological category. 

Now, when Scruton discusses the acousmatic space he is concerned with general 

ontological and practical topics about music. My conceptual concern with the notion of 

form forces me to go further than Scruton. I believe that identifying musical events not 

only conveys detachment of causes, as Scruton correctly emphasizes, but also detachment 

of the specific instance of sound. The musical experience of sound involves recognizing 

the sound as a part of a larger and structured whole, as the pieces that constitute a pattern. 

For example, recognizing the pitch of a sound as a musical note involves a comparison of 

the way the sound is perceived in relation to other notes, sounds with different pitch. 

Musical events only make sense if we can relate them to other musical events22. Musical 

events, I believe, exist only in the context of music itself. 

If a cause-detached space is necessary for musical sound, an instance-detached 

space is necessary for understanding musical phenomena. These detachments, I believe, 

are implicit in formalist positions like Kivy’s. Aesthetic musical experience occurs in our 

engagement as we recognize some type of musical structure. Just as musical sound is 

detached from its cause, a musical event is detached from any particular experience of 

that event, that is, the event is detached from its instances. A symphony, for example, is 

neither the sound nor the experience, but rather the structure exhibited by experiences and 

sounds. I believe, thus, that musical events occur in an even more abstract space than 

Scruton’s acousmatic space. More importantly, though, I believe that the idea of an 

abstract space, independent of cause and instance, can be employed to understand 

aesthetic experience in mathematics as an occurrence in an abstract space. This idea is 

developed in Chapter 3. 

 

                                                 
22The notion of resolution, for example, is viewed by Kivy as essential to an understanding of the function 
of musical features, and resolution is a way to relate different musical events, chords in a progression, 
motifs in a piece, and so on. 
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2.  Emotions  

We have just surveyed Peter Kivy’s ideas on music. Kivy reluctantly accepts the word 

formalism to describe his approach. One of the reasons for this reluctance is that Kivy 

assigns a syntactic function to emotions. For our purposes the acceptance of the word 

formalism is fortunate since it establishes a contrast with emotivism. Emotivism, the 

traditional rival position holding that the expression or arousal of emotions is the aim of 

music and art in general, seems to be little suitable to understanding aesthetic phenomena 

in mathematics, since emotions play no role (at least as far as I know) in mathematical 

results. However, the study of emotions can illuminate certain aspects of aesthetic 

reactions in general. Jenefer Robinson’s approach, which she describes as a Romantic 

approach to the expression of emotion in art is based on ideas and results from cognitive 

psychology and neurophysiology, and it offers a suitable complement to our survey of 

Kivy’s ideas. In addition, Robinson’s way of approaching the subject provides 

inspiration, she understands emotions as processes; it will be useful to understand, in an 

analogous way, the relation between aesthetic experience, value and judgements in 

mathematics23. For these reasons I survey in this section Robinson’s theories of emotion 

and expression, with the hope that we shall gain an insight into the subject, complement 

our survey of formalism and discover a valuable source of inspiration. 

Robinson’s book “Deeper than Reason” (Robinson, 2005) is a very impressive 

piece of research which, unfortunately, is too rich and complex to be summarized here24, 

but the relevant theoretical insights it offers can be summarized as follows: first, there is 

empirical evidence for the existence of non-cognitive, innate, affective responses. 

Second, emotions can be interpreted in a systemic way, as processes. Third, the 

elucidation and individuation of emotions play a relevant role in their expression. Let us 

now take a closer look at Robison’s ideas. 

 

2.1 Cognitive and on-Cognitive 

Robinson places her emotion theory in the context of the debate between cognitive and 

non-cognitive approaches to emotion. Cognitive or judgemental approaches hold, roughly 

                                                 
23 The whole of Chapter 3 is devoted to developing this idea. 
24 For a summary of the background theories that Robinson utilizes, see Appendix 3. 
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speaking, that emotions consist in or are caused by a judgement or a similar cognitive 

content. Non-cognitive approaches explain emotions as consisting of something else, 

such as feelings, physiological changes, instances of behaviour, or tendencies to behave 

in certain ways. Robinson’s theory of emotions is a non-cognitive theory, which does, 

however, accept that emotions involve judgements; it does not claim that emotions are 

physiological changes or states or instance of behaviour; rather it interprets emotions as 

consisting of several elements, linked to each other and developing in a non-linear way: 

emotions are processes that involve judgements, non-cognitive assessments of the 

environment, physiological and bodily changes, behavioural changes and even 

evaluations in recollection. Robinson’s idea has its roots in many insights and data from 

philosophy and empirical science, but the most directly related ideas are from Joseph 

LeDoux’ theory, which interprets fear reactions in rats as two-path processes. 

2.1.1 Joseph LeDoux’ Ideas 

The work of the neurophysiologist Joseph LeDoux on fear supports the existence of two 

different systems involved in fear reactions. Based on this evidence, LeDoux supports a 

non-cognitive theory of emotions (or at least fear); according to his theory  emotions are 

not single phenomena; rather, they consist of a variety of systems present in ‘higher’ and 

‘lower’ species (Robinson, 2005, p. 48-51). 

Basic emotions, like fear or anger, are special adaptive forms of behaviour that are 

crucial to survival. LeDoux’ hypothesis is that “different classes of emotional behaviour 

represent different kinds of functions that take care of different kinds of problems for the 

animal and have different brain systems devoted to them” (LeDoux, 996, p. 126-127). In 

emotions there is a rough mechanism for computing the affective significance of stimuli 

(the ‘core’ of emotion) and also more refined mechanisms involving higher cognitive 

processing (LeDoux, 1989, p. 271). 

LeDoux’ ideas are grounded on results from experiments with rats. Fear responses 

were conditioned in rats (LeDoux, 1996, p. 163-165) so they exhibited the physiological 

changes associated with fear in response to specific, non-emotional sounds. It was found 

that there is a neural pathway running from the thalamus (the structure that acts as the 

relay station, distributing incoming signals to different parts of the brain) to the auditory 

cortex (where auditory signals are ‘cognitively’ processed) and then to the amygdala 
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(which is a small, almond-shaped structure in the limbic system; the limbic system is 

where most cognition-autonomous processes involved in emotions take place). However, 

in addition to sending a signal to the cortex, the thalamus sends a bypassed signal directly 

to the amygdala. In rats, the acoustic bypassed stimulus reaches the amygdala in about 12 

milliseconds, but the signal returning from the cortex takes almost twice as long. Both 

pathways converge in the lateral nucleus of the amygdale; the signal is then sent to the 

central nucleus of the amygdale, which controls the characteristic physiological fear 

response (freezing, release of stress hormones, cardiovascular and muscular changes, 

changes in skin conductance, etc.). 

In other experiments, with rabbits, two similar tones were used, one of them 

conditioned to shock and the other not. The cortical pathway was severed so the cortical 

signal was absent (LeDoux, 1996, p.162). The results showed that the fear response was 

triggered not only when the original conditioned stimulus was presented, but also when a 

similar non-conditioned sound was presented. This shows that the amygdala is capable 

only of crude discriminations, since it cannot distinguish between the original 

conditioned stimulus and one that merely resembled it. More refined discrimination 

would need a more complex, cortical processing. It also showed that fear responses can 

be rapidly initiated by the crude properties of a stimulus prior to any higher cognitive 

processing of it. 

LeDoux’ findings are incompatible with cognitive approaches to emotions; for 

cognitive theories, an emotion is a special kind of (or the causal result of) cognitive 

evaluation of the environment. For LeDoux, cognition does not start the emotional 

response, but only confirms (if appropriate) the response initiated by the thalamo-

amygdala: “the cortex’ job is to prevent the inappropriate response rather than to produce 

the appropriate one” (LeDoux, 1996, 164).  

The evidence presented by LeDoux supports the existence of multiple emotion 

systems; each system is processed through separate neural paths and they play different 

roles in emotive reactions. The thalamo-amygdala system corresponds to a crude but 

rapid assessment of the environment that elicits an emergency reaction (physiological 

changes) and prepares the body for further action (bodily and behavioural changes). The 

preparation of the body is often visible (freezing, for example) and functions as a signal 
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system for other members of the species and, through a ‘physiological feedback’ system, 

for the organism itself. The cortical system makes a slower, refined assessment of the 

situation and in turn reinforces or inhibits the reaction initiated by the amygdala. This 

configuration of quick and slow assessments represents an adaptive advantage: accurate 

evaluations are, of course, necessary to elicit the appropriate response, but many times a 

slow response can compromise the wellbeing of the organism. The cost of a rapid 

response to a fictional threat is always less than that of an accurate response to a real 

threat that comes too late. 

2.1.2 Puzzles of Cognitive Theories  

The results on fear reactions surveyed above show that a crude assessment of the 

environment precedes a more refined evaluation: affection precedes cognition in emotion. 

These findings agree with some ‘puzzles’ (as Robinson calls them: Robinson, 2005, p. 

57) of emotions. For example, it is consistent with the fact that emotions seem to have a 

different rationality than judgements or beliefs; the propositional content of an emotion 

does not need to be believed, it just needs to be held in mind; unlike judgements, 

emotions are resistant to summing up and qualification; we can have inconsistent 

emotions, as when we experience mixed feelings. The reason for these facts may be that 

there are multiple independent assessment systems in emotion and, furthermore, as in the 

case of fear, the basic affective appraisal system is capable only of a crude, non-cognitive 

assessment of the environment. 

Cognitive approaches to emotions have the advantage that they allow us to 

distinguish between closely related emotions. Shame and embarrassment, for example, 

are very similar; it is the content, the judgements associated with those emotions, that 

distinguishes them. Difference in judgements, according to cognitive approaches, 

amounts to the subtle differences of emotions. Now, the rapid, crude assessments of 

affective appraisals postulated by Ledoux cannot play the same role as judgements in 

distinguishing emotions since propositional content is crucial to distinguish nuances in 

emotions. A second fact in favour of cognitive approaches is that emotions can 

sometimes be triggered by mental contents, thoughts, rather than stimuli in the 

environment. For example, the thought that ‘the stock market is about to collapse and I 

might lose my money’, can induce fear in a person. This is consistent with the idea that 
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emotions are, or can be caused by cognitive content.   For a non-cognitive theorist like 

Robinson, two paradoxes are thus posed: cognitive evaluations seem necessary to 

distinguish closely-related emotions and cognitive evaluations seem to actually cause 

emotions. Robinson argues that affective, non-cognitive, rapid assessments like the ones 

found in rats cannot account for such phenomena. She believes that LeDoux’ model can 

account for simple episodes of emotion, but a generalization is necessary to account for 

emotions in human beings. Robinson proposes such a generalization in her model of 

emotion as process which involves both rapid affective appraisal and ‘full’ cognitive 

judgements, and in which cognition has feedback paths that involve physiological and 

psychological changes. 

2.2 Robinson’s Theory of Emotions 

In addition to LeDoux, Robinson grounds her theory of emotions in many other results 

and ideas25 from philosophy and empirical research. A summary will help us understand 

Robinson’s proposal.  

Some emotions, basic emotions like fear or anger, show distinct patterns of 

physiological changes: changes in heart rate, for example, changes in the autonomic 

nervous system activity, and bodily changes, especially facial expressions. However, the 

patterns of change and activity do not allow us to identify emotions; there is no fixed 

‘profile’ for specific emotions. Evaluative judgements are necessary to distinguish 

between closely related emotions, like shame and embarrassment. Cognitive evaluations, 

thoughts, can cause emotions, for example fear of a long economic recession. 

Experimental results show that, at least in rats, emotional responses are triggered by ‘non-

cognitive appraisals’. The physiological response that follows the triggering involves 

autonomic nervous system changes, changes in facial and vocal expressions, and action 

tendencies. The non-cognitive, affective appraisals occur very quickly and automatically, 

and seem designed to focus attention on and deal with events in the environment that are 

perceived as significant to the organism’s life or wellbeing. The non-cognitive appraisals 

are crude assessments; they do not involve fine discriminations of stimuli and they are 

shared by ‘lower’ species. Non-cognitive, affective appraisals cannot account for the fact 

that thoughts can cause emotional responses. 
                                                 
25 For a longer summary, see Appendix 3. 
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Now, LeDoux’ model of emotions suggested to Robinson a solution to this 

problem. LeDoux’ model portrays emotions as simple processes: the affective evaluation 

is followed by autonomic, physiological and motor changes, action tendencies and 

behaviour, and cortical (more refined cognitive evaluation) processing further confirms or 

inhibits the response. Robinson generalizes this ‘cortical confirmation’ and calls this part 

of the “cognitive monitoring” process. Robinson thus proposes her theory of emotions as 

follows: in an emotion episode there is 

(1) an initial affective appraisal of the situation that focuses attention on its significance to the 

organism and causes (2) physiological responses of various sorts –specially ANS [autonomous 

nervous system] activity and changes in the facial musculature– and motor responses, which get 

the organism dealing with the situation as very broadly appraised by the affective appraisal, and 

which gives way to (3) a further more discriminating cognitive appraisal or monitoring of the 

situation. In other words, emotion is not a thing or a response or a state or a disposition; it is a 

process, a sequence of events. An affective appraisal draws attention to something in the 

environment significant to me or mine and gets my body ready for appropriate action. Then 

immediately cognitive evaluation kicks in, checks the affective appraisal to see if it is appropriate, 

modifies autonomic activity, and monitors behaviour. More complex cases of emotion in human 

beings might involve affective responses not to a perception but to a thought or belief, and the 

cognitive monitoring may be correspondingly sophisticated, but at the core of emotion will always 

be physiological responses caused by an autonomic affective appraisal and followed by cognitive 

monitoring (Robinson, 2005, p. 59). 

 

Robinson suggests that we can envisage a similar process, one with a ‘less cognitive’ 

monitoring function, at work among lower organisms; in this way, Robinson’s theory is 

consistent with empirical results as well as the insights supplied by cognitive approaches 

to emotions. Cognition is responsible for the complexity of emotional arousal, since 

emotions can be triggered by external stimuli as well as internal beliefs, the nuances 

(difference between embarrassment and shame, for example) and plasticity (we can 

acquire emotional responses and we can further modify them) of human emotions. 

An important aspect of this theory is that it involves sub-processes that can be 

identified with phenomena characteristic of emotions. Psychological, physiological, 

bodily and behavioural changes occur at different stages of the process and their sequence 

is not fixed. In agreement with empirical results, some sub-processes may overlap or can 
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develop relatively independent of each other. For example, the hormonal response (part 

of the physiological changes) triggered by fear or anger can leave hormones that remain 

in the blood for hours or days. In this way, the response persists even if our cognitive 

monitoring tells us that there is nothing to be afraid of or angry at. 

Robinson’s idea of emotion as process with a non-fixed sequence of sub-

processes reconciles insights from cognitive and non-cognitive approaches. Although 

Robinson’s theory is very interesting in itself, for us the idea of reconciling insights from 

cognitive and non-cognitive approaches by integrating them in a process is even more 

interesting. My interpretation of the aesthetic as process is inspired by this idea; 

furthermore, her interpretation of how cognition is involved in emotions inspires my 

interpretation of articulation in aesthetic judgements. In this respect, the most important 

aspect of Robinson’s theory is the effect of naming and labelling emotions. This effect 

plays a relevant role in Robinson’s theory of expression, as it allows her to explain how 

art expresses emotions. The effect of naming or labelling is related to the role of higher 

cognition in emotion, especially their role in triggering emotions. A survey is thus in 

order. 

 

2.2.1 Cognitive Triggering and Cognitive Monitoring 

According to Robinson’s model of emotion, an initial affective, non-cognitive appraisal 

triggers physiological changes and action tendencies; subjective feelings call attention to 

our physiological state or to the evaluations we are making; the changes and action 

tendencies can be modified by further, properly cognitive, appraisals. 

In addition to the initial “rough and ready” (Robinson, 2005, p. 58) assessments of 

stimuli in the affective appraisal, which are instinctive, adaptive mechanisms, emotions 

can also be triggered by internal, cognitive processes. Sometimes human beings show the 

same non-cognitive, affective appraisal to a complex cognition as they do to an 

environmental stimulus. Robinson uses fear as an example. We feel fear when we see a 

vague shadow in the dark, which seems a natural reaction; but we can also feel fear when 

we realize, after a long study of the situation, that our finances could be endangered by a 

sudden collapse of the stock market. Fear can be caused by environmental stimuli or a 

complex cognition. The reason why, Robinson suggests, a cognition can trigger an 
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emotion is because the brain categorizes diverse phenomena in the same fashion; for 

example, shadows moving in the dark and a fall in the stock market are both categorized 

as threats. She finds evidence to support her idea in the existence of an emotional 

memory system (Robinson, 2005, p. 70). 

According to some empirical results (Robinson, 2005, pp. 70-71), memory is not 

a single system; there is a system dedicated to declarative memory and a different system 

dedicated to emotional memory. The emotional system is independent of the declarative 

one. Robinson cites the example, provided by Edouard Claparede, an early-20th-century 

medical doctor, of a woman who was unable to remember the face or name of the doctor 

but who was able to ‘emotionally’ remember that he had once painfully pinched her hand 

with a hidden tack. Robinson thinks the existence of an emotional memory can explain 

emotional reactions that are triggered even when our cognitive assessment of the situation 

would indicate that such response has no reason. For example, we can easily evaluate that 

an old, toothless dog represents no threat and, even so, be afraid of the dog. In this case 

our conscious evaluation of a toothless dog is based on our declarative memory. But our 

fear response can be based on our emotional memory, imprinted with past experiences 

with actually threatening dogs, since emotional memory puts any dog stimulus in the 

same category. 

Robinson suggests that the fear response could be stored in the motor memory 

(Robinson, 2005, p. 72), together with the non-declarative memories of how to swim or 

ride a bicycle. Robinson cites results by the neuroscientist Antonio Damasio that seem to 

support this hypothesis (Robinson, 2005, p. 72): Damasio found that in impaired subjects 

different skills, instances of what he calls ‘procedural memory’, seem to be stored as 

different motor memories. Thus, it is possible that emotional memories are memories of 

the motor responses associated with and produced by different affective appraisals. 

Normal emotional functioning requires the categorization of learnt stimuli as having an 

emotional significance. This ‘significance’ is stored in bodily reactions; Robinson 

suggests this, too, can be interpreted as the significance being stored in the affective 

appraisals that cause bodily reactions. Zajonc’s results seem to show that people classify 

scenarios as bad or good in a way that is immediately registered in the body (Robinson, 

2005, p. 74). A very important feature of this phenomenon is that these bodily 
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‘classifications’ can be acquired by learning: “The brain is able to classify scenarios as 

harmful or beneficial, based on past experiences with such scenarios, and it does this by 

marking these categories of scenarios in a bodily, somatic, way, which we access by 

means of the feelings of body change” (Robinson, 2005, p. 73). Robinson proposes that 

an emotional memory may consist in the juxtaposition of a type of scenario (a situation 

perceived in a general but distinguishable way) with a particular set of bodily responses. 

In this way, we react emotionally not only to stimuli that are innately ‘pre-wired’ as 

affective triggers (the view of something that looks threatening, for example), but also to 

stimuli that have been ‘affectively’ categorized by experience (financial crises can be 

harmful, for example). 

Robinson’s use of the emotional memory to explain the plasticity of emotions 

with respect to cognition is very interesting and, for our purposes, it offers a very 

interesting possibility of interpreting a posteriori aesthetic phenomena, like McAllister’s 

aesthetic induction. I do not present such an interpretation here, but I do employ 

Robinson’s ideas as an inspiration to interpret a type (canonical) of aesthetic experience, 

which can be linked to a McAllister-type approach to aesthetic value in the next chapter. 

For now, though, let us return to Robinson’s work on naming emotions. 

A very salient cognitive event in Robinson’s approach, as I have mentioned 

above, is the naming or labelling of emotions. The way she addresses the effect of 

‘cataloguing’ emotions allows her to establish a direct link between her theory of 

emotions and her (Romantic, as she calls it) theory of expression in art. 

  

2.2.2 Cataloguing Emotions 

Robinson draws our attention to the fact that one of the important ways to deal with 

emotions in everyday life is by attempting to explain our physiological state or behaviour 

by naming our emotional episodes. Robinson thinks that expression in art shares the same 

principles and motivations as naming emotions, since both are attempts to elucidate 

emotions (although art is capable of a better articulation and individualization). 

According to Robinson, labelling emotions can affect the development of 

emotions themselves. For example, thinking that I am sorrowful instead of ashamed will 

lead to sorrowful behaviour and this behaviour will feed back into the emotional process, 
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resulting in an actual change in other components of the process, leading eventually to a 

change in the emotion itself. 

Robinson reports evidence in support of the claim that our posture, vocal and 

facial expressions, and action tendencies tend to change our emotion-physiology and the 

way we feel (Robinson, 2005, p. 83). She cites Paul Ekman, who has shown that 

changing the posture of facial muscles can induce changes in the physiological states and 

self-reports of subjects (reports about the subject’s emotional state). In the same way, 

naming an emotion (naming it ‘sorrow’, for example) may induce the behaviour and 

bodily states appropriate to that emotion.  

Another result Robinson presents is the much cited experiment by Schachter and 

Singer (Schachter, 1962) which concludes that an apparently appropriate cognition plays 

a role in determining an otherwise ‘vague’ emotion. Emotional states may be considered 

a function of a state of physiological arousal and of a cognition appropriate to this state of 

arousal (Robinson 2005, p. 83). For example, one of Schachter and Singer’s experiments 

showed that subjects in a state of artificially induced physiological arousal, and with no 

or a misleading explanation for this arousal, tend to evaluate their state as an emotional 

state, but this evaluation depends on what they were made to believe. In the experiment a 

state of physiological arousal was induced in the subjects by an adrenaline injection; in 

this condition they were exposed to one of two possible scenarios: they were given an 

insulting questionnaire and were left in the room with a person (a stoolpidgeon) who 

seemed increasingly annoyed by the questionnaire; or, alternatively, they were given 

nothing and left in the room with a person who seemed amused and playful. When the 

subjects were asked about their emotional state the people in the questionnaire group 

tended to report anger while the people in the other group tended to report happiness. 

Robinson interprets the experiment as a counter-example to the theory that emotions are 

always set off by an automatic affective appraisal and as showing that cognitions as 

naming or labelling an emotion can modify the emotion-process: the way we catalogue 

our emotional responses influences the development of the emotion process itself. 

Thoughts, beliefs, and other ‘ways of seeing situations’ may appear in the causal chain 

that leads to an affective appraisal. Robinson speculates that in the cases of ‘cognitively 

triggered emotions’ there must be a meta-appraisal that ‘evaluates’ or appraises the 
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thoughts or beliefs in a similar way as we would appraise an environmental situation 

(Robinson, 2005, p.91). In summary, the cognitive event of attaching a label to an 

emotional episode can feed back into the emotion process and turn it into the correct 

emotion that corresponds to the label. Naming an emotion seems to be interpreted by 

Robinson as a cognitive analogue of behavioural events like assuming a facial posture, or 

at least as a possible link in the causal chain of an emotion process. 

Robinson’s emotion theory seems very sound and her idea of incorporating 

labelling emotions is very promising in understanding the expression of emotion. Before 

moving on to present her theory of expression, I need to pause briefly to clarify the 

significance of Robinson’s ideas for this project. Although I do not directly employ 

Robinson’s theory to explain aesthetic events in mathematics, I do resort to a similar 

strategy to Robinson’s. Robinson’s account of the effect of labelling emotions is 

interesting, but we must also pay attention to Robinson’s strategy in proposing this idea: 

she has generalized from including perceptual, physiological and behavioural events to 

including cognitive events in the causal chain of affective reactions. I believe the same 

strategy can be applied to understand the role of aesthetic judgements in relation to 

aesthetic experiences. Aesthetic experiences, like emotional ones, involve affective 

reactions, the causes of which include not only perceptual but also cognitive events. My 

strategy consists in incorporating the passage of aesthetic judgements into the ‘causal 

chain’ of aesthetic experience as an event that can feed back into an ‘aesthetic-process’. 

How this feedback occurs will be the topic of the section on aesthetic judgement. Now, in 

my account of aesthetic judgements the idea of articulation of aesthetic experiences is 

central, and this idea is, once again, inspired by Robinson’s ideas on expression. Thus, a 

survey of her expression theory is in order. 

 

2.3 Expression  

Romantic theories of art conceptualize art as aiming to express emotions. Musical 

formalism emerged as a response to Romantic approaches in the 19th century. Robinson 

calls her theory of expression a Romantic Theory of Expression. Thus, in addition to 

providing inspiration, a survey of her ideas complements our perspective on aesthetic 

theories. 
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2.3.1 Traditional Expression Theory 

Since Plato and Aristotle, the experience of art has been linked to emotions, but the idea 

that the relation between art and emotions is the relation of expression was developed by 

Romantic artists and theorists. Robinson points out that The Romantic Movement 

changed the status of the artist (Robinson, 2005, p. 232). For the Romantics the artist was 

no longer just a skilled craftsman able to represent reality in paint, words, or tones; the 

artist was a genius, a person with a special insight into certain aspects of human reality 

and human nature. This change in the concept of the artist was the result of developments 

in idealist philosophy. Kant, for example, stressed the importance of the imagination, of 

genius, in art: a genius was somebody who, through his imagination, was able to come up 

with ‘aesthetic ideas’, that is, metaphors or pictorial images that suggest a ‘rational idea’. 

Hegel developed Kant’s ideas by identifying art as a particular mode of consciousness in 

which ideas are presented in sensuous form rather than through myth, theology or 

conceptual thought. 

Romantic artists pictured themselves as devoted to expressing their emotions, and 

they considered that the works they produced were the result of an act of expression. This 

change in the images of art and the artist pushed the artist and his inner life into the centre 

of aesthetic concerns. The notion of a specific mode of consciousness, of presenting 

ideas, can be seen as a precursor to the notion of expression. The notion that this mode of 

consciousness is not conceptual, but rather sensuous, can be simplified as referring not to 

cognition but to emotion. By the middle of the 19th century the idea that the task of art is 

to express the artist’s emotions was one of the tenets of Romanticism. 

Romantic ideas were also very influential in the 20th century. Among the theorists 

who held a romantic view on art were John Dewey, Leo Tolstoy, and Robin George 

Collingwood. Robinson’s approach to expression can be seen as scientifically grounded 

instalment of this intellectual tradition, since her theory of emotions plays an important 

role in her theory of expression. In addition to her theory of emotions, two other theories, 

those of George Collingwood and Bruce Vermazen, have been influential in Robinson’s 

approach. 
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In the following I present Collingwood’s ideas. Collingwood, a British historian, 

archaeologist and philosopher of history and art, offered a very articulate, romantic 

theory of expression. Robinson refers to Collingwood’s theory as “Classic Expression 

Theory” (Robinson, 2005, p. 234), which she summarizes as follows: “art is an 

expression of the artist’s emotions in the sense that it is the elucidation and articulation of 

the artist’s emotional state. Expression is an imaginative activity, the production of an 

‘imaginative vision’, and it is the expression of emotion in this imaginative vision that 

marks the true work of art, not skill and technique alone” (Robinson, 2005, p. 235). 

Expression of emotion in Collingwood’s sense must be distinguished from Aristotelian 

‘catharsis’, description, arousal and ‘betrayal’ (mere display) of emotion.  

Expression is conscious and deliberate; it must not be confused with Aristotelian 

catharsis, which is a purge of emotion that makes the emotion disappear from the mind. 

In expression the emotion remains in the mind but is alleviated by our becoming 

conscious of it. Description of emotions, as interpreted by Robinson (Robinson, 2005, p. 

236), seems to consist in labelling, categorizing, an emotional episode using names of 

emotions, such as ‘sadness’ or ‘anger’, as used in everyday life. Although description is 

conscious and deliberate it differs from expression: expression achieves the 

individualization of the emotions, it consists in becoming conscious not only of a generic 

anger, but of the particularities of the anger I am feeling here and now, of the emotions of 

a particular person for a particular reason. An artwork is an expression of the artist’s 

emotions; he individualizes and specifies his emotional states. The process of expression 

is achieved by the artist’s imaginative experience. Now, the emotions expressed by the 

artist are not obscure, unattainable emotions, but rather emotions which artist and 

audience share; the artist’s task is to elucidate emotions that the audience cannot elucidate 

on its own. Understanding an expression in art, thus, is accurately to reconstruct the 

artist’s imaginative experience. By the same token, expression should not be confused 

with the task of arousing emotions. A person arousing emotions affects the audience 

without necessarily being affected himself, but a person expressing emotions treats 

himself and the audience in the same way: he makes his emotions clear to the audience. 

The concept of expression to Collingwood is thus a technical notion; its meaning 

is not the same as the meaning in everyday use. Labelling an emotion, ‘I am sad’, for 
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example, is a paradigmatic example of the expression of emotions in the everyday sense, 

but not for Collingwood. For Collingwood, ‘I am sad’ or ‘I am glad’ are mere instances 

of description. True expression individualizes the emotion; attaching a label to our 

sadness does not reveal any of the subtleties that make the emotion particular. 

The technical character of Collingwood’s notion is further manifested in his 

distinguishing the expression from the “betrayal” of emotions (Robinson, 2005, p. 237). 

Betrayal is “the exhibition of symptoms” of emotion (Robinson, 2005, p. 237). The 

exhibition of symptoms of emotion also seems to be instances of expression of emotion 

in the everyday sense. In our everyday dealing with the world we see facial gestures, for 

example, as ways by which our organism expresses its inner state, even in a more reliable 

way than with mere words. For Collingwood, a sad face, clenching one’s fists and 

reddening in anger or turning pale and stammering out of fear are not expressions of 

emotion, since a person exhibiting those symptoms does not necessarily become 

conscious of the quality of his emotion. The display of symptoms accompanies emotion 

but it does not make us conscious of our emotion. 

Finally, another important feature of expression is that expression occurs in a 

‘language’. Expression occurs in musical tones, paint, stone, gestures, words, or some 

other symbolic medium. The artist elucidates his emotion by creating an artwork, and the 

specificity of the work (a specific sequence of tones, a specific structure of line and 

colours) corresponds to the specificity of the work. According to Robinson “emotion and 

expression are one” (Robinson, 2005, p. 239). 

 

2.3.2 Bruce Vermazen 

Bruce Vermazen’s theory of emotions has a direct influence on Robinson’s theory. 

Collingwood presented a rather technical concept of expression. Robinson turns to Bruce 

Vermazen’s concept of expression, which is closer to the common usage of the term and 

provides very insightful ideas (Robinson 2005, pp. 258-259). For Vermazen an 

expression is an object or utterance that provides evidence for the presence of an emotion, 

in the same fashion as the facial expressions of a subject are evidence for the presence of 

a particular emotion in that subject. However, what is expressed in an artistic expression 

is some emotion in a persona. A persona is a fictional character that acts as the utterer of 
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the artist’s expressions. Robinson cites Vermazen’s definition of expression: “An object 

expresses a mental property if and only if the object is evidence that an imagined utterer 

of the object has that mental property” (Robinson, 2005, p. 259). This idea, unlike 

Collingwood’s, mirrors the way the exhibition of symptoms expresses emotions. Facial 

expressions or certain muscular configurations, or instances of behaviour, are evidence of 

certain emotions: a gloomy face is evidence of sadness or misery, for example; but a 

gloomy face is not evidence of happiness or love. The inclusion of mental properties as 

the things being expressed on one side of Vermazen’s definition of expression, and of the 

utterance by an imaginary person on the other side, narrows the definition so that it 

covers only artworks. 

 

2.4 Robinson Revisits Vermazen 

Robinson recognizes several advantages to Vermazen’s theory: First, the theory can 

easily be extended to understand not only the expression of emotions, but also the 

expression of thoughts, desires, beliefs, and points of view. All such expressions are 

covered by Vermazen’s definition, since they can easily be interpreted as mental 

properties. Second, expression is not confined to a specific medium, but rather different 

media possess their own means to provide evidence of internal states, so the theory can 

account for expression across the various arts. Third, its emphasis on artistic expression 

as the expression of psychological states in an imaginary utterer, a persona, avoids the 

problems of attributing what is expressed in a work directly to the author of the work. 

Since the implied author of an artwork is partly constructed by the interpreter, author and 

interpreter in interaction determine what the work expresses. Finally, Vermazen’s theory 

captures the idea that expression in art is fundamentally the same kind of phenomenon as 

expression in everyday life (Robinson, 2005, pp. 260-261). 

Jenefer Robinson proposes an account of expression that incorporates Vermazen’s 

ideas while remaining committed to elements of classic Romantic theory, which she 

considers crucial to understanding expression in art. 

Robinson thinks that the artist expresses his own psychological states in an 

artwork in the way he manipulates a medium and describes, portrays, or characterizes its 

content. She stresses that it is by means of manipulating a medium that the artist 
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expresses himself and not by imparting expressive qualities to the work. Robinson, 

however, recognizes that expressive qualities play a role in art, since some properties 

(like the major or minor character of a chord) bring a certain emotional quality to the 

work: “The intention to express an emotion is an intention to articulate, elucidate, and 

individuate an emotion, and in individuating an emotion in an artwork, artists make use 

of emotionally charged material” (Robinson, 2005, p. 268). Robinson recognizes that 

what makes a work of art appear sad, for example, are its expressive properties, rather 

than some psychological process in the artist. She accepts that expressive qualities (like 

the sadness of a melody) are emergent properties that depend on non-aesthetic, 

observable qualities (like the pitches of the musical notes in a chord). However, Robinson 

argues, the classic expression theory is not concerned with the nature of expressive 

qualities (the question of how expressive qualities are grounded in non-aesthetic 

properties), but rather, it is interested in what artistic expression is and how it is achieved 

(Robinson, 2005, p. 250). 

Although Robinson sympathizes with Collingwood’s theory, she spots a 

drawback (Robinson, 2005, 239-244): expression elucidates and individuates emotional 

states in the artist; however, there is no clear mechanism to infer the existence of those 

private emotional states from his public work of art (239-244). In this respect, 

Vermazen’s theory provides a solution: instead of attributing the emotional states to the 

artist they can be attributed to a persona; the inference mechanism is provided by the 

evidence relation. Robinson thus believes Collingwood’s ideas can be improved and 

proposes four modifications: first, the Expression Theory should be concerned only with 

expression in art, and not with the problem of offering a characterization of art in general. 

Second, the emotions expressed in art are not emotions in the artist, but rather emotions 

in an imaginary character, a persona. Third, exploring emotions, as many bad or amateur 

artists claim to do, is not enough for expression. Expression is an achievement. Only good 

works of art succeed in elucidating and articulating an emotion through a medium. 

Finally, the emotions articulated or elucidated are not necessarily emotions that the artist 

experienced during the making of the artwork; they can be past emotions or emotions that 

the artist remembers. It is against this background that Robinson presents her “New 

Romantic Theory of Expression” (Robinson, 2005, Ch. 9).  
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2.5 Robinson’s Theory of Expression 

Robinson presents her theory of expression as follows: 

If an artist expresses an emotion in a work of art, then 

1. the work is evidence that a persona (which could but need not be the artist) is 

experiencing/ has experienced this emotion; 

2. the artist intentionally puts the evidence in the work and intends it to be perceived as 

evidence of the emotion in the persona; 

3. the persona’s emotion is perceptible in the character of the work; 

4. the work articulates and individuates the persona’s emotion; and 

5. through the articulation and elucidation of the emotion in the work, both artist and 

audience can become clear about it and bring it to consciousness. (Robinson, 2005, p. 

270) 

 

For Robinson, expression is something intentionally brought about by an artist. 

Expression is an activity of the artist in which the expressive character of an artwork 

manifests and elucidates a persona’s emotional state. The expression is such that the work 

provides evidence for the persona’s emotional state, and the character of the work 

communicates this state to other people and the artist himself26, in the same way as the 

expressive character of a person’s face, gestures or voice expresses his emotional state. 

“The expression by an artist of an emotion in a work is an intentional act whereby the 

artist articulates and individuates the emotion expressed” (Robinson, 2005, p. 270). A 

successful artistic expression consists in making artist and audience understand what it is 

like to be in the expressed emotional state; successful expression “teaches both artist and 

audience about the emotion expressed” (Robinson, 2005, p. 270). 

The characterization above focuses on the Romantic artist intentionally expressing 

himself, but we usually find expression in artworks rather than in artists. Robinson 

modifies the characterization to arrive at a theory focused on artworks rather than on 

artists as follows: 

If an artwork is an expression of emotion, then 

1. the work is evidence that a persona (which could but need not be the artist) is 

experiencing/ has experienced this emotion; 

                                                 
26 The idea of elucidating and communicating internal states to other people and themselves is exploited in 
my own proposal of the roles of aesthetic judgements. 
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2. the persona’s emotion is perceptible in the character of the work; 

3. the work articulates and individuates the persona’s emotion; and 

4. through the articulation and elucidation of the emotion in the work, the audience can 

get clear about it and bring it to consciousness  (Robinson, 2005, p. 271). 

 

Robinson’s theory is concerned with the question ‘What is expression?’ not with the 

characterization of art. However, there remains a question that is important to address in 

order to understand expression in art: how do works of art achieve expression? Robinson 

resorts to her theory of emotions to answer this question; in particular, the phenomenon 

of labelling and naming emotions. To label an emotion is to summarize the emotion 

process in a word. Robinson draws our attention to two facts: first, that easily nameable, 

well-defined emotional states are relatively rare; and second, that our emotional life 

occurs in changing ‘streams’ in reaction to the environment (Robinson, 2005, pp. 272-

273). Our emotional processes are constantly flowing. The way we recognize our 

emotions is by using folk-psychological terms; ordinary terms like ‘sad’ or ‘angry’. 

Another way we might try to make sense of our emotional experience is by ‘expressing’ 

them in works of art. Art is another way of reflection, of recollecting the emotion process. 

In art, according to Robinson, the expression of emotions takes place in the summarizing 

of a sequence of events that are part of the emotion process (Robinson, 2005, pp. 273-

274). 

Emotion is not a state or disposition but a process in which a person and his 

environment interact. In elucidating an emotion, one can focus on the person or the 

environment. Robinson thus presents two interrelated ways in which a person or 

persona’s emotions can be expressed, one focusing on the environment and the other on 

the person (Robinson, 2005, pp. 272-277). Let me summarize them. 

Expression by focusing on the environment: works of art that describe or 

represent the world express an emotion E by articulating the way the world appears to a 

person in the emotional state E. Let us recall that the emotion process is triggered by a 

non-cognitive evaluation; a quick evaluation, which is an affective way of focusing 

attention, a way of seeing the world. During an emotional interaction with the 

environment the non-cognitive appraisal means that such an environment takes on a 

particular aspect: the environment looks threatening, beneficial, unknown, etc. The work 
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of art depicts a world that does not look like it looks regularly; it depicts the world in the 

way it looks to the person who interacts emotionally with it (Robinson, 2005, 273-274). 

Expression by focusing on the person: in Robinson’s emotion theory, emotions 

are differentiated by a refined intentional aspect, by its cognitive content or judgement. 

The specific system of desires and beliefs involved in different emotions is what 

distinguishes shame from embarrassment, for example27. Thus a way to express (identify 

or  elucidate) an emotion E in a work of art can be achieved by reflecting or articulating 

the thoughts, beliefs, points of view, desires, etc. of the person who is experiencing 

emotion E (Robinson, 2005, 274). 

We must be aware that art is limited in its ability to express emotions. Robinson 

notices that the articulation and elucidation of an emotion in art is not an all-or-nothing 

affair. Some works of art articulate an emotion to some degree but not particularly 

vividly. An emotion can be more-or-less successfully individuated, depending on the 

work of art. 

A relevant feature of Robinson’s theory is that expression depends on 

interpretation; more specifically on contextual interpretation. A good example is 

Robinson’s interpretation28 of the second movement of Carl Nielsen’s Sixth Symphony 

(1925), which, according to some musical critics, is an expression of his bitterness and 

disappointment due to his failure to reach an international audience. However, when one 

listens to the music it sounds very different: instead of bitter or disappointing, it sounds 

playful, humorous, or even buffoonish. Robinson argues that a correct interpretation of 

some works is grounded not only on expressive qualities, but also on extra knowledge, 

such as knowledge of the artist’s life. We can hear Nielsen’s music as an expression of 

bitterness only if we have extra-musical knowledge about the composer. Robinson points 

out that what an artwork expresses may be manifest to us only if we have some 

information about the artist, as in this instance of Nielsen’s musical work. Expression 

depends on the context in which it is viewed. What is expressed by the work may be 

determined by the period and the artist who made it, the style, as well as the artist’s class, 

race, gender, etc. Robinson concludes that “we cannot tell a work is an expression of 

                                                 
27 For a survey of cognitive theories that underlie this idea, see Appendix 3.  
28 Robinson presents this interpretation in a debate with Alan Tormey. For a brief summary , see Appendix 
4. 
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bitterness, disappointment, and exasperation in its author just by paying close attention to 

‘the work itself’ independently of its wider context” (Robinson, 2005, p. 249). 

Robinson also points out that every emotion is a rather complex process in which 

different intensities, degrees, and crossovers (between two or more emotions) are very 

common. Nielsen’s music can be seen as a finely tuned expression of bitterness: an 

expression of sardonic bitterness (Robinson, 2005, pp. 249-250). The historical context 

would tell us that the emotion expressed is bitterness and the ‘sardonic’ nuance would 

explain why the work does not sound ‘bitter’ but rather buffoonish. 

I believe that Robinson’s treatment of expression in art is sound (as well as 

brilliant and elegant). The inclusion of two ways of expressing emotions that reflect the 

two interacting elements, subject and environment, in an emotion process confers on her 

account a very appealing feeling of integration and symmetry. More importantly, 

Robinson’s theory of expression offers two insights for my present project. The first 

consists in Robinson’s strategy: expression as an intentional act relies on manifest 

properties as well as on the elucidation of subjective states. The idea that both publicly 

available features as well as private mental processes must be taken into account in 

expression has inspired my interpretation of aesthetic judgements in which publicly 

available content of a predicate as well as the subjective process of articulation of an 

experience must be taken into account to explain the difference between literal, 

metaphorical and aesthetic judgements. The second insight consists in the fact that 

interpretation of expression depends on extra information (other than the visible 

expressive properties of an artwork). We have seen that in Kivy’s interpretation of 

musical appreciation, knowledge plays a central role, as this knowledge affects what kind 

of intentional object we have. According to Robinson, knowledge about the broader 

context of a work also affects our interpretation. Robinson’s position is not very different 

from Kivy’s, since knowledge of the context contributes to the manifestation of some 

expressive qualities, which would otherwise not be visible. In both cases knowledge 

allows us to ‘see’ some properties. Kivy pointed out that knowledge affects our 

intentional object; Robinson further stresses this point by showing that not only 

knowledge of the internal working of a medium can play this role; contextual knowledge 

can also enable us to see some properties. This further encourages the idea, originally 
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inspired by Kivy, that knowledge can play a role in constituting the object of 

appreciation; an idea that, as I mentioned above, is exploited in my interpretation of 

mathematical items as intentional objects. 

 

3. Final Remarks 

In relation to the present project, several lesson can be learned from the above survey of 

Kivy and Robinson’s ideas. Kivy has proposed an account of aesthetic appreciation in 

which intellectual activity plays a role in our enjoyment of music. Music is an intentional 

object and knowledge plays a role in determining it: the more we know about music, the 

more qualities we can appreciate in it. Knowledge makes our intentional object larger. 

Robinson further points out the role of knowledge, this time in interpretation, which 

enables us to see expressive properties. In addition to being an intentional object for our 

intellectual activities, music seems to occur in a special, cause-independent, 

phenomenological space. The ideas of active appreciation (in addition to passive 

contemplation of events) of an intentional object without emotive content, of the role of 

knowledge in constituting the intentional object, and its occurrence in a 

phenomenological space form part of my account of aesthetic experience in mathematics. 

Robinson’s ideas also play an important role. First, the conceptualization of 

emotions as processes, as systems that integrate psychological, physiological and 

environmental events, is brilliant and powerful. In addition to the inherent virtues of 

Robinson’s theory of emotions, the very idea of integrating apparently contradictory facts 

of cognitive and non-cognitive theories of emotion in a single system is very attractive. I 

use a similar strategy when proposing my own view of aesthetics in Chapter 3: the 

aesthetic as process. Robinson grounds her ideas on empirical results which substantiate 

the idea that there are innate, pre-programmed affective responses (manifest in the 

automatic character of the non-cognitive appraisal, the occurrences of physiological 

changes). This serves to interpret aesthetic experience as a process in which the active 

contemplation of objects of attention can elicit affective responses: the presence of an 

intentional-object-triggered affective reaction constitutes the basis of my idea of aesthetic 

experience. Finally, the notion of expression as individuating and elucidating emotions 

(by means of the evidence present in a medium) serves as inspiration for my own notion 
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of articulation in aesthetic judgements. My notion of articulation, however, is very 

different from Robison’s or Collingwood’s idea of elucidation, as it consists in a process 

of mapping linguistic labels to affective responses, re-organizing points of view and 

individuating subjective states. But that will come in due time. With these elements we 

have most of the background needed to attempt an account of aesthetic judgements in 

mathematics as literal aesthetic judgements. I here conclude my survey of Robinson and 

Kivy. I present my own proposal in the following chapter. 

 

 




