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Abstract

The thesis argues that a particular xsthetic theory, (Esthetics), 1s implied by Peirce’s
Semeiotic, and that they have both been clarified when tested from the perspective of a
visual art practice involving sketchbooks. This research also constructs and lays out the

first ‘user friendly’ guide to Semeiotically analyse any object, be it emotional, material or

conceptual.

Findings were generated by comparing Peirce’s sporadic writings on zsthetics with his
more complete Semeiotic, assessing them in situations making artworks, proposing and

exhibiting them in public spaces, and analysing meanings of sketchbooks from UK

public collections.

It was found that in theory:

- Peirce’s Esthetic power develops from oscillating between the powers to “‘form’ and
‘express’, (generalise and specify), while accepting the limits to both powers, revealed
by such an oscillation alongside self and hetero criticism.

- this entails appreciating what is most or least up to us, enabling the most ettfect
where one is most free and limiting frustration where least free.

- a Peircean Esthetic powet can be learnt; however it requires that the learner properly

wishes to be directed to that goal (EP2:48).

Implications for the visual arts through practice:

- artists could contribute to all of Peirce’s normative sciences, (Esthetics, Ethics and
Logic), as their appteciation of ‘feelings’ is well trained, if they can also ‘formalise’.

- art has a patt role in natural education, (and possibly institutional education), by
developing an Esthetic power that Peirce claims could ‘humanise and free’ the
individual, (free in a Peircean sense, which may seem like very little freedom to
some), (EP2:147-148).

In the conclusion, a summary of these uncovered implications is set against some

problems raised by the complexity of the Semeiotic, and the immeasurability of Esthetic
progress. Set against that critique is a positive assessment of the effects of the research

on the sketchbook practice.
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Refetences and abbreviations

Harvard style referencing is adopted with discutsive footnotes at the base of the page.

Footnotes are not always at the end of the sentence as they may be attached to specific

words. Although the view is often expressed that this interrupts the flow of a sentence, it
has been used here where clarity is required. The reference list and bibliography can be

referred to respectively for all quoted texts, and wider sources.

References for Peitce use the standard forms where (EP2:165) means Essential Peirce

Volume 2, page 165. Similarly the usual CP is used for his Collected Papets (volume:

chapter: paragraph), likewise W fot the Chronological Writings (vol:page). These are
prefixed with the name ‘Peirce’ if it is not clear who is referenced, e.g. (Peirce W1:11). All
other authors are referenced in this way for consistency, so that (Brent 1993:56) refers to

Brent’s publication of the year 1993 and the page number 56. A full reference for the

said publication is then given in the references section just before the wider bibliography.

Other abbreviations include IWM for the Imperial War Museum, and UAL for the
University of the Arts London. TAG stands for Triadic Analytic Guide, (see chapter 4).

Figures
Unless otherwise stated, all figures reproduce my own work. The numbering is by

chapter, so fig. 3.7 refers to the 7t figure in chapter 3.

A selection of double page spreads of open sketchbooks made during this research,

(2006-9), are reproduced in date order at the beginning of the appendix. They have been
selected to show, albeit very laterally, how the sketchbook itself has been a useful place

to develop this thesis. They are included to show how an actual oscillation between text

and image, (formalisation and expression), has helped to conceive of that oscillation, so

that it can be discussed in the writing. These sketchbooks are reproduced in full on the

first CD-ROM attached at the back.
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1. Introduction

1.1 Aims, objectives and methodology
The aims in this research have been guided by practice as an artist and the Semeiotic!

theory of Charles Sanders Peirce, who lived 1839-1914. The results are a body of
artworks, and a clarification of Peirce’s Semeiotic and embryonic Esthetic2 These

results aim for clearer conceptions of how agency might be developed in people, through
examples of how those conceptions might be reflexively used when considering the

possibilities for sketchbooks as artworks.

The objectives are firstly to convey a reading of Peitce’s Semeiotic theory that can be
applied in the visual arts, secondly to describe a Peircean Esthetic, and thirdly to give

examples of both in discussion of a visual art practice that uses sketchbooks.

This chapter forms a general introduction that lays out, in a Pragmatic order, (Misak
2004:4-5)3: the aims and objectives of the dissertation in section 1.1, the position of the
author as an enquirer in section 1.2, and the relation of this enquiry to current research in
section 1.3. A methodology has been constructed, based on Peirce’s work, to conduct
this practice led research. That group of methods has been summarised in chapter 4 as a
guide to conducting a Semeiotic analysis of any object, be it emotional, material or
conceptual. The guide is mote than a proforma because it guides a researcher to develop
their own way of enquiring rather than by a list of set questions. It generates increasingly

precise questions during the attempt to move towatds answering them. These questions
are formed out of an analysed object of enquiry, from a specified position of

interpretation, and by utilising Peirce’s Semeiotic to map and organise meaning. The

1 Semeiotic is Peirce’s theory of how meaning is conveyed by signs. See chapter 2 for further
discussion of this and other terms. The spelling Semesotic is reserved throughout for Peirce’s
system, and semiotic for others. Similarly, capitalised Logic 1s referring to Peirce’s system; otherwise
uncapitalised /Agi; and so on.

2 The spelling Esthetic is reserved throughout for the Peircean theory, and @szhetic for others.

3 The chapter order follows Misak’s threefold competence for pragmatic elucidation as detailed in The
Cambridge Companion to Peirce (Misak 2004:4-5). Of the three parts of that 2hreefold competence:

- the first part concerns what the thesis denotes, (how the thesis is delineated, or marked oft
within its field), and this is organised in chapter 1 as a general introduction to the aims of the
thesis and positions of the enquirer, and the place of the research in the current field from the
perspective of a literature review.

- the second part of the threefold competence is to know what the terms of the thesis connote, (What
the terms imply). This larger part spreads across chapters 2-5. Chapter 2 defines and discusses the
main terms in the title: Semeiotic, Esthetic, sketchbook, hierarchy, and so on. Chapter 3
introduces Peirce’s theories in more detail. Chapter 4 lays out a research tool developed to guide
any Semeiotic analysis. Chapter 5 discusses sketchbooks as a study of the application of the
research tool from chapter 4, and the Peirce’s theories outlined 1n chapter 3.

- the third part of the threefold competence concerns the thesis or bypotheses and what to expect if

they are true both for the theories themselves and sketchbooks in particular. These are discussed
through chapters 3,4,5 and with conclusions in chapter 6.

12



1. Introduction
position of interpretation is necessatily researched and clarified in the process. These

new questions, stated positions and analysed objects, are in themselves research results.

To introduce the Peitcean styled methodology, there ate three stages that form a cycle:

- 1: to begin to say what the object/aim is,

- 2: to begin to describe the position of the enquirer or interpreter, and

- 3: to conduct a Semeiotic analysis and teport on findings.
This threefold, triadic process is repeatable, gradually producing and using more cleatly
defined objects and enquirers for each circuit, as often as is required.# Although this may
at first seem arid and reductive, there is a large patt to play for experiment, making,

guessing and emotional sensitivity throughout.

1.2 The position of this enquirer

This second part of this introduction attempts to give relevant information about the
position from which this research has been conducted. The key things to bear in mind
are those attitudes I hold philosophically and as a practitioner in the visual arts. I

therefore use the first person when referring to my work, or position of interpretation.>

What brought Peirce to my attention and in what theoretical context is he considered
here? My interest was sparked when I detected a tendency in the trajectory of his
thought towatds the positions held by two Stoics: Chrysippus in logic and Epictetus in

ethics. These positions represent my philosophical home; the positions my character

naturally identifies with. I approach Peirce’s philosophy from a Stoic perspective.¢ That
trajectory which I interpreted in Peirce moves towards a target that 1s anchored by a
paradox that especially intetests me, i.e. free will and material determinism.” I cannot
discuss these issues in any depth here but they relate to my attraction to Petrce’s
Esthetic, (see chapter 3). They also have impotrt for my own sense of what it is to be an
artist; to self-consciously feel and negotiate meaning by experimenting with the
confrontation between thought and expression?, i.e. where mind meets matter or artist meets

material, This seems a paradoxical axis, and a fertile one.

* The repeating cycle is imagined as a spiral rather than a circle because each circuit produces new
results, so the same track is not traversed. That spiral structure may be sensed when reading this
thesis, as topics are revisited from different perspectives.

> Texts can be Semeiotically clearer if authors provide as honest an account as they can of the
perspectives from which they are writing, even if these clatms are later disputed by others.

6 Stoicism is referred to in order to expose my position of interpretation, and it is therefore
occasionally mentioned in footnotes or quotations throughout. (See glossary for Stoicism)

7 See Bobzien for an excellent discussion of this paradox, (Bobzien 1998).

8 By thought and expression, I mean conceptual thought and material expression.

13




1. Introduction

Fig. 1.2 This photograph, (O Gordon McLeod, IWM), shows part of me with my artwork

entitled Sowvenir. The piece was commissioned by the Impenal War Museum London for
their Holocaust art exhibition Unspeakable, 2008-9.

The work seeks to pIOVOkC a2 moment of turbulence, or doubt: the moment of rf:a.lising
that one is a tourist when visiing a former concentration camp like Auschwitz. Dunng a
visit there in 2001, I had found myself considering buying something from the small ‘gift-
shop” and had experienced that jolt of realisation. When commissioned to make the work,

[ rejected the option of attempting to empathise with other exhibitors who had witnessed
the Holocaust, and decided instead to seek to embody my own experience.

There are three types of postcard distributed in a specially made rotating bare wire rack

that turns on a painted metal stand. The first image was traced from a 1920’s postcard
promoting the towns attractions, the second was redrawn from a Nazi architect’s plan for
the town, the third was from a drawing I had made on the coach back from Auschwitz
(sketchbook 51, see fig. 5.6), also the basis for my large drawing Concentrate hung nearby,

(see fig. 3.5). There was no sign to say whether people could take a card, nor was there a
box to take money. Some visitors clearly hesitate and look around before taking the cards.
The nearby label only states the artist’s name and the title, Souvensr.

Why drawing? My perspecuve as an artist has been strongly informed by placing my

practice within the field of contemporary drawing. I have been attracted to the
conceptual freedom currently at play in this subject, through its shedding of definitions

of drawing based on material considerations, (see chapter 2.6). Practitioners in

contemporary drawing in the UK seem, (from my interpretive position), highly sensitive

14



1. Introduction

to ethical considerations in their own practice, and in their evaluation of others; and 1

have found this very attractive.?

The previous two paragraphs speak of the same things. The first speaks of a
philosophical perspective which is general, but one that can be seen to have embodiment

in an art practice which is further specified in the second paragraph. Having briefly
outlined my positions, what is the place of this research within the field?

1.3 The relation of this enquity to current research in the field, and its new

contributions.

There are three main topics of study to consider that intersect for this project:
A. Peirce’s Semeiotic.

B. A Peircean Esthetic and its place in the subject of zsthetics.1

c. Sketchbooks in the visual arts (as a study to research topics A and B).

A: Semeiotic. Much of Peitce’s wotk was in logic and semiotic, so it is not surprising
that the majority of Peirce scholarship is also in this area. I do not claim to be making a

significant contribution here. I am giving an example of application in practice, without a

philosophical discussion. For example, a ‘proof’ is not defined in this dissertation,

although Peirce did claim that his version of Pragmatism was susceptible to a proof
(EP2: 335, 371, 449-50).11 Nor do I pursue how the links between Peirce’s Semelotic
and any Peircean Esthetic will need to be established for the development of a proof of

Pragmaticism.!2 However my ‘hunch’ on having worked over this material, is that it will
be the case that these links will have to be made formal.1? I therefore merely highlight

some connections between Semeiotic and Esthetic (see fig. 6.3).

My reading of Peirce is based almost exclusively on my encounter with his now

published essays. The material available is very extensive, with thirty more volumes

9 I especially refer here to the artist researchers associated with The Centre for Drawing at
Wimbledon UAL, 2005-9. I will further contextualise my practice in chapter 1.3A and fig. 5.14.
10 T use the spelling ‘Esthetics’ for Peirce’s conception of that one of his three normative sciences,

(the others being Ethics and Logic), whereas ‘asthetics’ is for the wider subject.
11 | refer anyone interested in this topic to Don .D. Roberts’ paper .An Introduction to Peirce’s Proof of

Pragmaticism (Roberts 2003), and Christopher Hookway’s recent and upcoming articles on the

subject for the journal Cogritio.
12 Pragmaticism was Peirce’s individual formulation of Pragmatism. That spelling was to

distinguish his philosophy from those of William James and other Pragmatists (EP2:331-433).
13 That ‘hunch’ may be glimpsed within fig. 6.3 and its accompanying text.
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1. Introduction

predicted for the Chronological Edition.14 This will remain a fraction of the complete
writings. Volume 1 contains the early essay by Peirce on Fredrtich Schiller that is the
basis for the discussion of Esthetic in chapter 4.15

The Essential Peirce is an appropriately named two volume set of key texts for anyone
interested in Petrce at any stage in their enquirtes. Each essay has an introductory title

page which abstracts the main points discussed. These abstracts serve to show how well
Peirce managed to convey complex combinations of concepts in relatively short essays. I

have relied on these two publications to be representative of the key texts by Peirce.16

The Collected Papers'™ group texts under topics, these eight volumes thereby lose the sense
of trajectory or evolving thought in Peirce. I have accessed them along with Peirce’s
complete published wotks on CD-ROM in the Intelex Past Masters serles allowing
advanced and keyword searching.18

Peirce’s writings reward in proportion to the frequency and duration of attention one
gives them!?. Yet Peirce’s interpreters disagree to the extent that to be certain we are

engaging with our own readings of his ideas we must persevere with his texts unless we

are to risk applying ourselves to the opinions of others. Peirce’s explanations of his
Semeiotic to Victotia Lady Welby offer his mature position, avoiding the trajectory
traversed developing his ‘guess’ (Hardwick 1977).20

The literature review for this research, reflected in the references and bibliography,
established that the Peircean Esthetic 1s yet to be satisfactorily formulated. Consequently

there is no recorded application of it in visual arts education or practice. There is nothing

specifically Peircean applied in the context of contemporary drawing whatsoever. Kelly

14 Peirce, C. S. (1982 - ). Whritings of Charles S. Peirce: A Chronological Edstion. (6 of predicted 36
volumes published to date). Bloomington. Indiana University Press.

15 NB. The German philosopher Friedrich Schiller is not to be confused with the English
Pragmatist F. C. S. Schiller

16 Peirce, C. S. (eds: Houser, N. and Kloesel, C. (1992). The Essential Peirce. Selected Philosophical
Writings Volume 1 (1867 — 1893). Bloomington and Indianapolis: Indiana University Press; and

Peirce, C.S. (eds: Houser, N. et al (1998). The Essential Peirce. Selected Philosophical Writings Volume 2
(1893 — 1913). Bloomington and Indianapolis: Indiana University Press

17 Peirce, C. S. (Hartshotne, C. and Weiss. P. Vols. 7-8 edited by Burks, A.W. Eds.). (1958-1966)
Collected papers. Cambridge: Belknap Press of Harvard University Press.

18 Peirce, C. S. (Ketner, K. L. & Ransdell, J. M., Texas Tech University. Eds.). Published Works 1.
Intelex: Past Masters.

19 T make this claim, again, from my interpretive position; although the continuing and growing
scholarship around Peirce across so many fields of enquiry would seem to support this.
20 A Guess at the Riddle. Peirce (EP1:245-279).

16




1. Introduction

Parker has compiled a bibliography of Peirce’s surptisingly?! extensive references to

Esthetics and xsthetics, as well as to ethics; those being from published work and

unpublished manuscripts (Parker 2002).

Peirce’s philosophy is an object of research in itself. Much of that work examines his
Semeiotic and Logic, particulatly the classification of signs, the logical graphs, his
universal categories?2 and Peirce’s claim for a mathematical proof for Pragmaticism.
Esthetics is the area frequently highlighted as that least attended to in Peircean
scholarship.2? The interconnectedness of his system (architectonic), and the
relationships between his normative sciences, (Esthetics, Ethics and Logic), makes much

of that existing research relevant when envisaging a congruent science of Esthetics.

Discourse on Peirce’s Semelotic ranges from highly technical expositions and
developments of formal logic (Pietarinen 2006), to that which looks holistically to the
place for the Semeiotic within wider philosophical frameworks (Hookway 2002). The
former are useful for this research for further interpreting those technical terms which in
Petrce can seem obscure, whereas the latter help to highlight the many considerations to
be made when approaching Esthetics. I have also found Brent, Gallie and Kent useful
for their concise re-interpretations (Brent 1993; Gallie 1952; Kent 1987).

A literature review, in terms of the broad philosophical spectrum over the 3,000 year
history of the subjects of ®sthetics and semiotics, was made during my residency Whar

are Feelings for? at the Centre for Drawing, Wimbledon UAL, 2007 with subsequent
publication, see appendix (Newman (ed.) and Ryan 2007).

21 This is surprising because, as Kent notes, scholars often remark that there is a paucity of
material by Peirce on Esthetics, (Kent 1987:151).

22 I do not make use of Peirce’s categories in this dissertation. I oniginally made references to
them throughout, but feedback from artists and art students was that this was confusing. I have
therefore chosen instead to concentrate on explaining my reading of the Semeiotic and its
conceivable potential for application, see also chapter 4. Instead, a short essay introducing the
categories can be found in the appendix. To begin to know more about Peirce’s categories I
recommend Brent’s biography (Brent 1993:309-12), and Kent (Kent 1987:125-130), as brief
introductions. T. L. Short gives a detailed account of them (Short 2007). Sharon Motris
effectively uses Peirce’s categories in her writings on art and Freud (Mors, S. 2000 and 2007).
23 To quote T. L. Short in The Cambridge Companion to Peirce. 2004, “The implications of this [Peirce’s
Semeiotic ...] for aesthetic theory have yet to be exploited (Misak (ed.) 2004:237). See also N. Houser
(EP1:xx and xb).

17




1. Introduction

There are diverse suggestions for the best direction for future work in Peircean N
scholarship.?4 Colapietro recommends a more social and political aim for Pragmatism, =
engaging with developments in psychoanalysis. This 1s attractive for its highlighting of
moral and political questions in philosophy, but may seem to run particular disjunction
of psychology from his brand of Pragmatism. Colapietro’s Semeiotic work with music
and the theories of Lacan are also important, and may attract a wider range of scholars
from the arts and humanities to consider Pragmatism as a philosophy of practical
import. His glossary 1s invaluable (Colapietro 1993).

My own leanings are towards Barnouw who explicitly links Peirce with the Stoic semiotic
and logic of Chrysippus, (Barnouw 2002:347-364). He also highlights Schiller’s influence
(see 1.3), as a precursor to Pragmatism. Forming a description of a Peitcean Esthetic
could be assisted by detailing what a Stoic ‘Lekton’? would be in Semeiotics, although I
cannot approach that here. What ate considered, and have similar bearing, are the

relative ways of understanding ‘embodiment’: a key notion for conceptualising how

meaning is conveyed in the arts, (see chapters 3 and 5). This approach retains Peirce’s

emphasis on conception of practical import, (EP2:218).26

B: Esthetic. By comparison with area A, (Logic and Semeiotic), there are few

suggestions for what a Peircean Esthetic theory might actually be, and what there is does

not read Peirce’s Esthetic in this way.2’ Problems within zsthetics have congregated

around that term since Baumgarten revived its use, from the Greek, in the middle of the 18th
Century, and formulated it as a potential science for the first time, (the word having been
used in Greek to differentiate feelings from thoughts). The term is usually used to refer to

what is felt by the five senses of the body, and sometimes also the results from, or
judgements of, those feelings. Kant suggests that the term ‘@sthetics’ was used in Germany

thereafter co-extensively with his understanding of the term ‘speculative-philosophy’ (Kant
(Mielejohn trans.) 1945:42). Surveying the subject before Baumgarten, Halliwell provides

24 This paragraph is based on my understanding of the positions presented at Sao Paulo 2007,
10t International Meeting on Pragmatism.

25 Lekton’ can be understood as that which 1s sayable rather than embodied. Benson Mates
describes it as the ‘significate’ within the Stoic triadic sign which consists of sign, significate and
object (Mates 1953:11).

26 Peirce’s Pragmatic maxim: Consider what effects that might conceivably bave practical bearings we conceive
the object of our conception to have. Then, our conception of these effects is the whole of our conception of the object.
This thesis retains Peirce’s stressed importance of conception of practical, (not just ‘practical’), see
chapter 3. Peirce thus carefully differentiated his type of Pragmatism (EP2:331-433).

27 It is perhaps worth mentioning that there are many publications by Kevelson on Peirce’s
Esthetic, but I have not found them helpful here, despite their enthusiastic tone. Hocutt is

amongst those who seek out Semeiotic elements to represent the Esthetic; for him they are the
Icon, Kalos and Emotional Interpretant (Hocutt 1962). Bense and his school pursue statistical,
mathematical approaches ignoring the influences of modes of perception (N6th 1990:423).
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1. Introduction

an excellent overview in relation to an ancient philosophical spectrum (Halliwell 2002).
Along with Barnouw, Halliwell discusses the relevance of Stoic thought when
considering Peitce. However, Peirce seemingly remained unawate of the ways he was
moving towards a Stoic position in his Normative Sciences. Stoic theories were relatively

unreconstructed until later in the 20% century in the writings of Mates, Long and
Bobzien (Bobzien 1998; Long 1996; Mates 1961). Halliwell gives enough hitstorical

background to appreciate Aristotle’s influence on Peirce’s sense of asthetics, as well as
that of the Scholastics, (especially Duns Scotus), and his partial convergence with
Chrysippus’ triadic semiotic system. However, because of Peirce’s early lionisation of
Friedrich Schillet’s asthetic this research follows that coutse, but only in reference to
Peirce’s peculiar reading; and without recourse to the extensive scholarship on Schiller.
At the age of 17, Peirce wrote an essay on Schiller, (W1:10-12). Although remarkably eatly
I rely primarily on this text for a reconstruction of a Peircean Esthetic. This reading of

Schiller remains compatible with his mature writings on Semeiotic, (see chapter 3).

[ sought, but didn’t find in the existing literature, an attempt to say what Peirce’s Esthetic
theory is, rather than scholatly discussions of who had said what about it; for example
those by Dewey, Fry and Higgins (Dewey 1958; Fry 2008; Higgins 2002). Margolis’
writings on sthetics, taking Pragmatism into account amongst other philosophical outlooks,

are also philosophically discursive (Margolis 1962, 71, 80). However, the recent texts
detailing links between Schiller and Peirce by Barnouw were more specifically helpful; and to
a lesser extent Smyth, (Bamouw 1988, 94; Smyth 1997). Barnouw also usefully considers

how to place Peirce’s notions within the wider tradition of xsthetics (Barnouw 1994).

After being introduced to philosophy via wsthetics it was cleatly logic that then
captivated Peirce, with his close readings of Whately and Kant. This in itself was not a
break from his understanding of Schiller because the fitst of the three powets to be
developed in order to attain Esthetic power was the Logical power, (see chapter 3). It is
reasonable to consider whether Peirce partly attended to logic next because it was this
first step suggested by his reading of Schiller. These logical problems continued to
occupy him in his professional life. Seeing Peirce’s manuscripts with their many doodles
and drawings, and reading about his involvement with artists and the theatre suggests he
did not neglect the second power suggested by Schiller: that of expression, (Brent 1993;
Leja 2000). Oscillating between logic and expression in this way was precisely the
education suggested to him by his reading of Schiller, in order to develop an Esthetic
power. To carefully position a proposed Peircean Esthetic within the wider field of
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esthetics 1s not the work undertaken here.28 Schiller 1s the main co-ordinate thinker in

xsthetics, and fortunately Peirce’s own close reading of his work is central, (see chapter

3). Their positions with regard to adjustments to Kant would be well worthwhile
considering, but that would be another dissertation

However, none of these authors gives us a formulation of what a Peircean Esthetics might
be. It is my view that because Peirce’s philosophy is architectonic and continuistic

(holistically interconnected), it is very worthwhile making the attempt. Therefore a sketched
formulation is offered here throughout, as a product of this research.

Before moving on to consider the sketchbook, this section on zxsthetics cannot conclude

without referencing, and even recommending, Bernadetto Croce for his useful and

entertaining book sutveying the topic to the beginning of the 1900s, without a mention
of Peirce (Croce 1909).

C: Sketchbooks. The third field of enquiry concerns sketchbooks. Many essays and
books mention sketchbooks, when their main topic 1s much broader. For example,
monographs may refer to that artist’s sketchbooks; books on the whole of art history
may mention Leonardo’s notebooks; books on hobbies may discuss the pastime of
sketching in a pocket book. As for referencing sketchbooks as objects in themselves for
this research, there is the vast amount of material available in collections?? that hold the
physical books themselves; and the swathes of professional and amateur data on the
Internet making reproduced sketchbook material publicly available online, (e.g.
www.flickr.com). Specifically however, I have found no text that methodically
investigates how sketchbooks come to mean what they do, and certainly not by a

Peircean Semeiotic.

Books dedicated solely to the subject of sketchbooks are few, excepting those that serve
as a facsimile of a single book, or for historical or biographical study of an individual
artist or their milieu (Armstrong 2000; Butlin 1962; Mildazyte-Kulikauskiene 2007).
Museum issues concerning collecting and conservation have been addressed in Wolk’s
book, alongside Van Gogh’s biography (Wolk 1987). Claude Matks® From The Sketchbooks
of the Great Artists appeats to be the only extensive modernist/historical chronology of
artists’ sketchbooks (Marks 1972). The artists included are those Marks considered

‘major’ from the Western canon along with several others because of rarity or to bring

% See Barnouw, (1994), The place of Peirce’s Esthetic’ in bis thought and in the tradition of @sthetics.
29 T have looked at approximately one hundred, from the thousands, of sketchbooks held in the
collections of the British Museum and the Imperial War Museum during this research.

20




1. Introduction

the book up to date, so that, John Sloane, Stuart Davis and Louise Nevelson now seem
unusual choices for the 20t Century section; and the sketchbook by Ademar de
Chabannes, (died 1034), for its remarkably eatly date. Under Cover at the Fopg Art

Museum in 2006 was comparable as an exhibition, but with far less scope.*®

A facsimile publication of a sketchbook often contains an essay, introduction ot
commentary which provides some views and reasons of those who were involved in the

project (Fuentes & Lowe 1995; Butlin 1962). Many 21st Century artists refer to, or
reproduce images from their sketchbooks, (Darwent 2001; Nelson 2000, 2004),

highlighting a changing attitude to such wotk within the hierarchies of artistic

production; 1.e. no longer as a studio tool.

Michael Kimmelman’s article, for The New York Times, Sotheby's to Break Up a Robert
Sketchbook, (Kimmelman 2008), is a prime example, for this research, of a record of the
potential for strength of feeling on all sides concerning what a sketchbook’s value is,
(either financial or cultural value, as a whole or in pieces).3! The repott cites a
resignation over dismantling a sketchbook for financial gain: the ‘destruction’ of an art
object, (a sketchbook), in order to ‘create’ multiple ‘pictures’.32 Many strongly held
opinions have been expressed in this case which highlights the book’s potential to mean
different things to different people. A book that had survived intact for centuries before
pressures of the market intetvened. This article is examined in detail in chapter 5. A
further example of the influence of market values arose during the completion of this
dissertation, June 2009, when a Picasso sketchbook was stolen from the Musée Picasso

in Paris, with the press teporting unlocked cases and values of $11,000,000.%3

With regard to research in visual art practice it is also important to consider the
professional context in which the practical aspects of this enquiry 1s operating. The

conceptual approaches that influence these making and exhibiting activities are most

strongly developed with other attists with whom there has been actual collaborative,

30 Available from http://www.artmuseums.harvard.edu/sketchbooks/index.html [Accessed 28th

June 2009].

31 Available from http:/ /www.nytimes.com/1989/10/31/arts/sotheby-s-to-break-up-a-robert-
sketchbook.html [Accessed 28th June 2009].

32 This phenomenon of dismantling was compared with the breaking up of altarpieces into panels
in Paper Video, my MA paper that led to this PhD, (Ryan 2005). Available from

http: / /www.paulryan.dircon.co.uk/paper.htm [Accessed 28th June 2009).

33 Available from http://news.bbe.co.uk/1/hi/world/europe/8091679.stm [Accessed 28th June

2009].
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educational, and social interactions. For example:

- My collaborations with Kate Davis and Jeremy Deller.

- Dialogue with artists through the Centre for Drawing, Wimbledon UAL such as
Avis Newman, Anita Taylor, Dino Alfier, Carolyn Flood, Eleanor Bowen, and
artists on fellowships: Sonia Boyce and Simon Callery.

- Co-curating and exhibiting with Daniel Baker, a PhD researcher at the Royal
College of Art with an active practice and exhibition schedule.

- I 'met Tino Sehgal for two hours to draw his portrait, for Tate Britain in 2008.
This meeting helped to develop my understanding of the potential fora
sketchbook practice, with regard to some of the implications being considered
for Esthetic in chapter 3. He teduces the material aspect of his final work to a
limit case, in that there are no materials, (see fig. 3.14). His attitude has ethical
implications, with respect to what it means to be an artist using materials and

travelling for their work at the beginning of the 21%t Century, (Sehgal will not fly).

Other influences include the many amateur artists, often friends, particularly in thetr
sometimes complex and very effective approaches to, and making of, drawings and

sketchbooks. A diagram of influences is at fig. 5.14, and 1t includes other groups such as

curators, theorists, and art historical interests. My drawings are often, but not always,
representational in that they iconically represent the wotld around me; there 1s a
necessary abstraction involved in this. I am frequently attracted by the work of artists
who have become fascihated by repeated careful observation while aware of this

paradox; as Morandi well expresses himself in the following sentences:

I believe that nothing can be more abstrad, more unreal, than what we actually see. We know that all

we can see of the objective world, as human beings, never really excists as we see and understand it.
Matter exists, of course, but has no intrinsic meaning of its own, such as the meaning we attach to it.

Giorgio Morandi, interview, Voice of Ametica, 25 Apnl 1957 (Coldwell 2006).

This might sound like pessitnism with regard to observing real objects, but as we know

from his work, it was not a pessimism and Morandi did not give up, but rather found

greater riches the further he obsetved his pots and bottles.
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1.4 Chapter summary
To conclude this introductory chapter it is appropriate to differently re-state the

purposes and methods of the dissertation. That is to give an example of how an artform

can mean what it does, in this study that artform is the sketchbook. In doing so a
clarification may be provided of the methods used to give that example. Those methods

are based on Peirce’s Semeiotic. The clarification of the Semeiotic has implications for a
theory of Esthetics. To begin to expand these areas and present the results of the

research, several terms need to be agreed upon beforehand. The next chapter sets out to

do this, while serving as an example in itself of the research methods those terms are

later used to discuss.
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2. Terms

2. Terms

1o understand a proposition it is necessary to comprebend the terms of it. The conceptions of a

proposition are contained in ils terms.
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Peirce contributed more than five thousand definitions to

The Century Dictionary, above, and wrote forcefully about terms 1n

his essay 1he Lithics of 1erminology, (EP2:263-266).

Terms are relatively! defined, unless this has been done elsewhere 1n which case a

reference is given. Following the method for pragmatic elucidation, (see tootnote 3,

chapter 1), the main topics connoted by the thesis are named here, before going on to

their theoretical use and their concetvable practical application. Peirce’s technical terms

that appear mid-sentence begin within a capital letter, (for example, an *Object’ 1s

specifically Peircean rather than any other kind of ‘object’). Those main terms head the

sections of this chapter:

- 2.1 Peirce
- 2.2 Semeiotic / Semiotics

- 2.3 Esthetic / Aisthetics

- 2.4 Sketchbook (and drawing)

(
o

.5 Hierarchy

' The definitions given here are relative to the aims and objectives of this research, (as grven 1In
1.1); and relative to my position of interpretation (as given in 1.2); and 1n relation to each other.
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2.1 Peirce (pronounced ‘purse’)

P LW VR 1
JE PAVASTRIVERRE |,

Fig. 2.2 Peirce on his deathbed at his home, Arisbe, Pennsylvania, April 19,
1914. Photograph courtesy of the Pike County Historical Society.

Charles Sanders Peirce, (1839-1914), was the acknowledged originator of the American
philosophical school called Pragmatism.? His work culminated in a theory of how
meaning is conveyed by signs, or Semeiotic, after a life of working to reconcile his ideas
into a coherent and holistic architectonic system. Peirce died without wide recognition
for his Semeiotic.> At first sight, his life did not embody a successful philosophy. Rather,
he seems to have lived the ‘external clash’ of unfortunate/dis-preferred necessary forces
in his relationships, work, finances, and health. The biography by Joseph Brent provides
a picture of a great but institutionally excommunicated intellect, tussling with an
emotional roller coaster of interpersonal relations at work and home. A not unsimilar
picture of the man emerges from Peirce’s own writings. He can seem verbose, hubristic

and over confident; at other times abject and deferential, self-doubting with hints of

paranoia. Brent depicts him alternately pleading with institutions and individuals for help
while berating them for their lack of insight and intelligence (Brent 1993).

For the purposes of this dissertation, Peirce is of interest for two reasons. Firstly his
work; consisting of the Semeiotic, and a glimpse into a potential Esthetic theory.
Secondly his life offers an example of what I imagine lies at the heart of that Esthetic
theory; and that is the tension between his freedom of conception set against the
necessity of his material life. My reading of Peirce, especially his Esthetic, could lead to a
re-interpretation of Peirce’s life, to show he did nevertheless develop the Esthetic

freedom that he thought he had found described in Schiller’s writing; also that he
developed that freedom strongly enough to do the philosophical work that he left us, but

this biographical thread is not pursued further here. For Peirce’s biography see Brent.

> Acknowledged by William James. See glossary for Pragmatism.
? With a few exceptions such as William James, Victoria Lady Welby et al.
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2.2 Semeilotic?

Fig. 2.3 Clear Sign by Daniel Baker was included by invitation into my residency What are
feelings for? at the Centre for Drawing Project Space, at Wimbledon College of Art, UAL in
2007. Baker is researching the theories of Alfred Gell, who was influenced by Peirce. Baker
is Romany, and this work, with its title, seems to play on the use of physical signs that might
have excluded Gypsies from a public place. It also seems to consciously point to the clarity

of conceptual signs that an artist might employ, as an agent of meaning. (For our curatorial
collaboration see appendix No Gorgos, and his article Baker, D. (2008).

The working definition of Semerotic for this dissertation is: Peirce’s theory of how

meaning is conveyed, through signs. Peirce’s Semeiotic aims to find out how one might
proceed to discover a general theory of deliberative, (self), conduct;> and to organise
those procedures and their discoveries. Peirce philosophized on signs to develop his
Semeiotic. It can analyse, or study, any conceivable meaning at all: linguistic, non
linguistic, human and non human. With this sense of Semeiotic, Peirce suggested that
Signs might be all there are in the Universe (EP2:394). Signs consist of an Object and an
Interpretant along with the sign type, (technically called the Representamen). Peirce

wrote: To try to peel off signs to get to the real thing is like peeling off layers of an onion to get down to
the onion itself (Hausman 1997:188).7 In other words signs are what 1s real, and he 1s

warning® us from wasting our time looking for anything else. Only after practicing

Semeiotic for some time would the layers within Peirce’s discussions begin to become

* Pronounced semeto tic, (see-my-otic). (Peirce EP2:403).
> As Peirce claimed 1n his fifth Harvard Lecture The Three Normative Sciences. (EP2:196-207)
® One of Peirce’s discussions of what Semeiotic 1s runs as follows (FEP2:326-7):Semeiotic has

three branches:

- Speculative Grammar studies in which way an object can be a sign.

- Speculative Critic (the leading part of logic) studies the ways in which a sign can be
related to the object independent of it that it represents.

- Speculative Rhetoric 1s the science of the essential condition under which a sign may

determine an Interpretant sign of itself and whatever it signifies.
" From a letter to Bertrand Russell 1905. Relatedly: (EP2:392).

°'T. L. Short also makes this point in Peirce on Meaning and Translation (Petrilli 2003:220).
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more apparent.? For example, his sentences may rely on some special conception of
what Objects and Signs are within his system, and those terms have not yet been

discussed. This ‘evolving’ meaning along the path of a desctiptive text, which benefits
from being re-visited, is not uncommon in Peirce.l® This dissertation faces a similar
problem: a discussion of Semeiotic is offered, but that topic cannot be much understood
until some progress has been made in expetimenting with Semeiotic itself. So, Semeiotic

must actually be used to study some things before the discussion of Semeiotic can be

very meaningful. This 1s also analogous to researching through an att practice; we must
do as well as say. To help ovetcome that difficulty we will revisit these definitions at

various stages throughout these chapters, as reminders and pointets.

Many of Peirce’s terms are not used here, for example Peirce’s categonies.!! In eatly
drafts they were discussed, but feedback from artists was that they added a layer of
confusing complexity without elucidating anything further than the Semetotic. The
categories philosophically underpin the Semeiotic but an understanding of them is not

required to apply it. Several technical terms have already been used in this discussion,

and some clarification may now be helpful to relate them to each other while introducing
others, and show how some are analysed from within a more general term. To begin to
show this, the following terms are arranged in an order whereby a term can be subsumed
within the preceding term; so the list goes from the more general to the more specific.

Peirce in italics, my additions in square brackets:

1) Phenomenology: [research in order to] make out what are the elements of appearance that

present themselves to us every hour and every minute (EP2:147).

i) Normative Science: Research into the theory of the distinction between what is good and what is
bad; in the realm of cognition [Logic), in the realm of action [Ethics), and in the realm of feeling
[Esthetic], (EP2:147).

i) Esthetic: the normative science which considers those things whose ends are 1o embody qualities of

Jeeling@®P2:200). Or, Esthetic is the study of what conceivable goals we can begin to

9 The doctrine of the essential nature and fundamental varieties of possible semiosis [1s a) field too vass, the labor

100 great for a first comer (Peirce EP2:413).

10 The quality of ‘evolvingness’ recuss in Peirce. For examples see: (EP2:217 and 343-44).
11 Categories are The most universal concepts or ideas; the ultimate genera (Colapietro 1993). See appendix
for a short essay introducing Peirce’s categories. See also footnote 22, in chapter 1.
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agree!? on, and be prepared to deliberately adopt, for embodying qualities of feeling and

expetiencing them, (see chapter 2.2 for further discussion). For an art world example,
consider the goal Van Gogh recommends to his brother Theo: Admrire as much as you can,
most people do not admire enough (Leeuw 1997).13

iv) Ethics: the normative science which considers those things whose ends ke in action. Or, Ethics is
the study of what ends of action we are prepared deliberately to adopt (Peirce EP2:200).

v) Semetotic: The doctrine or science of signs (The Century Dictionary). [Or, the theory of
how meaning 1s conveyed, through signs].

vi) Logic: the normative science which considers those things whose ends are to represent something. [Or,
Logic is the study of what modes of representation we are prepared to deliberately

adopt], (Peirce EP2:200).
vii) Sign: Something by knowing which we know something more, (Brent 1993:308). [Or,
Al nything, of whatsoever mode of being, which mediates between an object and an interpretant; since it is

both determined by the object relatively to the interpretant, and determines the interpretant in reference to
the object, in such wise as fo cause the interpretant fo be determined by the obfect through the mediation of
this ‘sign’, (Peirce EP2:410). Another definition Peirce gives for his sign is anything that
stands for something (called its object) in such a way as o generate another sign (ifs interpretant),
(Colapietro 1993).

viil). Elements within a sign: Peirce’s sign 1s triadic, consisting of three conceivable parts:
Object, Interpretant and Sign Type/Representamen. Each one of those three parts can
be further analysed into types. Peirce sometimes uses the term ‘Representamen’ for that
‘sign-type’ part of the triad. I find this technical term of Peirce’s useful for two reasons,
and continue to make use of it. Firstly and generally, it is helpful to distinguish the one

third patt, from the whole triadic Sign. (The whole tradic Sign consists of Object,
Representamen /(or sign type), and Interpretant). So in this thesis when I refer to
Peirce’s whole triadic Sign I use the term “Sign’; and when referring to the one third part
of a Sign I use the term ‘Representamen’.}4 Secondly and specifically for artists, who
form a community conversant with the concepts and problems of representation, this
term will have a useful familiarity; a familiarity congruent with Peirce’s intended meaning.

Subdivisions of Interpretants and Objects involve consideting whether the meaning is

12'The word ‘agree’ stands 1n here for Peirce’s use of the word normative, in the sense that it is not
expected that everyone will agree, but rather that those who make it their study, and who reflect
carefully upon these questions will eventually at least tend to agree, or tend towards clumps of
agreement; as with Peirce’s concept of a community of enquirers.

13 From:The Letters of Vincent van Gogh, (the entry is for London, January 1874).

14 Peirce alternately uses the terms ‘Sign’ or ‘Representamen’. However, seeing as he states that
every science in a vigorous state must have a language of its own (W1:160), and as ‘Sign’ also refers to the

whole triad, (Representamen, Object and Interpretant), I use the term Representamen to be more
specific and avoid confusion.
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being conveyed fully and freely, or habitually and partially. There are also Final

Interpretants and these agree with their Objects. More on these in chapter 3.4.

ix) Nine sign types/Representamens are considered a sufficient range of points across

the spectrum for this research, although Peirce theorized neatly sixty thousand (see the

quote below):
Sinsign
Qnalisign Legisign
Icon Index Symbol
Rheme Argument
Dicent

Fig. 24 Sign types/Representamens. (See glossary for definitions of these sign type terms).

I quote Peirce at length from his explanation to Victoria Lady Welby from 1908

concerning my last sections, (viii and 1x), to make the point that'we have to stop

somewhere:

It seems to me that one of the first useful steps toward a science of semeiotic ({sémeiotiké}), or the
cenoscopic science of signs, must be the accurate definition, or logical analysis, of the concepts of the
science. I define a Sign as anything which on the one hand is so determined by an QObject and on the
other hand so determines an idea in a person's mind, that this latter determination, which I term the
Interpretant of the sign, is thereby mediately determined by that Object. A sign, therefore, bas a triads
relation to its Object and 1o its Interpretant. But it is necessary to distinguish the Immediate Object, or
the Object as the Sign represents i1, from the Dynamical Object, or really efficient but not immediately
present Object. 1t is Likewise requisite 1o distinguish the Immediate Interpretant, i.e. the Interpretant
represented or signified in the Sign, from the Dynamic Interpretant, or effect actually produced on the
mind by the Sign; and both of these from the Normal Interpretant, or effect that would be produced on
the mind by the Sign after sufficient development of thought. On these considerations I base a recognition
of ten respects in which Signs may be divided. I do not say that these divisions are enough. But since
every one of them turns out 10 be a trichotomy, it follows that in order to decide what classes of signs
result from them, 1 have 310 or 59049, difficult questions to carefully consider; and therefore 1 will not
undertake o carry my systematical division of signs any further, but will leave that for future explorers
(EP2:482).

Note that Peirce’s texts can confuse through his experiments with changing his
terminology, for example the Nozwal Interpretant in the letter above to Lady Welby in
December 1908, would seem to be what he also refers to as a Fina/ Interpretant by March

1909 to William James (EP2:498).
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2. Terms

The nine sign types/Representamens shown above in fig. 2.4 are from Petrce’s three

most frequently referred to triads of signs ({Qualisign, Sinsign, Legisign}, {Icon, Index,
Symbol}, {Rheme, Dicent, Argument}). A bref definition of each is given below:

Qualisigns convey ‘flavour’ or “feeling’, (via any of the senses, or within the mind). Itis
the name of the Representamen for qualities which are not embodied, and before they
are named or commented upon. For example ‘blue’ is already a thing named, (by the
word on this page). Imagine the quality of blueness as expetienced when wakingupina L
garden seeing that blueness before you have conceived that you are gazing at a clear sky. ]

Sinsigns convey meaning by embodying qualities in the here and now, as individual
occurances. They are particular tokens of meaning. For example the mark * as it is here.

That mark serves as a sinsign, or token, of the individual place in the previous sentence.

Legisigns convey embodied meaning in their ‘types’ rather than as tokens. So the mark ®
is also a type of accent used 1n the French language, called in English a cdrcumflex. This

does not refer to its use in the here and now of the previous sentence, but generally over

time and in many sentences. Sinsigns and Legisigns could form a useful semeiotic

type/token distinction within the subject of drawing, in terms of the area of meaning

between mark-making and inscription.

Icons convey meaning by resemblance. Fot example the letter ‘O’ is Iconically closer to
an apple than the the letter “I”; because as a round letter it resembles the roundness of
the apple. Icons are not restricted to visual meaning. The sound from repeatedly striking
a large drum can resemble thunder more readily than blowing through a small whistle.
Sketchbooks can resemble diaries, and a page can have a drawing upon it that resembles

a tree, or a diagram can resemble a sequence of thoughts.

Index can be conceived as being at the very centre of the scale of Representamens that
are used in this dissertation. It signifies what material things are made of; their ‘brute
actuality’. It is the type of sign that conveys the materially embodied properties through
interaction in causative and determined ways with other matetials, but before they are
conceived, named or discussed. In this dissertation the plural of an Index is Indices, and
its adjective is Indexical. One of Peirce’ examples that exhibits its meaning Indexically is
a weathet vane, which moves because of the thing it signals, (i.e. it moves because of the

physical interaction with the direction of the air’s movement, and that is the information

it signifies to an observer,).
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2. Terms

Symbols convey meaning by convention. For example, in England the symbol ‘x’ after a
name at the end of a letter symbolises a kiss from the sendet of the letter to its recipient.
The letter ‘x’ has no resemblance to, or material connection with a kiss, it 1s something

we have culturally agreed upon. If we turn this symbol around its axis by 45° we have<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>