
EMOTION AND ART

In psychology of art, the relationship between art and emotion has newly been the subject of extensive study thanks to
the intervention of esteemed art historian .

However, as we develop, these connections become more conceptual as we begin to associate certain images
with emotions. The problem is precisely what kinds of emotion these can be and towards what they can be
directed. Mannison, D. More relevantly for the rest of the discussion, it may be difficult to make sense of why
someone is genuinely afraid of something that does not exist. A noble man, a man to be admired, is one who is
able to control his passions with reason. Thus he critiques the Sophists claim with a description of what
knowledge is and where he believes poetry fits in that structure. Assuming the claim that works of art do
sometimes trigger genuine emotions in us, the third problem is the problem whether the relevant responses can
be said to be rational given that, after all, they are systematically directed at non-existent or non-meaningful
entities. However, can genuine emotions be experienced in response to music? Make sure you enjoy it A
unique image that conveys something that is meaningful will always capture an audience "The key to making
interesting work is to make art that you find interesting," says Hong. Under appraisal theory, experts have a
different emotional experience to art due to a preference for more complex works that they can understand
better than a naive viewer. Whether the paradox of tragedy may ultimately be part of a broader phenomenon,
and, if so, whether it should nonetheless be solved in a way that is special to it, are matters for further
discussion. As a result, perhaps their value lies in their enabling us to achieve either non-epistemic goods or
knowledge about the actual world as opposed to some putative fictional world. It seems plausible that some
emotions at least are epistemically appropriate responses to the content of fictional stories. Part one:
Pre-expectations and self-image[ edit ] The first stage of this model focuses on the viewer's expectations of the
work before seeing it, based on their previous experiences, their observational strategies, and the relation of
the work to themselves. The first problem is that of explaining how it is possible to experience genuine
emotions in response to fictional events and non-representational strings of sounds. Proposes a solution
appealing to the notion of bracketed beliefs. In recent years, the dominant approach has rather been to reject
the belief requirement claim 2. Is it because of the extra big, extra round eyes, or the teeth that seem to be
chattering? New York: Routledge A classic discussion on the nature of our responses to horror films. We
speak to those who understand. See Section 5 below. We surely are capable of responding emotionally as a
result of thought processes that fall short of belief, as when we are standing near a precipice and entertaining
the thought that we may fall over Carroll, ,  Art forms give humans a higher satisfaction in emotional release
than simply managing emotions on their own. Utilize lighting High-contrast lighting helps build the tension in
this image by Kamil Murzyn Platige Image artist Kamil Murzyn says: "Lighting is a very important factor in
creating any mood and directing a story. Furthermore, it appears quite intuitive to say that, without emotion,
an appreciation of the aesthetic qualities of certain artworks, such as those possessed by their narrative
structure, would be at best highly impoverished. Let your hand do its job to let that emotion pass. Furthermore,
if it were possible to find a plausible theory of emotion that would vindicate the claim that we experience
genuine emotion towards artworks, questions arise as to why most of us are motivated to engage in artworks,
especially when these tend to produce negative emotions. In a nutshell, for Feagin, an awareness of the fact
that we are the kind of people to experience, for instance, pity for Anna Karenina, results in a pleasurable state
that compensates for the painful emotions that we have. Certain works of fiction, for instance, such as some
works of drama, are designed to arouse very intense emotional responses in audiences. This, however, would
prevent the rich experience theorist from generalizing her account to all cases of painful activities that we are
motivated in pursuing. See Kivy, , , for doubts about this strategy. Defense of the claim that the emotions we
feel in response to music can positively contribute to a proper understanding of it. Music as Object According
to Peter Kivy , , there is an obvious object that can produce genuine emotions in audiences, namely the music
itself. He extends this point by claiming that the artist is oppressed by the unexplored, unexpressed emotion.
Emotions are conceptual in nature. Another reason to reject the cognitive theory is that it may lead to the
denial that human infants and non-human animals cannot experience emotions, since they plausibly lack the
necessary level of cognitive sophistication Deigh,  In the early 20th Century, there developed an art movement
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called "Expressionism," in which the artist was more interested in expressing an emotional experience and less
focused on depicting realism. The lower function of the mind is that of the emotions. Appealing to surrogate
objects is in fact a way to do justice to it. The second is when we identify what the image represents and feel a
sense of relief as the pleasure centers of our brain are triggered. Relief may often play a role as well, as when
we are relieved that the main character is not going to die after all, something we were afraid would happen
throughout the movie or novel. He's screaming out in terror as he sees the approach of the devil, as depicted by
the monster-like hands reaching for him from the right side. Given that imaginative resistance plausibly
implies the presence of certain emotions, such as indignation and guilt, and the absence of others, such as joy
and pride, we can legitimately ask what is the precise relationship between our reluctance to imagine certain
states of affairs and the emotional responses that are often found to accompany this reluctance see, for
instance, Moran,  An example of a non-epistemic good may be what can be roughly called spiritual growth.


