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that tends to undermine the argument retailed by Bowie that live performance is the key
to understanding the seriousness of jazz, as distinct from the massive recorded output it
has been happy to generate from the moment of its inception to the MP3 era. The claim
here that jazz, in all the indignity of its appropriation by the culturally conservative and
the comfortably off, is ‘a powerful counter to the return of forms of oppression and
exclusion’ (135) carries more than the suspicion of crossed fingers.
Blackwell’s editors have convoked a handsome body of scholarship that goes a long
way to matching the heterogeneity of its subject matter. The inevitable editorial oversights
– Adorno dying a year too early here, Alban Berg possibly having written his Violin
Concerto a year after his own death there, the repeated invocation of a composer called
Kurt Eisler (a little-known confrère of the great Hanns Weill) – are fewer and further
between than they might have been in a collection this size. That Adorno’s positions,
often argued from the rhetorical fringe, from a squeezed margin of experience at the
edge of the tidal currents of conformity, still elicit a mixture of provoked demurral and
exasperated forbearance, is continuing testimony to their incendiary nature. Despite the
occasional careless locution in this volume, they were never intended to be a fixed corpus
of dogma, but equally they are more than marginalia to an ethically frangible postwar
society and the sclerotic commercial culture that serves it, the arteries of which have
only narrowed further in the era of music downloads, online petitions and the bedlam of
social media. It would be possible to disprove many of the contentions Adorno advanced
throughout the forty years of his active intellectual life, and still not dispense with him,
because his theoretical practice is first and foremost a methodology, a matter of patient
negative attention to the enormities and calamities of the historical process and the
sufferings they engender, deny, and then aggravate.
STUART WALTON
Torquay, UK
AESTHETICS: A VERY SHORT INTRODUCTION. By Bence Nanay. Oxford: Oxford
University Press, 2019. 144 pp.

W

ith hundreds of titles in Oxford’s Very Short Introduction series, including volumes
covering most of the branches of philosophy, one may wonder why it took so long
to get one in aesthetics. Those studying aesthetics may not be surprised, but Bence Nanay’s
Aesthetics: A Very Short Introduction is a welcome addition.
Aesthetics has become too frequently discussed in the context of art, to the point where
any distinction between philosophy of art and aesthetics seems almost superficial. Nanay
addresses right away this common conflation by stating directly that aesthetics is not the
same thing as philosophy of art. “If an experience is worth having for you, it thereby
becomes a potential subject of aesthetics” (3). This claim, in a way, sets the stage for the
rest of the book. While many of our aesthetic experiences involve art, it is important to
realize, as Nanay notes, “Aesthetics is everywhere” (2). Aesthetics is the study of the
experiences that are evoked by objects, which include artworks but also goes beyond art.
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What does it mean for an experience to be considered an ‘aesthetic’ one? In Chapter
Two, “Sex, Drugs, and Rock ’n’ Roll,” Nanay cautions that we cannot be too inclusive,
which would potentially render the term aesthetics as almost meaningless. But where is
the line drawn? Nanay describes and dismisses as insufficient four accounts of aesthetics
that have been popular and influential: beauty, pleasure, emotion, and ‘valuing for its
own sake.’ While I won’t recount all of Nanay’s explanations and criticisms here, he
concludes the chapter by claiming that all of these different accounts point to one thing:
“what is special about aesthetics is the way we exercise our attention in aesthetic
experiences” (20-21).
To begin his discussion about attention, Nanay employs as an example the painting
The Fall of Icarus by Pieter Bruegel the Elder. When you look at this painting for the first
time, you are drawn to the foreground, depicting a man with a cart and beast. Then, your
eyes may move from the landscape to the seascape. Eventually, if you are concerned
with titles of artworks, you may wonder about Icarus. You will notice two legs (barely
noticeable) sticking out of the water on the right side of the work. Clearly, these legs
belong to Icarus. And now that your attention has found these legs, you cannot unsee
them and will be drawn to them. Nanay believes that your experience is now very different
from the time before you attended to these legs. Seeing Icarus’s legs now brings the
pieces of this picture together. In other words, when your attention changes, then your
experience will also change.
Attention, however, has its limits. People cannot attend to many things all at once, so
they have to make choices. After detailing some different ways of attending, Nanay
illustrates with a James Bond scene. Imagine that James Bond discovers a bomb that he
must defuse. He’s not exactly familiar with this kind of bomb, so he’s looking all around
to find the specific wire to cut. So, he is attending to many features of the bomb, but he
has a specific goal in sight. When having an aesthetic experience, the opposite happens.
We are attending to the various features of the object and looking all around it (just like
James Bond), but the difference is that we are not looking for anything specific. We have
no clear goal in mind. “Our attention is free and open-ended” (34). This kind of attending
suggests that aesthetic experience is the result of an action, and as such, it can take time.
But, as Nanay is quick to point out, attention is not likely the definitive condition of an
aesthetic experience. It is just that during an aesthetic experience we attend to the object
and also to the quality of the experience (and the relation between the two). This, in part,
is what makes these experiences personally significant to the beholder, and perhaps,
engrains it in our memory.
The next two chapters (Four and Five) concern the relationship between aesthetics and
the self and others. One of the more interesting historical ideas that Nanay wants to
overcome is that aesthetics is about making judgments. He argues that the rewarding
aspect is not forming a judgment, but rather “the temporal unfolding of our experiences
in aesthetic contexts” (46). The move toward global aesthetics helps advance this claim,
as most non-Western theories do not emphasize judgment. While it is clear that people
will have disagreements (ands strong opinions) about objects, aesthetics is not about
regulating or enforcing. In other words, aesthetics is not primarily a normative discipline.
Disagreements and agreements will happen, and, while there isn’t a right or wrong,
there can be accurate and inaccurate experiences. And this is why critics, for instance,
are so valuable as they help direct our attention to aspects of artworks that might otherwise
be overlooked. Nanay concludes by warning against an anything-goes approach to
aesthetics, and that it must be tempered with an aesthetic humility.
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This book contributes to a recent and positive trend in the field to make a sharper
distinction between aesthetics and philosophy of art. However, despite emphasizing this
distinction, this book still seems to lean too heavily on examples taken from art. The
main ideas might have been demonstrated in a stronger way had there been more
examples—there were a few—of attending aesthetically in other specifically non-art
contexts. But a major strength of this volume is the blending of philosophical insights
with research in the science of perception and with non-Western aesthetic ideas. Bence
Nanay’s Aesthetics: A Very Short Introduction is a good and insightful read for scholars
and non-specialists alike.
MICHAEL SPICHER
Boston Architectural College & Massachusetts College of Art and Design
KEYS TO THE BEYOND: FRITHJOF SCHUON’S CROSS-TRADITIONAL LANGUAGE
OF TRANSCENDENCE. By Patrick Laude. New York: State University of New York
(SUNY) Press, 2020, 404 pp.
“[W]hat is needed in our time…is to provide some people with keys fashioned afresh—
keys no better than the old ones but merely more elaborated and reflective—in order to help
them rediscover the truths written in an eternal script in the very substance of the spirit.”1
– Frithjof Schuon

A

remarkable facet of today’s world is the proximity in which diverse human beings
and collectivities find themselves. Diversity appears everywhere and is a hallmark
of our times. Yet how are we to understand this pluralism? Never have all the world’s
religions and their mystical dimensions been available as they are today, virtually at the
touch of a human finger. Now anyone can access the most esoteric teachings of the East
and West that were once made available to only those sufficiently prepared and qualified.
It is through a cross-cultural analysis that this book studies the corpus of the philosopher
Frithjof Schuon (1907–1998), a leading exponent of the perennial philosophy. This work
explores Schuon’s original vocabulary and his contribution to the field of comparative
religion through a cross-religious and trans-religious hermeneutics and understanding.
Patrick Laude has authored numerous books on esoterism, mysticism and comparative
religion. This work consists of ten very lucid and no less illuminating chapters: 1) Ätman,
Mäyä and the Relatively Absolute; 2) The Avatäric Mystery; 3) Upäya: Religion as
Relatively Absolute; 4) The Nature of Things and the Human Margin; 5) Trinitarian
Metaphysics; 6) Necessary Sufism and the Archetype of Islam; 7) The Divine Feminine;
8) The Yin-Yang Perspective and Visual Metaphysics; 9) The “Tantric” Spiritualization of
Sexuality; and 10) Esoteric Ecumenism.
The outlook of modernism and postmodernism essentially repudiates objectivity due
to its subjectivist relativism, which signifies an end to the alleged grand narratives of the
present day. This, however, flies in the face of logic as there is an obvious self-contradiction
here, because to reject objectivity is to undermine the premise of relativism itself. The
idea that there is no universal truth or that all knowledge is social construction that
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