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CONTEMPORARY AND MEDIEVAL ART
CONTEMPORARY ART AND REALITY OF SUBJECTS:

TURNING FROM SIMULACRA TO ACTUAL BEINGS
Abstract Contemporary art is aesthetically very attentive to subjects of different nature. We can watch this aesthetic attention both in following the ways of traditional genres and in discovering some new ways to express human meanings of things. Since times when ready-made objects were fully institutionalized as creations of art traditional and newly discovered modes of creativity in relation to things were set as equal within the artworld. Painting and graphics are dealing with different surfaces creating their new visual qualities with lines and colours, sculpture is doing the same with volume, ready-mades and installations are doing the same changing regimes of human contacts with classes of artifacts. When mixed and combined in the whole of contemporary art as aesthetic experience this relation to subjects turns reflection on subiectum esse, the only reality of actual existence possible to be ruled by a human subject. Subjective reality of artifacts turns the analogue of subjective reality of a human being that contemplates subjective mode of existence in its ontological qualities compared with mentally revealed concepts and signs dealing with being itself, esse tantum. This presentation is dedicated to limits ad unlimitedness of possible meanings of subjects in contemporary art.   
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THE CONCEPT OF A SUBJECT: REVISION
PHILOSOPHICALLY the concept “subject” appeared from one of two equal ways (suppositum, subiectum) of translation of Atistotle’s term “hypokeimenon” that in Physics (1) and in all Aristotle’s texts means an individual piece of being. These two forms of translation were elaborated in the Middle Ages in the process of Aristotelian revolution (G.K.Chesterton’s fine name from his St. Thomas Aquinas’ biography (2)) in Christian philosophy.  It was St. Thomas Aquinas who fully conceptualized this term of an individual subiectum esse in the case of which the essence is being combined from a form (which carries genus and species data) and a portion of matter actualized by it (materia signata) (3). 

The result of actualization – the matter lying under the form, or subiectum esse - is dispositonally qualified by the form but it’s also seriously dependent from the actualized matter.  This way essence of a human individual – a human subject – is being combined from the individual soul (form) and the individualized body (materia signata). Thomism as the philosophical stream based on St. Thomas philosophy of being was more than the others attentive to these historical origins of the term “subject” both on pure ontology (4) and ontology of art (5). But other philosophical streams if they in their aesthetic discourse were attentive to the questions of fundamental ontology followed the line of Aristotle’s hypokeimenon anyway as M.Heidegger did (6). Heidegger had had to reconstruct this Aristotle’s concept under the new name of dasein and this procedure let him to evaluate thingness qualities and thingness meanings of a work of art. 

It’is interesting that E.Gilson in his Painting and Reality noticed this situation, including the fact that Heidegger’s dasein could hardly add something fundamental for understanding being-here-and-now. He pointed the readers that dasein contained no mystical experience: it’s most valuable connotations are idiomatically expressed in English grammatical construction “there is…” and in analogical ones in other European languages, including German. 

We continue this philological observation stating that in theoretical language of philosophizing being under definite space-time conditions was fixed, as we have earlier seen, with translation of the Greek hypokeimenon into the Latin suppositum and subiectum, the shorter one of which was kept in theoretical use. In modernity in different theoretical fields meaning of this tern turned different but in some aspects of philosophical analysis we clearly see need to return to the fundamental original meaning of Aristotle’s Physics.  

E.Gilson rightly concluded that everyone who wanted to compare reality of things and reality of artifacts in different connotations had no other way than to discover again “down-to-earth realism” of Aristotle’s ontological teaching. He explained that Aristotle’s analysis had been based on investigation of how the works of art happened to come into being in the time of Antiquity. He also said that nothing had principally changed in this aspect from that time and so Aristotle’s Physics kept its value in the role of the fundamental philosophy of art. We must add that from the end of 1950s when Gilson’s Painting and Reality turned known there have appeared some new forms of artistic creativity and it has turned much more difficult to use Aristotelian terms for philosophical analysis of contemporary art but we want to show that the concept of subject hasn’t lost its possibilities for the one who wants to reach the universal level in understanding of thingness expressions in art.
                                     STILL-LIFE GENRE ORIGINS: INDIVIDUAL TEMPORAL FEELING
It’s a very characteristic fact that European art paid special attention to things simultaneously to European thought’s turn to an individual man as a special subject-matter of reflection. This was the period of early modernity, Renaissance, humanism and anthropocentrism. Still-life painting as an independent genre we can’t explain in division from studia humanitatis, the title under which all kinds of discourse on human participation in the universal order were united. Here we can watch analogy of forms of life and forms of thinking of which J.Huizinga wrote in his book dedicated to the time and the region of still-life’s appearance (7). 

Still-life as a genre is the unique case of early modern culture where new forms of life and new forms of thinking were not only analogical but united in one phenomenon. Still-lifes combined contemplation of changes in everyday life with changes in the position of art in early modern society and transformation in artistic thinking of a human individual who found himself open to experience of the universe. It must be put in the row of all humanistic and anthropocentric phenomena of Renaissance art which Renaissance artists themselves fixed in all forms of their studia (8). 

We can see elements similar to this genre in some pieces of painting of Antiquity. But this is occasional and exterior similarity, not analogy of the interior and psychical quality. Ancient painters paid their aesthetic attention to details of revival in cosmos, for them time was circulating and they didn’t need to stop it because they believed it could come back. Plants and animals, scenes of symposia and celebrations used to express the logos of nature with necessarity returning events in which a human person is involved in all aspects including perspectives of metempsychosis. This feeling was common, it occupied all forms of life and thinking. If we look again at Aristotle’s hypokeimenon we must realize that in his psychology it meant temporarily limited sequence a definite soul and a definite body. But Christianity changed temporal emotions in Europe. 

St. Augustine in his Confessions (9) constructed the new conception of time where there was no place for revivals: time was opposed to eternity, it was considered to proceed from beginning (Creation) to the end (Apocalypse). An actually existing human subject (persona) was supposed to be real only in one point – the present of present. What has passed according to the new doctrine must be called the present of past, because it was identified as recollection of the past in the present moment. What was expected to come was called the present of future because it was identified as imagination of future in the present moment. 

This feeling of time as a chain of unchangeable transformations tied with eternity by God’s Predestination was fixed in European cultural psychics during the Middle Ages and to the end of the 13th century turned absolutely archetypical (10). When medieval forms of life and thinking came under different circumstances to disintegration this feeling of time as unchangeable transformations leading to the end came extraordinarily realistic (concentrated on details) and melancholic (11), and this is why order of things with overtone of vanities pushed a new genre of still-life to artistic practice of the following periods of European culture.  As characteristic to temporal emotions of modernity this genre was transforming with all more or less important turns in European life and European thinking, and especially visibly transformed in late modern and post-modern (12) periods of art history.

MODERN AND POST-MODERN TYPES OF HUMAN RELATION TO THINGS
Individual liberties of modernity provoked extraordinary variety of human contacts with subjects. Freedom to choose clothes, equipment, technical means of comfort, and multiplicity of equal possibilities in same positions of skyrocketing human privations stressed consumers’ attention on friendly intellectual interfaces of things. Industrial era pushed forward such new form of artistic activity as design that is fully occupied with projecting such forms of things that could be in all relations friendly to consumers. 

Post-industrial era revealed the period of competition of design strategies thanks to which all levels of human privations – from absolutely utilitarian to privation in peak experience (13) - were involved in interfaces even of simple everyday things. For instance, such a well-known international manufacturer of home equipment as IKEA, basing on Plato’s ideas as patterns of right creativity (14), offers consumers not only comfortable things but friendly interfaces of home spaces. 

This marketing strategy, looking very easy, is not so easy in aesthetic aspect: minimalism using provocative simplicity of things allows consumers to pay their aesthetic attention to qualities that are higher than those that could be connected with things themselves – including those of peak experience. IKEA’s international commercial success is predominated not only with optimal correlation between utilitarian qualities of subjects and their competitive prices but with correlation of united thingness and non-thingness aesthetic meanings on one side and competitive prices, on the other. 

We discuss this case of very simple things produced with minimalist design qualities because non-thingness aesthetic meanings of things constitute the minimal level of the friendly interface of things that we discuss here. This is the base on which the contact between a human individual and subjects could arise into sort of an intellectual dialogue, but in full scale this dialogue could be developed only on the base of digital programming. It was the way which relation between human individuals and artificial subjects was going in industrial and early post-industrial periods. Post-industrial era developed digitally programmed regimes of interaction between a man and a device and it revolutionized human relations with subjects in general.

Industrial era and the early phase of post-industrial era lead to culmination of modern type of relation to things and to its evolution to post-modern type. Modern type of relation to things is concerned with preference to sensible aesthetic qualities in the choice of things for personal possession; post-modern type is concerned with preference to discursive aesthetic qualities in the choice of things for personal possession. Sensible aesthetic qualities are immediately manifested to the user of a subject, discursive aesthetic qualities are delivered to the user in dialogue interaction that involves references, quotations and other “rhetoric” procedures.    
READY-MADE OBJECTS: 
AESTHETIC REVOLUTION IN ARTISTIC RELATION TO SUBJECTS
We don’t need to discuss how ready-made objects occupied their current place in art, it’s very well explained by the institutional theory of art (15), but we want to stress attention on the fact that institutionalized change of regimes of attitude to these subjects without which this occupation was impossible didn’t deny but just transformed non-thingness meanings of these things. G.Dickie successfully exposed this transformation in the case of the famous M.Duchamp’s Fountain. 

In our analysis it’s significant to point at the circumstance that the revolutionary effort necessary to expose and to institutionalize ready-made objects couldn’t be initiated without previous long practice of still-lifes in catching non-thingness meanings of things. Institutionalization of ready-mades transformed all artistic practice with subjects having turned aesthetic attention of art from simulacra to full scale subjective reality of things. Post-modern type of relation to things made this attention discursively concentrated.

Contemporary artists of Russia, as an instance, have reached very serious success discovering new possibilities of non-thingness expressions with use of things – both ready-made objects and even their reincarnations in exotic materials capable to reveal new levels of discursive aesthetic qualities of post-modern artifacts. We illustrate this tendency with two works by Vladimir Kozin (Figures 1 and 2) strongly referring to the processes in art we have analyzed above.
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