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I would like to systematically formulate a ‘philosophy of authenticity’, first, from the perspective of certain cultural demands issuing from various artworlds in general. In this experiment, with this assembly of perspectives, I will then attempt to incorporate what works into forming a ‘critical ethical philosophy’, and, from there, then form a critical philosophy centered on ‘existential authenticity’. Thence, with such insights, demonstrate the existence of an existential dimension and the necessity that our awareness of its existence should play a central role in the pursuit of a critical-existential philosophy that is truly commensurate with lived-experience! (1000)


To begin with I think we need to make a distinction between, say, ‘objective authenticity’ and ‘idealistic authenticity’. By ‘objective’ is here merely meant ‘object instantiated’ and ‘instantiated within non-virtual time and space’ and where that ‘instantiation can be traced back to its origination by one or more instigators, or ‘authors’, in a certain period of time and location in space’ and ‘where copies may or may not have been created in either fungible or non-fungible modes’.
 In contrast, we have an authenticity of ‘idealistic objectivity’ when we can ‘sufficiently trace the derivation of its origination over a certain period of time by one or more authors, as actors, and where such productivity could be perfectly or less perfectly iterated more than once, albeit in virtual time and space, and, where such production could be treated as either fungible or as a unique non-fungible artefact or ‘token’’. Let me illustrate these distinctions. The Mona Lisa (La Gioconda) as a painting painted by Leonardo da Vinci can be considered to be a unique objectively instantiated work of art painted by this artist, whereas, in contrast, the La Giaconda in the Prada, considered now to be a copy painted shortly after the Mona Lisa by an artist conversant with the techniques of Leonardo and his atelier, can only be treated authentically as a ‘copy by some other artist or artists’.
 As for idealistic authenticity we could argue that a traditional originator of a poster of the Mona Lisa, once painted and then replicated, say, by a silk screen process or some other method of reproduction, has its authenticity re-centered in the issue/s of its replication. Yes, we might have an original objective instantiation of that poster, and, yes, we might have an objective authenticity of printing to the extent it is supervised within a certain time and place without inadvertent radical alterations to that image?
 However, definitions of authenticity need to shift when we consider the need to take into account multiple printings by different printers from or not from the same original plates in different periods of time. A prime example is the extensive scholarship present in the dating of prints by Rembrandt and a discernment there of which edition is involved in the printing of a specific print. All of which can make a considerable difference in price should that print be sold and bought in the light of such scholarship. In this regard we could say, when correctly identified, that a print ‘by Rembrandt’ is authentically presented when the edition as well is suitably described and involved use of the original plates for printing. But, of course, most prints ‘by Rembrandt’ were printed after his death, and many, or, indeed, most, did not have access to the original plates, and, it would be counter-intuitive to say they are authentically works by this artist who had died beforehand, but, on the other hand, if they were to involve the original plates, despite wear and tear to an acceptable degree, and the details of the edition were properly described then we could declare such prints to be ‘relatively authentic’ but only to the extent they would also be correctly described as ‘reissues’, etc. Now, the concept of ‘objective authenticity’ becomes even murkier. Say, a print maker very closely copies a print by Rembrandt but also signs their own name on the plate. Then, we could consider that print to be an ‘authentic objective iteration’ of ‘a work by Rembrandt as recreated by artist X’. Then, moving to a digital world we have a problem with objective authenticity because replication is no longer of an original painting or design, objectively instantiated in time and space. Instead, now transferred or situated alone in a world of virtual iteration or replication and, from there possibly, but not necessarily, treated as a format that might or might not be transferred to a more objective medium, i.e., reproduced in a more object-like form rather than simulated or resimulated via some form of an electronic device. In this type of format there is just no objective original, but, in the minds of its creator or creators their originality has overseen the production of an iterated or reiterated image that could be either iterated once, many-times, or, treated as a unique individual or set of individuals in a non-fungible format. Authenticity has taken an idealistic turn in the sense of being idealized, on an intentional level of formation, and no longer being found primarily transferred to an objective format; where such production may or may not have an ensuing directly instantiated objective correlate. We might say, instead, it more leaves only a ‘footprint’, or, a ‘digital footprint’ if we can also imagine that there is no ‘foot’ in the first place to leave such an imprint. E.g., some artists make only digital videos that can only be viewed on a digital device. A recent phenomenon is the presentation of such ‘objects’ to the art-market in a non-fungible form/at.
 (1001)


If correctly nominated, then, that nominated could be treated as authentically located semantically. Moreover, in the same vein, we would hope to also have correctly denominated relevant predicates and relations associated with that identity. That identity being treated either objectively, as having been instantiated in non-virtual time and space, and/or, idealistically, as having been only instantiated in some form of virtual time or space or through some form of ‘digital’ portal, or open or closed set of such portals that could be defined in such terms. Here, overall, however, we do have some leeway as to the relative accuracy of such denominations, and, an interface with processes of either confirmation and/or verification would play a role in the determinations of such denominations.
 These processes finding further rectification and re(-)normalization through self-correction, self-corroboration and self-assessment when and where applicable, etc. But, in moving towards a philosophy of existential authenticity a critical consideration of process itself must be focused upon. In this regard I have on a number of occasions argued that the experience of the existential orientation is distinctively experienced under the four headings of the temporal, spatial, subjective and intersubjective. In exploring the application of this epithet ‘authenticity’ to various forms of cultural activity and artifacts let me continue in this direction in order to articulate how these headings might be configured in an overall philosophy of authentic production and reception. (1002)


Exploring this concept of ‘authenticity in the artworld’ has many twists and turns. Already we have noted this distinction between objective instantiations and idealistic instantiations, along with ideas like originals, original copies, posthumously reproduced original copies, copied copies, ‘copies’ created as ‘recreations in the spirit of a certain artist’, copies that are outright fakes, and so on. From reflections upon such a long list we might also propose as a rule of thumb that authenticity, if not absolutely ascribed correctly, also comes in degrees whose degree of authenticity could be said to reflect either temporal and/or spatial proximity to the idealistic creation of that artwork in question, i.e., the imputed intentions of the arts or artists in question. Such ‘imputed intentions’ not being meant in any controversial sense: Rembrandt was an artist who saw himself as an artist and accepted payment for his work as an artist. Obviously, he didn’t paint in his sleep even if some of his ideas, as idealistically oriented intentions, may have arisen at such a time. In the same vein, our correct discernment of an intentionally produced product or service is indicative of the fact that some person or persons have intentionally directed themselves in the pursuit of the instantiated formation of such a product or service. This additional feature of being intentionally formed and instantiated differentiating such a product from being just a natural object or object-state as merely found in the natural world (or what is left of such a place or destiny). Even found objects artistically re-arranged, as an artistic genre, are to be treated as an intentionally formed work of art given the perceived presence of such intentionally directed rearrangement. (1003)


Hence, at this point, we might provisionally note the following rules:

1. That a determination of authenticity necessitates the correct ascription of authorship, i.e., an ability to correctly nominate in our semantic mapping the ‘location’ of that in question.

2. That basically produced by an author or group of authors, or on the instructions of an author or group of authors, moves the idealistic nature of an intentional product either to an objective instantiation or its virtual representation in an idealistic format. 

3. That a proper assessment of the authenticity of the objectivity or ideality to hand must either note a relatively correct description of its specified nomination or leave such nomination as open (to that extent such ascription is not definitively decided). (1004)


However, at this point we have dealt only with considerations of either production and/or reproduction and not directly with the perceived aesthetic or artistic pretensions of the artwork or artworks under such considerations. So, what allows us to differentiate a work of art from, say, a polystyrene coffee can or run of the mill pottery cup or mug, or, for that matter from a natural object merely found on a forested hilltop, say, in the form of an eroded rock or a well-weathered piece of wood? Without complicating matters let us just state: 

4. That an artwork has both intentional input in either its configuration and/or reconfiguration and apparently instantiated artistic pretensions, be those pretensions, as recognizable genres, either successfully or not so successfully instantiated.

5. That a certain work of art must be perceived as a work of art through apparently instantiating a certain artistic genre, set of artistic genres and/or a hybrid of such genres. (1005)


Moreover, intrinsic artistic success might be defined as our perception of aesthetic pretensions and their successful instantiation and an apperception of the apparent value of such instantiated pretensions upon aesthetically oriented reflection.
 Hence the following provisional rule:

6. That the aesthetic value of such perceived aesthetic pretensions can be evaluated, first, in accordance with the implicit or explicit rules of that genre/s, and, second, in accordance with our specific impressions of the aesthetic successfulness of such apparently reperceived aesthetic pretensions. 

7. That, generally, the appreciation of aesthetic pretensions involves some form of an assessment of the harmonic and harmonized qualities found to be co-associated with that format and form of instantiation.

8. That such artistic value can be perceived as an artistic or aesthetic excess in valuation arrived at through discerning a surplus over the investment of our interest.

9. That the evaluations of the such valuations can be considered from either subjective and/or intersubjective points of consensus.

10. That the relative extrinsic value of an artistic production or reproduction could be measured in the disseminative successfulness of that work of art which could also then be indirectly measured in the financial success or otherwise of that work of art in the overall art-market although we must also accept that such successfulness or otherwise will always be time-related.

11. That extrinsic successfulness or otherwise need not necessarily reflect intrinsic successfulness, and v.v. (1006)


Now, such ‘rules’ are provisional, have been and will be contested, but, at this point I would like to recognize the breadth of the artworld, from classical artforms to conceptual art, and, understandably, that not all forms of art can be easily subsumed under common definitions or rulings. However, I would like to preserve one idea as crossing not only the entirety of the artworld, but, also across all forms of communication and, indeed, as embedded at the very center of all lived-relationships, namely, the necessary existence of some form of harmonic treatment of intentional materials. This ‘insight’ stems from an understanding that all forms of relational interaction can only arise from the ongoing, qualified resolution of our representation of intentional materials as simulated or re(-)simulated in intentional consciousness as found, therein and thereafter, subjected to trans-intentional processes of judgmental appreciation. In effect, a harmonic theory of origination and reception is necessitated in our economic appreciation of that subjected to such appreciation, be it either aesthetically oriented and/or otherwise. That, in effect, our perception of our relationships is the result of the relatively successful resolution of those intentional materials read as either relatively consonant and/or relatively dissonant. That the ensuing perception of a relationship is directly related to the relational excess in evaluation arrived at. Hence this embedded relationship between ‘evaluation’ and ‘valuation’, and v.v. To be rendered as currently ‘actualized’, in either a non-virtually objectified form and/or virtually idealistic form and where the entertainment of that harmonic relationship must be both currently ‘ongoing’ and ‘qualified’. I.e., as argued elsewhere, the harmonic economy is that which arises between a relative background of consonance, foregrounded dissonance, and ongoing resolution that cannot involve the perfected exemplification of either one or more of these three dialectical moments. Mere consonance, and no relationship is sparked.
 Sheer dissonance and whatever modicum of a relationship is tentatively formed is immediately disrupted, shredded, and destroyed (both metaphorically and literally). Similarly, a process of perfect resolution realizes the immediate ‘death’ of that relationship. Hence the necessity for a ‘qualified’ or ‘non-fully arrived at process’ of resolution to be in place for that relationship to be simulated in intentional consciousness, and, that from such ongoing resolution there will arise a certain value as the relative excess of that valuation to be experienced over the value being originally invested in that act of either origination and/or reception. In our reception of many forms of artistic production that excess can be directly related to the apparent aesthetic merit of that artistic production or artistic reproduction. I.e., the apparent richness of experience to be experienced above and beyond that merely invested in the reception of that work of art imputed to be a ‘work of art’.
 That, similarly, nature, too, can be subjected to the same type of appreciation, and, there we discern to what extent the aspects of nature being ‘looked at’ also appear to deliver an apparent surplus over that invested in such reflections. Hence our experiences of nature as potentially ‘sublime’ or otherwise. In a recognition of this aesthetic reception of an ‘existential excess’ as an ‘existential surplus’ in e/valuation let me propose the following provisional rulings:

12. Apparent aesthetic merit can be discerned through an apparent appreciation of the degree to which an existential surplus is discerned in aesthetically oriented forms of appreciation. (1007)

That such e/valuation of the degree an existential excess in such relational appreciation is apparently present is also a direct measure of the apparent relational facticity that that relationship has for yourself either at that moment in time and/or in that overall period of time. Let me put that in the form of the following ruling:

13. That the degree that this existential excess is being experienced or could be experienced is also indicative to what extent that relationship in question is in existence, above and beyond its mere material being (or ‘footprint’), for that person involved in that specific relationship. (1008)

Obviously, those relationships that are more central or important to who we are in this world with(-)others being experienced more intensely, and, therefore, as more ‘closer’ in psychic proximity for(-)us in our relational mapping of our (shared) sense of world. That our relational mapping of the world would note which relationships are relatively more prominent for us. (1009)


Let me now reflect on how we might redefine this concept of aesthetic authenticity in the light of this assortment of provisional rulings as just noted. (1010)


We might tentatively say that our experience of apparent artistic authenticity is relatively present to the same extent when we find to also be present various essential or necessary forms of alignment as found to reflect these rulings as just enumerated. So, e.g., this painting of the Mona Lisa (La Gioconda) is seen and treated as a genuine painting painted by Leonard da Vinci. Whereas, on the other hand, La Gioconda, in the Prada, is ‘authentically’ only a copy painted shortly after the Mona Lisa by an artist or artists in all probability closely associated with that workshop of Leonardo da Vinci. That an issue of a print created by Rembrandt from the plates created for him is more authentic if it were assessed as printed close to its first striking and within the lifetime of that artist rather than if reissued posthumously, or when the plates used that have, themselves, been copied, etc. Hence: 

14. The provisional principle of a relativity in alignment where there is either an accepted identity with or a relatively proximity to the general, overall temporal/spatial origination of an artwork by its author or authors (whether cast in an objective and/or an idealistic format). (1011)


That, this principle of a relativity in alignment accepted, we could also argue that our reception of such aligned authenticity is amplified to that extent an existential excess is also discerned as capable of being reiterated in such e/valuation, and, therein and thereafter, as marking out such objectivity or ideality as commensurate with its status as an artwork to that same perceived/apperceived degree. So, e.g., pictures unskillfully painted by either children or other amateurs, or, indeed, even elephants, can all be treated as art-works, but, that only those art-works that demonstrate a considerable aesthetic sense of apparent value would and should be treated as successful instantiations of their genres, be such a consensus of opinion formed either subjectively and/or inter-subjectively. Hence this tentative observation:

15. That full or partial alignment with the nominated origination of an objective or idealistic work of art has the apparent value of its identity as such amplified to that extent it is also capable of generating a relatively pronounced existential excess in our reception of that art-work as an ‘art-work’ should it be treated as a work of art capable of reiterating such an assessment from either a hypothetically-oriented intersubjective perspective, or, better, from the ensuing consensus arising from a communally oriented form of assessment.
 (1012)


As implied, not all serious works of art, either in their day or in some other time, will be duly appreciated as ‘aesthetically oriented works of art’ and as excellent instantiations of their genres. On some occasions, even the reflections of the artist or artists concerned in a certain process of aesthetic production might not fully appreciate the relative merits of their own production. But, it would be very safe to say that given the intentional patterns of resolution necessary for the very formation of an art-work that all art-works will be found to possess a certain value in excess of that merely invested in their reception. Of course, it just happens to be the case that some art-works are generally found to exhibit a much greater degree of an aesthetically received sense of value, but, as to the extent that an estimation of such an ample surplus is effectively present, let us leave an e/valuation of such an aesthetic appreciation of such aesthetic pretensions to ‘the viewers, connoisseurs and art-critics themselves…’ Hence:

16. All works of art are ‘works of art’, but, not all ‘works of art’ aesthetically present a prominent surplus of e/valuation, that, therein and thereafter, mark out such productions or reproductions as ‘greater works of art’. (1013)


To date, we have more considered matters of aesthetic reception. Let me now redress this imbalance by focusing more on aesthetic origination, and, preferably our perception or apperception of a co-associated degree of authenticity to be thought to be found in the creation of such production or in the recreation of such reproduction. (1014)


In a sense, all works of art are meant to be re(-)performed. Passively, say, in our perceiving a painting to have been painted, etc., or, actively, say, in the watching of a play as its plot is unraveled before us, etc. (and with which the audience will then passively identify with that dramatic unfolding). In another sense, through the dialectics of transcendental absorption and detachment, there is no distinction to be absolutely made between such active and passive versions of aesthetic reiteration. In essence, our identification, then, is more with that work of art per se, as being received, rather than with either the (passive) representation (as in, e.g., our reception of a painting) or the (active) representing of such (as in, e.g., the production of a play). But, in this transcendental reception we can also loosen this distinction between origination and reception on the grounds that the original resolution of the aesthetic and non-aesthetic intentions of the artist or artists will find themselves, effectively, as correlates deposited in the presented form of that art work itself. ‘The painter paints a picture with paint’ and from that painted surface ‘the viewer perceives a painting having been painted’. That the general forms of the resolution experienced by the artist, deposited within the productivity of art-formation can, to some extent, be re-experienced by the person receiving that work of art. That the skillful artist, through their aesthetic ‘writing’, will provoke the receiver of their art work to be aesthetically ‘read’ by the reviewer of that art-work. In such a parallel, however, I am not insisting that this correlation is perfectly reconstructed by the reviewer, but, at the same time, just as the writing in a novel can be successfully read that this applies equally, albeit with all relevant qualifications, to our reading of an art-work in general. Of course, cultural considerations will enter into such ‘readings’, but, that even between cultures relatively successful aesthetic readings can still be conducted to some extent or other. Witness the early twentieth centuries appreciation for African art. Or, the dissemination of the all-pervasive image of the Buddha in the Western world; even if instances of such appropriation, or misappropriation, are not fully concordant with that as would be found in their parent cultures.
 In the light of this observation we might say:

17. That aesthetic intentions, through processes of intentional resolution, are written into a work of art whose genre, in being understood, should help us to appreciate how to read such productions and reproductions, to some extent, through the re(-)simulated reconstruction of such apparent ‘simulated’ processes of resolutions. (1015)


That a ‘good’ art-work must also be good at assisting us in this process of reconstruction. Hence:

18. The work of art that better assists us in discerning its aesthetic e/valuation is better work of art for that assistance (even if, in our estimation/s, the aesthetic merit of that same work of art barely deserves to have had such assistance). (1016)


Often a work of art has what I call an ‘aura’ that announces it as a ‘work of art’, even if such an ascription is barely merited. Hence the fine dust jacket on the hardback printing of a novel, a frame around a painting, a pedestal for a sculpture, a moment of silence before the rendition of a piece of music (and the sound of clapping afterwards), the presence of an art gallery or the placement of china in a glassed cabinet, and so on. The subtle signal being given by an aura is an alert that we should seriously contemplate what is being ‘encased’ with that aura. So, in the light of this observation:

19. Works of art are usually surrounded by auras that also alert us to the fact that aesthetic contemplation should be suitably enacted. (1017)


It is also an observation that markets often reward these perceptions/apperceptions of an apparent aesthetic authenticity. So, example, a ‘great’ novelist will often have their name written in a larger typeface than that as used for the title of their novel. Or, e.g., authentic examples of Chinese porcelain at auction can be sold for millions of dollars whereas very good copies of these same wares, ostensively, very close in their resemblance to the former, might find a price of only a few hundred dollars or so. Or, e.g., interestingly, among book collectors, a successful author who signs a copy of their latest novel, preferably as a first edition in a first printing, might find that that copy could be sold with a premium over other copies that are either not signed or are not so-called ‘first editions’. Almost, as if the author in merely ‘touching’ that book imparts some semblance of a greater authenticity to that volume itself through the proximity of their presence to this work of theirs?
 Or, why serious collectors in the market will pay a considerable premium for an authentic antique rather than a mere reproduction however well done that reproduction imitates that which it also emulates. Or, in the same vein, why holding say a Sung dynasty tea-bowl might be regarded as somehow, somewhat magically, returning us to the perceive ‘ethos’ of that distant era. We might rationalize such a perception/apperception on the grounds that the aesthetic aspects of production are such that the ethos of the period is also essentially stamped upon the iconic production of that era, usually, but not always, on items that were perceived as ‘items of status’. Items usually reserved only for either the powerful, wealthy and/or much esteemed. That, even today such status items are being re-perceived once more as cultural items of status in their adopted cultures, albeit as also being seen as prestige artefacts emanating from an exotically different and distant culture… (1018)


The subtle and not so subtle presence of auras reminds us that aesthetic reception is a serious process and that, by association and appreciation, aesthetic origination is also a serious business that should be duly recognized as such.
 Such a ‘narrative’ is further reinforced when artists tell us, e.g., how they seriously arrived at their works of art perhaps by going into a retreat in some form to create their ‘lonely’ works of art, or, the many years spent searching for their story to tell, or how many times they had to practice such production before getting it right, and so on. That a mythical-like narrative is often told that strongly suggests that only through serious effort, a mind purged of the scourge of ego and aesthetically concentrated on the task to hand, can an art work be either successfully originated and/or truly received. But let me relate the following anecdote that both deflates and confirms this type of artistic myth ‘that only when we seriously attend to a work of art can we truly appreciate its aesthetic dimensions’.
 (1019)


Some years ago, I helped a musician friend of mine organize their organ concert put on in a church in Sydney which possessed a very fine example of an organ. The program was entirely devoted to the organ music of Johann Sebastian Bach. The first half of this concert was superb, and, the second half was just as wonderful. All in all, a very elevating experience listening to such ‘divine’ music. On getting a ride home with this musician a small group of us were shocked to find out that throughout the second half of this concert the organist had been experiencing ‘murderous thoughts towards their page-turner’. He could smell whisky on the breath of this person and inferred that the only source of this alcoholic beverage could have come from his emergency bottle stored in his music case. Ever inhabiting very cold churches, it was his custom to use a little in order to warm up before the commencement of those many sessions when he practiced those pieces for an impending concert. So, even though, as a member of the audience, we were in a continual state of ecstasy listening to such ‘divine’ music all through the second half of that concert this organist has thoughts of ‘strangling’ his unwitting page-turner totally unaware of such thoughts. Needless to say, we never saw that page-turner ever again although, it is safe to say, he was not murdered except, perhaps, ‘metaphorically’ and ‘ever so discreetly’ as we only became aware of the organist’s account of this affair on the ride home. (1020)


Exploring this anecdote suggests to me that even though this organist was ‘thinking homicidal thoughts towards their page-turner’ that they still must have had enough ‘presence of mind’ to perform those pieces in the second half of that concert. We might even suggest that with ‘an ego distracted by such murderous thoughts’ but also rendered disengaged whilst that person was seriously engaging the task to hand that this musician may well have found a useful technique to overcome various anxieties like nervousness, worries about which fingering they will finally adopt on the day, whether the audience will appreciate their efforts, whether the organ was properly tuned beforehand, and so on. Almost as if the emotional energy that we might feel, either inside or outside that art-work, needs to be seriously channeled into the performance of that art work in question, be that either in its origination and/or its re-origination through its re-enacted re-performance, and so on? That, in essence, emotions are to be had in the origination or reception of an art-work, but, only when entertained in their proper sense of place, so to speak. Perhaps, more as the ‘fuel’ to drive such a performance, but, not allowed to distract or de-center such production or reproduction. But, such subsidiary issues deserve to be explored elsewhere. Here, the primary consideration is that there is a need for a certain degree of authenticity in the origination and reception of an art-work, and, in understanding the contours of this aesthetic authenticity we might then be in a better position to understand ethical authenticity and, thence, existential authenticity… as we find our passages through this overall world of life both enacted before-others and for(-)others. That the very semblance of freedom that we seem to enjoy can only be experienced through lived-experience, i.e, in and through our relationships with-other and in no sense otherwise despite this nonsensical myth, ever promoted in this neo-liberal era, that we should only be purely self-made, successfully advance through mere competition, and so on… (1021)


In the light of this exposition to date we might say that aesthetic authenticity, in both origination and reception, in either objective formations and/or idealistic formations, necessitates our coincident or relative proximity to such authorship, and, that, through forms of serious integration and centering, a sense of the authentic is able to be either produced or reproduced. Or, i.e., that the harmonic intensities of the art-work, as authored by artists, stem from the relatively successful resolution of those dissonant aspects experienced through those texts in question as conducted through the consonant structures of those genres that give form to such aesthetic productions and reproductions. Hence these ideas or concepts of original authorship, ‘proximity’, resolution, successful harmonization of the dissonant, an ability to effectively re-read aesthetic intent above and beyond the mere cultural writing of such intentions, etc? Not that such ideas should necessarily be read in a definitive form. All these concepts have their problematic and controversial issues. The rulings suggested being treated as provisional; as but first steps in exploring this field or topic of aesthetic authenticity as experienced in the art-worlds of origination and reception, of production and reproduction, whose ideation becomes instantiated within objective formations and through their idealistic counterparts, and so on. (1022)


Now, to what extent is it possible that such concepts could be applied to ideas about ethical authenticity (and thence from there to this imputation of a central dimension of existential authenticity which is all too often overlooked by philosophers and other disciplinarians… along with the world of secularists in which we also all reside). For a start, from this open concept of ‘authorship’, we could envisage, in ethically oriented interactions, ‘human subjectivity’ as the ‘bearer of responsibility’, and, from there that such ‘agents’ are perceived to be ‘acting authentically’ when ‘suitably aligned with the more beneficial trajectories available to be enacted within the domains of those same relationships’. So, e.g., on a hot day if you were walking through the Australian bush and you came across a person who looked quite faint and who told you that they were very thirsty, and, you had water to offer them, it would be your duty as a ‘person who cares for others’ to duly do so. Or, to see to it that they got some water from a nearby creek or river, or from a convenient pond or puddle. There should be nothing contractual about such an attitude.
 In a compactual spirit, you would see to that that person was adequately watered. You might also enquire as to where they have come from and where they were intending to travel to and to the best of your knowledge ensure, through this form of an intervention, that they were heading in the right direction in a manner equipped to succeed in such a mission. Through such simple ministrations, at the end of the metaphorical day, we would have two individuals who were still alive rather than one person alive and the other person dead from dehydration. From my experience in India, in the intense heat just before the breaking of the Monsoon, I know the latter can visit you very, very quickly. In a cooler climate, e.g., you might have need only of a small bottle of water for the afternoon, but, in a much hotter clime you might very well need to drink that same quantity every hour. The world has invested much in our existence and to lose one person before their time renders this world that much the poorer for this loss to have occurred. Then, from a relational perspective, albeit with ‘existential discrimination’, we should view all potential relationships as if a possible well-spring of insight, good fortune, etc. (1023)


From this simple scenario, what ethically oriented inferences might we infer? For a start, human authorship needs to observe a certain degree of responsibility commensurate with the nature of those relationships within which such responsibility ‘needs’ to be exercised? In terms of this apparent ‘imperative’, we would observe that the complexity of this ‘need’ entails a sense of responsibility that is enacted through a mix of either actions, non-actions and/or deferred forms of enaction; that this imperative has either a simplicity or complexity of deontological, pragmatical and/or aesthetical flavours; operates on the principle of an engineered, ongoing harmonization exercised through a resolution of certain ethical forms of dissonance as discerned through the lens of the consonant expectations of certain ethical-cultural genres whose mix of principles should be seen to act as generalized principles, acting more as ‘guide-lines’ only; that such ‘positions’ are either coopted in our interventions with others or exercised through a process of negotiated cooperation… In this vision of a situational ethics, the suitable discharge of our overall sense of responsibility can be re(-)e/valuated in those terms that either retrospectively, currently and/or prospectively anticipate to what extent we have either suitably created, preserved and/or conserved a valuational formation
 that contributes to an enrichment of those relationships within which, at this moment in time, such future expectations and more immediate anticipations are being exercised. (1024)


Given that we entirely find our freedom to either act with(-)others or appear to act on our own, basically, through having already worked with(-)others in such a manner that now permits us to either continue to work with(-) others and/or work with our more limited senses of self. Therefore, whatever amplifies this broad sense of freedom, both collectively and individually, could and should be seen as relatively ‘ethical’. Indeed, ethical authenticity necessitates this form of an alignment with(-)others in order to then extend this currently enjoyed degree of freedom that is already shared and that will then be either further shared and/or taken up to be expended by ourselves in a more intimate sense of freedom. Most people on this planet Earth, e.g., are never in a situation where they could make a simple cup of coffee entirely through their own efforts. Now, that being so obviously the case, why do people then insist that they have a freedom to do their own thing when such an exercise is already predicated on the cooperative backs of others? For ever and a day, only on the pre-existing basis of this vital cooperation already being enacted between others can we then enjoy this illusion of a sense of freedom directed through our own efforts.
 Of course, the more such cooperation is mutually enriched through ‘our own efforts’ in such participation, the greater this more superficial form of freedom can be then both collectively and individually enjoyed by all parties concerned. (1025)


Through such ‘cooperation’ with others, through a mix of relative ‘co-operation’ and ‘co-option’, just how is responsibility derived given that merely responding to others cannot account for this more refined (pro-relational/transcendental/trans-cognitive) concept of responsibility’?
 (1026)


Without an understanding of emergence, we could make little if any philosophical progress in this same regard. On the other hand, from ‘mere responding’ we could discern a sense of ‘responsiveness’, and, when that ‘responsiveness is responsive to the fulfillment of a wide range of needs’ then we may well envisage a sense of ‘responsibility emerging from our consideration for others’ in the reciprocated necessity that they, too, will either directly and/or indirectly ‘look after us’. That, just as we can enjoy our own cup of coffee borne through the cooperation of others so, too, can we enjoy a sense of personal freedom thanks to the cooperation of others likewise. (1027)


To expedite the aspirations of our own selves we considerably need to take into account the complex aspirations of others as well. In effect, through a web of arbitrated agreements negotiated with others, and negotiated by(-)other for(-)us, through a mix of co-option and co-operation, we then arrive at a point of being able to enjoy what freedoms we find there-for-us along with the absence of those freedoms that may not be there-for-us given the exigencies of our having to deal with others in a world of competing nations, political polarization, processes of acculturation, de-democratization, divisive politics, rampant forms of exploitation, and so on. On the other hand, we could also be optimistic since we can never be completely bereft of all senses of a personal freedom since we still remain, hopefully, in a position to secretly and quietly exercise and review the unravelling of our own intentions, and so on. Indeed, at all times, even if only as a hypothetical option, we could refuse to cooperate, be that through either co-option and/or co-operation. Indeed, imagine if most people in a community or organization or nation decided to just not cooperate on certain issues then their political rulers would immediately find themselves completely emasculated and rendered completely powerless. Sadly, in the light of this one primal fear, those in rulership continually rue the possibility that one day this loss of power could become, through such a loss of authority, a fait accomplir… in the thought of such an event some authoritarians endeavor by all means possible, usually non-existential in orientation, to put off this occurrence in ‘regime change’….
  (1028)


So, responsibility must be seen as an ‘emergent phenomenon’ (like all complex phenomena). In a ‘responding to responding’ we engender a sense of ‘responsiveness’, and, from a perceived ‘responsiveness to responsiveness’ the semblance of responsibility could then very well emerge..? (1029)


Just how should we either (intentionally) perceive and/or (trans-intentionally) apperceive this phenomenon of responsibility in terms of an authenticity of the enaction of our ensuing relational trajectories? (1930)


An ‘authentic sense of responsibility’, perhaps, could be defined, provisionally, as ‘an alignment with the essential nature of a certain relationship when those causal trajectories enacted within the context of that relationship (either through acts of commission, omission and/or deferral) can be seen to positively contribute to the overall, relational richness of that engaged relationship’. (1031)


Hence, in a provisional format we could say the following:

20. That responsibility within a certain relationship is derived from a responsive sense of overseeing a choice in the possible causal trajectories to hand and where such enaction more likely positively contributes to an amplification of overall relational richness engineering, by such means, a more refined sense of relational self-re(-)alignment. (1032)


Given that we live like ‘relational fish in a veritable sea of relationships’ we can extend this definition by noting:

21. That responsibility, exercised between and through our relationships, is arrived at through a responsive sense of an ongoing, overall alignment with those causal trajectories that more positively contribute to an overall amplification of relational richness to be shared by those overlapping relationships and their interacting participants. (1033)


But, we do not live in an ideal, mono-cultural sense of a world, and, so, we must accordingly accept that we may well fail in meeting such high(er) standards:

22. That a sense of responsibility demands we are responsive to our relationships to the best of our abilities in such a manner that we still generally engineer, on balance, the enrichment of a more positive sense of well-being both for(-)others and for ourselves. (1034)


Responsibility also seems to come in degrees of either responsibility or non-responsibility given that not all relationships are equal, and, indeed, where not all participants in a specific relationship can be equal in their power-relations. Or, more correctly, as every relationship and every individual is unique it follows, correctly, that no relationship is ever equal to any other and that they can only be observed through provisional forms and degrees of relative equivalence or non-equivalence, etc. Hence:

23. As every relationship and every individual in a relationship cannot be equal, given the uniqueness of their individual existential descriptions, etc., it follows that power-relations between such elements must be both different and changing given that such relative differences, as differentials, must observe ever changing circumstances however subtle such perturbations in their ensuing trajectories are found to be observed. (1035) 


However, such differences cannot be absolute for then there would be no relationships. Because relational resolution is entertained through a harmonic relationship being entertained between such relative consonance and such relative dissonance. Hence this ensuing dialectic to be observed between relational integration/s and individual sense of differentiation exercised within those essentially integrated fields. Hence:

24. The integration of relational differences in our relationships must be progressively harmonized to some extent otherwise such relationship could not be either created, preserved and/or conserved. (1036)


Given this fluctuation in the relational richness in valuational formation being observed in a relational context, that relational fact granted, we are now in a position to introduce a definition of the existential by reference to such materials. Namely: 

25. That ‘an amplification in the overall relational richness of a relationship’ can be equated as ‘relatively existential to that same extent’, and, that ‘a de-amplification in the overall relational richness of a relationship’ can be equated as ‘relatively non-existential to that same extent’. (1037)


That, in effect, by traveling this path from aesthetic authenticity to ethical authenticity we can, through a process of further extrapolation then trace out the contours of an existential dimension that is none other than a relational dimension treated as qua relational in orientation. That, by the same logic, a process of de-existentialization must entail a de-enrichment of relational connections within the context of a certain relationship. But, given no relationship can be completely de-existentialized and still persist as that relationship in question it follows that no relationship can be completely de-existentialized. Similarly, no relationship can be infinitely enriched (as would follow from the pre-existence of access to an infinite economy), and, therefore, processes of existentialization and de-existentialization must be circumscribed by the relative forms of relational limitation as would naturally pertain to that relationship under consideration. Moreover, it would also follow that as relationships are successfully enriched through ongoing process of relational resolution that existentialization must be of the relatively non-existentially non-resolved, and de-existentialization must be of the existentially resolved (as long as such processes are conducted within the natural limits of that relationship as found situated in the immediate world of its relational context). Hence:

26. Relationships are realized through ongoing processes of resolution.

27. Relational enrichment, through additional processes of resolution, can be reviewed as relatively existential, whereas, conversely, relational de-enrichment can be reviewed as relatively non-existential in orientation.

28. ‘Existentially oriented enrichment’ is realized through ‘resolution of the relatively non-resolved’ and ‘not of that already subjected to ongoing resolution’, so, conversely, de-existentialization must be observed through the ongoing loss of such resolution.

29. That the relative intensity of existentialization is a direct reflection of the degree of additional resolution that is taking place, and, the loss of relative existential intensity in ongoing resolution realizes an equivalent sense of de-existentialization. (1038)


And, by reintroducing this broad concept of authenticity, as a reflection of the alignment a relationship objectively has with its potential ideality, we might surmise that:

30. That the relative authenticity of a relationship is met when it existentially realizes its potential richness for full enrichment through those forms of resolution that oversee, accordingly, this process of existential transformation. (1039)


As implied, the existential dimension is none other than this relational dimension as realized through ongoing processes of resolution. Hence a ‘pro-relational attitude’ must equally be a ‘pro-existential attitude’, i.e., an ‘existential attitude’ per se. Moreover, we could also argue that the relational richness of a relationship is equal to the facticity of that relationship by virtue of the fact that a relationship cannot be merely reduced to its material basis, and, therefore, this existential dimension must also take into account the existence of this inescapable ‘presence’ of an existential surplus or excess in valuationalformation as realized through such ongoing processes of resolution. (1040)


Hence the relative non-reductiveness of this relational sense of ‘presence’ along with a license to critically use such a circumscribed concept within the transformational bounds of a relational philosophy as here philosophically outlined.
 (1041)


Furthermore, we should note that in establishing this sense of an existential philosophy we need to supplement this concept of the existential with work previously outlined earlier. Namely, e.g., that our experience of the existential orientation or dimension has quite a different and distinctive flavor or complexion to relatively non-relationally oriented experience. Hence our direct, distinctive experience of existential hallmarks and the indirectly inferred semblance of the existential in existential indicators under the four headings of the temporal, spatial, subjective and intersubjective through noting instances of synchronicity, simultaneity, spontaneity, the semblance of the ahistorical or eternality of the moment as the living present in lived-experience; the semblance of the trans-geographical; the trans-subjective and trans-intersubjective through experience the relational nature of a relationship in non-material-like terms of reference, e.g., in expression of loved that a relationship ‘shares’ with its participants in keeping with the nature of that relationship, etc. That from a collective point of view, from the perceived or apperceived perspective of the relationship itself, that certain disruptive relatively degrees of transformational re(-)constitution can be experienced in the course of the ongoing devolvement of that relationship itself along with intimations of a freedom coincident with that same sense of an existentially oriented process of transformation. But, for the moment, let me leave this explication of the existential dimension in order to take up the critical concerns central to the primary topic of this extended-essay. (1042)

That from this theoretical delineation of authenticity in both aesthetical and ethical production and reception we should be able to better delineate the phenomenological and hermeneutical natures of the existential dimension, and v.v. That in a recognition of this observation, namely, that the critical and existential are coincident with each other, the full explication of a critical philosophy cannot escape the necessary, central incorporation of a pro-relational existential philosophy. Hence the need to understand both motivation and the ensuing consequentialism of such considerations regardless of whether the focus of such concerns is relatively philosophical or non-philosophical, disciplinary or secular in orientation! (1043)


Accepting the necessary incorporation of an existential approach in the pursuit of a critical philosophy the following scheme is proposed as one efficient method by which the committed philosopher might profitably discharge their professional objectives through observing the circumscribed exercise of the critical contours of this profession. The following threefold approach is summarized under the mnemonic headings of ‘deconstruction, re(-)construction and motivation (or ‘consequentialism’)’.
 Let me first outline what is being intended and, then, closely observe the contours involved that might ‘safely’ guide us in the critical explication of this discipline by adhering to such guidelines. (1044)


Taking a classification recently proposed
 that involves the dividing of the philosophical life-world into a first division and a second division we need to note that the latter needs to be seriously deconstructed in order to then re(-)construct our philosophical discourses in a more open mode that is receptive to critical, existential considerations, etc., rather than the corrosive, unproductive, misguided machinations of various schools of thought who remain unable to rise above their demonstrable levels of metaphorical abuse, etc. (and, therein and thereafter, ensuing non-metaphorical forms of subsequent abuse, as a disciplinary consequence of their lack of insightfulness, etc.). The idea of ‘motivation or ‘consequentialism’ is to recognize the need to understand why we would endeavour to conduct our disciplinary research within the approaches of a first division and not within the unproductive and disruptive embrace of a second division. This recognition entails our ongoing openness to the phenomenological reality of lived-experience in the form of our analysis of identified texts; a clearer delineation of the hermeneutical contours of all relevant meta-textual considerations to be realized through such investigations; and, an existential awareness of the ramification to be co-determined from an examination of all co-associated non-textual simulations, etc. Sadly, much of the professional philosophical world needs to be relegated to this second division… and suitably deconstructed in order to then ensure that we concentrate solely on the re(-)construction of our philosophical discourses in a critical mode receptive to the existential consequences of such deliberations. Such motivation being directed theoretically, practically and critically and hence the ongoing refinement of our theoretical techniques, practical applications and the formation of insightful critiques supervising the former. (1045)


Although much of the current philosophical life-world deserves only to be relegated to a second division for reasons that will be soon announced and demonstrated let re-nominate this classification as follows: Contra-Closure and Pro-Closure. (1046)


The guiding principle behind this threefold scheme is that we desire to observe that our motivated-consequentialism will attempt to oversee an existential critique of the topic currently to hand. That this mission necessitates the ruthless deconstruction of all those second division philosophies that might otherwise intrude on an ongoing first division approach. In the ‘watering and weeding’ of this specific life-world we need to weed out through deconstruction all second-class forms of philosophical interference so that we can then concentrate on developing a first-class research approach to the topic to hand. Noting, of course, that we need to be correctly motivated both as to how we go about this discipline and the ramifications that might, therein and thereafter, unfold from the pursuit of such research. (1047)


Ideally, this (critical clarification of our) motivation should be the very center of our research. The pursuit of a discipline should be engaged in order to contribute a surplus of value that overflows and flows well past the boundaries of that same discipline. Indeed, a clarification of objectives that supply various productive insights that better facilitate our individual and collective passages through this overall world-of-life, both before(-)others and with(-)others…
 (1048)







        Noël Tointon, Wentworth Falls, 3.4.21.
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� 	Non-fungible tokens are blockchain assets that are designed not be equal. A movie ticket is ticket is an example of a non-fungible token. Such a movie ticket isn’t a ticket to any movie, anytime. It is for a very specific movie at a very specific time. Technically, it might also be considered to be ‘your’ ticket and not something that can be used by anyone else, like, e.g., a ticket for air travel which must also align with your passport or visa, etc.


� 	On my first trip to Europe I had the good fortune of being able to study closely both paintings a few days apart. La Giaconda in the Prada first. Then the Mona Lisa in the Louvre. On a much later trip to Europe I was much saddened by the fact that you can no longer get close to the latter. The many rows of viewers, with their cameras and mobile phones, are kept so far away from this painting that they may as well have put a poster of the Mona Lisa there to be flashed at ten thousand times a day. On the other hand, thankfully, a small number of paintings by this same artist near the entrance to this room are often being overlooked. Alas, in a world of tourists, who no doubt will return with a vengeance in a post-Covid era, travellers, too, will inevitably find themselves increasingly overlooked.


� 	Taking into account variations in the printing process itself and/or the desire of the artist/s to offer variations in the print run. E.g., prints by Yoshida Hiroshi (and his son Toshi) where alterations in colour are intentionally meant to suggest different times of the day. 


� 	Prime examples of recently sold non-fungible artwork selling for an impressive some of money can be found listed on Wikipedia. The current record price being US$69.3 million paid for a Beeple’s digital artwork entitled ‘Everydays: the First 5000 Days’ in March 2021. Needless to say, also a commercial concept being now embraced by the major auction houses and badged as NFT (non-fungible tokens).


� 	E.g., if we were to misattribute the author or a certain novel as person A, when that novel was written by person B, then we are just wrong. Or, conversely, if we correctly attributed a certain novel then we are completely correct. However, to qualify this process of correct attribution or incorrect misattribution we still are never in a position to claim indubitable certainty one way or the other, but, then, too, such complete certainty is never required. ‘Good enough’ is usually ‘more than good enough’ until superseded by new information to the contrary.


� 	Here I am making a distinction between intentional ‘perception’ of either sensory percepts and/or the ideality of concepts versus the trans-intentional judgmental appreciation of ‘apperception’ (whose six forms of ordered e/valuation in valuational formation have been explored elsewhere. E.g., ‘aesthetic value’ is defined as ‘a third trans-cognitively order phenomenon or set of phenomena’).


� 	This ‘passively sitting pretty’ has been compared, as an image, to ‘Ferdinand the bull happily sitting under a tree chewing its cud and going nowhere for the present’. Or, a bit like merely playing whole-tone notes on a keyboard without any semitones in order to create the sense of a certain scale or mode.


� 	Given its artistic pretensions by directly alluding to certain artistic genres. Often indicated through the presence of aesthetic ‘auras’ like, e.g., picture frames, pedestals for sculptures, etc.


� 	On the understanding that we can entertain a ‘hypothetically-oriented intersubjective perspective’ and that this possibility can be envisaged through the apposite use of the ‘transcendental suspension’ (as explicated by myself as an ‘extensive suspension’). More simply, through a ‘bracketing’ or ‘standing back’, trying to be objective, entertain a sense of transcendental distance (whilst being transcendentally absorbed in the re(-)presentation of the art-work in question), etc.


� 	The dissemination of the Buddha image is everywhere in the Western world. Almost as if a meme suggestive of say, ‘peace’, ‘being insightful’, ‘wise’ or being ‘sage-like’, etc. However, the contextual setting of many of those images would, I am sure, often be read as ‘disrespectful’ by those who live or have lived in a Buddhist country or in a nation where a large percentage of the population is Buddhist. 


� 	That a similar set of reasons are perhaps operative in attending the grave site of a famous person or, in this current era, locating where their ashes may have been interred. A similar type of problem is also confronted in China, e.g., where World Heritage Sites are famous for being the location of certain persons or events, but, where historical structures on those sites have periodically been destroyed and reconstructed, etc., and consequently and subsequently, very little of authentic value actually remains, if at all. In a similar vein, we have the authentic treatment versus the inauthentic treatment of cultural and national myths which often are not in an historical alignment but more in an alignment with more pressing political issues, etc.


� 	‘Serious’ to the extent of being properly attended to with the aesthetic concentration needed to appreciate that impute work of art as a ‘work of art’. However, the ensuing ‘performative tone’ to be observed (either active, passively or creatively) could be comical or humorous, ritually oriented, serious, tendentious, without a message, neutral, etc.


� 	Somewhat related to this type of consideration is the apparent ‘accessibility’ of a specific art-work. Yes, some forms of art, as a pre-requisite for their satisfactory reception, require a refined and well-educated aesthetic form of sensitivity and sensibility, say, certain instances of German lieder. On the other hand, the relative accessibility of an art-work, which I define as its ‘transcendental accessibility’, is more directly related to where in the epistemological hierarchy of the psyche that that art-work has its more prominent processes of resolution psychologically located. So, a musical work of art that explores, say, complex rhythms or simple, yet elegant, lyrics may well be more approachable than a musical work that explores, say, complex tonalities or abstract intellectual ideas. I.e., on the understanding that the more ‘elevated’ in this hierarchy the art-work is centered the less approachable it is as an artistic genre. But, relative accessibility, or relative inaccessibility, should never be used as one criterion for any form of relatively intrinsically oriented aesthetic criticism. On this topic refer to the essay III.4A: Some Philosophical Reflections on Personal Identity versus Interpersonal Interaction (9.11.20).


� 	I ‘borrowed’ this conceptual contrast of ‘contractual-compactual’ from the Jewish theologian Jonathan Sachs who used the expression ‘contractual-covenantal’. However, I wanted to transfer it to a more secular setting. The contractual world recognizes differences in power relations, etc. (albeit grounded in a compactual world where reasonable contracts should be honoured, etc.). In a compactual orientation, power relations are not observed. Even more interesting, is to closely explore the interactions of these two dimensions as noted by myself elsewhere.


� 	As noted elsewhere, I use this expression ‘valuational formation’ to (economically) indicate that not only ‘values’ are in question but, also, matters of relational ‘identity/identification’ and ‘function/functionality’. In this context, by ‘values’ is meant ‘deontological, pragmatical and aesthetical forms of e/valuation’. In an ordered perspective, I have delineated six simple forms of e/valuation as noted elsewhere.


� 	In essence, simply mistaking our intentional ability to direct our intentionality, and deposit such intentionality in the form of texts, with our ability to successfully re(-)organize the surface of our overall life-world to the benefit of our own ends. A similar contrast to the mere spontaneity of all forms of virtual enactment and non-virtually realizing such enactment through a time-bound series of sequences (as entailed in genres of behavior) that must also involve simple forms of negotiation and more complex forms of arbitrated agreement.


� 	Basically, enacted in a shift from perception to apperception, and, from passive reception to active origination, etc.


� 	Perhaps one way to understand the events that took place on January 6th, 2021 at the US Capital?


�	Therefore, a concept of ‘presence’ cannot be deconstructed by reductive means since that means only its dissolution and not its deconstruction. On the other hand, positive, non-reductive forms of deconstruction may well expose the phenomenal-phenomenological reality of this aspect, and, thereby, making it available for closer forms of scrutiny?


� 	Or, more correctly, the observance of an ‘existentially motivated-consequentialism’ aimed both at the ‘critical discharge of the duties of a philosopher and a critically successfully realization of the objectives to be discerned through their philosophically discursive approach to their current topic in question.


� 	Jakob Andrade in a Zoom presentation on the 17.3.21 under the auspices of the Existentialist Society: 


� 	Paragraphs 1000-1048 were written as Part II in the series of six essay titled: Engineering the Pursuit of a Progressive Philosophy (III1D-1I).





