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In this chapter we will globally analyse Vygotski’s view of
emotions, and more specifically, his view on the work of art as
a semiotic device that allows a person’s affective-cognitive
development to take place. We will briefly state Vygotski’s
criticisms towards art as a form of transmitting knowledge and
to the formalist and psychoanalythic conception of art’s action.
We will mention the semiotic mechanisms posited by Vygotski, and
they will be analyzed in view of recent studies conducted on the
affective and cognitive impact of the work of art. Our aim is to
offer an integrated view of the work of art as a semiotic
instrument, its mechanisms, the postulated effects and those that
have an empirical basis. We will thus be able to envisage the
current heuristic value of Vygotski’s vision on the psychosocial
effects of a work of art.

1. Vygotski’s criticisms to James-Lange and Cannon’s theories

Although Vygotski is best known as a theorist engaged in
cognitive processes, he also wrote about emotions, especially
during his early years when he wrote The Psychology of Art
(1925), and his essay on Spinoza {Vygotski, 1972). In this last
essay he presented a metatheoretical vision on the theories on
emotion that were being studied at the time. He specifically
criticizes James-Lange’s theory for being too physiclogicist.
This is also the reason for criticizing Cannon’s talmic or
centralist approach.

Vygotski’s criticisms towards Cannon are still apt nowadays
as the following remark extracted form Leventhal (1980) suggests:
" (Cannon’s) theory had 1little influence in psychological research
(...) because Cannon failed to specify the mental structures
involved in eliciting and processing the emotion..." {(Leventhal,
1980: 146). As we can see Leventhal agrees with Vygotski’s
criticisms more than 45 years after the latter posited them.

With zregard to the James-Lange theory, Vygotski’s main
criticisms are that it is similar to Descartes’ dualist theory
on emotions, specifically to the centripetal theory. Descartes
theught that there were centrifuge emotions which originate in
the "soul" (in other words in mental processes) and centripetal
emotions which start in "bodily" changes. James-Lange’s theory
on emotions would correspond with the abovementioned centripetal
theory. Both suggest that the emotion originates in bodily
changesg that the subject passively perceives from the sensory
organ to the pineal gland, which is where the body interacts with
the soul. For Vygotski both these approaches present a series of
problems. First of all, if certain basgic or primitive emotions
are based solely on bodily changes these are neot only innate but
also immutable. Bodily processes are the same for a child and an
adult, and in certain levels for a human being and a primate. For




Descartes, the inferior emotions (those which are bodily based)
either decrease and weaken under the control of the will and the
soul, or are maintained in their original state. In no way may
they develop into superior, more refined emotions. But
nevertheless, Vygotski has nc doubts whatsoever that the basic
emotions develop and change, and are more complex in an adult
than in a child (Van der Veer, 1987; Van der Veer & Valsiner,
1991) .

Secondly, an adult’s more complex emotions in comparison
with a child, or a human being’s in comparison with an animal
either do not exist or an ideal source is accepted (the soul}.
It ig both Descartes and James who will explicitly postulate the
existence of purely mental "aesthetic emotions" with no bedily
sensation support (Leventhal, 1980). A purely bodily theory on
emotions will indirectly lead us, or is associated with, a
dualist mind-body apprcach that divides affectivity into higher
emotions of the cultural type and lower emotions of the natural
type. Vygotski rejects this dualist approach and under the
influence of Spinoza, presents a monist and determinist theory
on emotions.

2. Vygotski’'s approach towards emotions

Sadly that part of the manuscript in which Vygotski
developed how Spinoza’s ideas could contribute to a perspective
that would surpass the dualism encountered in those theories on
emotions found during the first decades of the XXth century has
been lost or has disappeared. The text is incomplete (Van der
Veer & Valsiner, 1991). Nevertheless, some cof these elements may
be found in his essay The Psychology of Art (1925/1872) and
others may be inferred from Vygotski’s complete works.

First of all, in The Pgychology of Art Vygotski states that
an emotion is a total reaction of our organism, in which central
and peripheric elements simultaneously intervene. Although they
are not necessarily convergent. This approach suggests that all
emotions have representational and bodily (motor-expressive and
physiological) elements. In fact when analyzing the aesthetic
affective reactions (or in other terms, the "higher" reactions),
Vygotski stressed the importance of the expressive-motor and
respiratory dimengions that are generated in the emotional
reactions, together with the ideational or representaticnal
dimension. Ten years later Vygotski will reaffirm his faith in
this idea in his work on the theories of emotion (Van der Veer,
1987; Vygotski, 1972).

Secondly, Vygotski sees emotions as a gquick evaluative
reaction produced by one’s organism to one’s own behavior, as an
internal organizer of one’s behavior (Vygotski, 1925/1991, p.
55) . Towards the end of his life Vygotski, influenced by Lewin,
will view emcotions and motivation as causal factors or instances
of thought (Leontiev, 1991; Van der Veer & Valsiner, 1991).

A third element 1is Vygotski’s rejection of Dboth a
mechanicist or a purely biological explanation of emotions. He
also casts doubts on an hermeneutic, intentional or ideal
explanation of complex emotions. Vygotski takes up Socrates and
his Fedon when he criticizes a mechanicist view of the world.
When one asks him/herself why is Socrates 1lying in his cell
awaiting his execution, it would be inadequate to answer that




because his body is material and his muscles are relaxed;
Socrates 1s where he 1is because the people of Athens have
sentenced him and he thought that he should stand and face this
sentence (Van der Veer & Valsiner, 1991}. The second type of
causal explanation is a biological one. This explanation refers
to the organism’s adaptative capacity, to selecticn, to the
organism’s functions, etc. This type of reasoning would have a
clearly Darwinist shade that Vygotski uses to explain the lower
or natural psycholeogical processes. Vygotski rejects a third
possibility: that of replacing a causal explanation for a
hermeneutic {non causal) explanation of the sense and cultural
meaning of an affective phenomenon, "free" of physical and
biological 1links or causes. Vygotski’s alternative 1is a
historical-cultural causal explanation of complex emotions which
integrates and surpasses lower emotions.

3. Socio-cultural theory and emotions

If we apply Vygotski’s emergent interactionist approach to
the realm of affectivity it would stress that in emotion’s
ontogenesis there is a convergence and fusion of a natural-
biological line and a socio-cultural cone. Both lines converge and
are mixed from the first phases of the ontogenesis. More complex
systems will emerge on the basis of the innate systems, of social
interaction and of the emergence of the symbolic capacity. These
systems will be marked by social history. The explanatory
principles of these psychological processes or sgystems may be
derived from those other biclogical and socio-cultural
explanatory principles, but cannot be isolatedly reduced to them
(Wertsch, 1985). Emotions will develop from innate systems and
procesges that may be biologically explained. But from the start
the "social" will intermingle with the "natural". The development
of complex emotional processes on the basis of the innate and of
socialization may not be explained only by social or natural
factors. A "social history" will develop surrounding a strong
nucleus of "natural history", which has a hereditary origin, and
is an association between certain stimula and physiological
reactions. This social history will model the perception of
emotional symptoms, their expression, the open emotional
behavior, verbalization and the use of linguistic labels on these
emotional experiences. It will even influence the central
experience of the emotion, although always on the basis of innate
associations between certain stimula and reactions. The frequency
and intensity of these stimula are at the same time determined
by the social structure, and their evaluation depends on the
dominant ideclogical norms. These natural and socio-cultural
dimensions are integrated in some theories on emotions such as
the motor-procedural, although there is a lack of empirical
researches to confirm their development and organization.

Secondly, from a Vygotskian perspective we may apply to
emotions the difference between lower and higher psychological
processes. For example, in theory we have a type o©f natural
affective response of fear-flight and of anger-struggle which
comprise our basic emotional system. These reactions would be
involuntary, automatic, orientated towards the subject’s
adaptation to the environment and do not use signs. Subsequently,
in our evolution as a species, we have endowed ourselves with




more complex emotional reactions or responses such as the anger
and fear reactions which use external signs (such as weapons,
sticks, sirens, etc¢.) and also internal ones (i.e. normative
evaluations of the emotional causes and reactions, self-control
scripts and internalized forms of coping such as for example
praying to the Gods; reject, repress or minimize a situation,
etc.). The gradual acquisition of self-control resources and of
the emotional management of fear and anger in order to retain and
regulate the "natural" affective stimulus-response relationship
will complicate and socialize the emotional life.

Vygotski’s idea stressing that the higher processes are
retarded reactions mediated by psychological instruments of a
symbolic¢ nature which allow us to regulate social conduct, may
be applied to the emotions. A first aspect would be to check how
cognitive development and language interact with social knowledge
and the affective experience. There is a whole line of thought
that tries to relate cognitive development with emotional life
(Harris, 1989). A second aspect, which is the main interest of
this chapter, was explored by Vygotski in his Psychology of the
Art, and is devoted to confirming how symbolic instruments such
ag the works of art, induce emotions, retain them and provcke the
complexity of both thought and affective life.

Vygotski stresses the idea that the symbolic instruments
play a central role in the development of the psychological
processes. In this case, art would be to feeling what calculus,
language, etc. are to thought. In other words, the narrative work
of art {child stories, adult’s novels and short stories, theater,
films, T.V. series, etc.) is the "prothesis" or external
instrument which society lends the individual so that s/he may
develop their higher emotions. But we should underline the fact
that the social instrument par excellence, including that of
emotions, is language.

Finally, from a Vygotskian perspective we may see the
development of emotiong as the transformation of the social into
individual, as the internalization of interaction patterns in
psychological processes. This last point refers to the fact of
how art is an important social instrument of the emotions. It
somewhat posits this following idea: when a social knowledge kept
in the form of a scenario is re-lived by the spectator of a work
of art it will transmit the person the experience of historical
and other people’s traditions. On the other hand, the
relationships with other people, by means of a symbolic
instrument such as language, will also contribute to emotional
gsocialization.

4, Vygotski’s psychology of art

Vygotski’s text on the Psycholoy of Art was written between
1916 and 1924. He presented it as his doctoral dissertation in
the Psychology Institute of Moscow in 1925 (Van der Veer &
Valsiner, 1991). This text was based on his previous work in the
field of literary criticism, as an art essayist, and on an
extensive manuscript on the meaning of Shakespeare’s Hamlet. The
Pgychology of Art is a text written during Vygotski’s youth,
before writing his best known works such as Thought and Language
or The Development of Higher Psychological Processes. It was not
published during his lifetime although he had already signed a
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contract with a publisher. This fact suggests that the reason the
book was not published wag not that the author found it to be an
unfinished and unsatisfactory text, but in fact was really due
to the many "unorthodox" quotes in his book in a context of
increasing Stalinization in the USSR. Both marxists who opposed
Stalin such as Trotsky, and those who were in exile such as Bunin
were amply cited in the text (Van der Veer & Valsiner, 1991).
Years later an abridged version was first published in Russian
in 1965, and a complete version in 1968 (Kozulin, 1990; Wertsch,
1988; Leontiev, 1972). This last version was translated into
English in 1971, It is a text which has not enjoyed a wide
circulation, and with a null impact on the aesthetic science
(Kozulin, 1990). For example in Morawski’s (a marxist author who
specializesg in aesthetics) book (1977), Vygotski is only briefly
mentioned and it is in a context that assimilates him to other
contemporary semiotic authors.

In its complete version The Psychology of Art consists of
four parts. The firgt part is composed of only one chapter ("The
psychological problem of Art") in which the author meta-
theoretically reviges different approaches to the psychology of
art. The second part criticizes the concept of art as another
form of social knowledge with an educational function in the same
way as we see science or moral (chapter 2). His criticism is
aimed towards art seen only as a formal procedure which inspires
emotions {chapter 3}, finally casting doubts on the arbitrary
interpretative nature of the psychoanalythic approach towards
art, although accepting the importance of the unconscience
processes. The third part approaches the importance of the
analysis of the aesthetic reaction and tries to exemplify how the
induction of opposgite emotions by means of the contradiction
between the "form" and the "content" of art takes place in fable
(chapters 5 and 6), short stories {chapter 7) and theatrical
tragedy (using Hamlet as a paradigm). The fourth part is the
richegt in implications for a psychological-social theory of
emotiong and consists of presenting art as a source of emotional
catharsis (chapter 9). In chapter 10 the author suggests that the
central mechanism in the reception of the works of art (theater
and novel) is the affective reminiscence detached from the
spectator or reader. Chapter 11 presents art as the instrument
or social technology of feeling par excellence, stating as its
biological function the discharge of non used energy and as its
social functions the channelling of tensions in given critical
moments, and also the organization-reorganization of the
affective life and preparing oneself for new action perspectives,

When Vygotski finished this bock, he had already been
studying for some time the physiological reaction towards the
work of art from a refloxological but nevertheless holoistic
perspective. His own interest led him to study how a part of a
physiological reaction transformed itself into another in which
a complex response dominated. This led Vygotski to approach
Kornilov’s work, an author who coopted him to the Psychology
Institute in Moscow. During these same vyears, Vygotski was
enthusiastically, although c¢ritically, reading Freud’s works,
Marxism’s influence was already important during this
intellectual period, the same as Hegel’'s dialectical and
historicist perspective, an influence which would continue during
his whole life and is c¢learly found in his bock (Kozulin, 1990;
Van der Veer & Valsiner, 1991). It is important to note that




following the historical periods posited by Van der Veer and
Valsiner (1991}, his historical-cultural approach to the
psychological phenomena was only developed during the years 1928-
1932, and his interest in education, development, the "Zone of
Proximal Development" and the semiotic structure of conscience
during the years 1932-1934. What we find in The Psychology of Art
are some disperse elements of his subsequent approach.

5. Art as a social instrument of feeling

Vygotski stressed that art was a social instrument of
feeling. He took up different elements which were very much
favoured by the marxist intelligentsia of the 1920’s. In his
Essay on marxist sociology Bujarin (1921/1974) stated that art
systematizes feelings and transforms them in an artistic way. It
is quite probable that Vygotski knew and reproduced this idea of
art as a way of socializing feelings and emotions.

In order to study the aesthetic reaction both objectively

and socially, Vygotski postulates two elements which would later
on appear in his subsequent developments:
1.- He compares art’s action with science and technology’s action
(art as an instrument). Vygotski stregses that art is a social
instrument of learning, complexity and regulation of affective
life:

"The recasting of emotions which are extrinsgical to us is

carried out by the social feeling, which appears

objectified, as taken out of us, materialized and fixed in
the external objects of art, transformed into society’s
instruments. ©One of man’s special features, which
differentiates him from an animal, is that he brings and
separates from his body both the aparatus of technology and
the aparatus of scientific knowledge, which both turn into

a kind of instruments of sgociety. In the same way, art

represents a social technique of feeling, an instrument of

society, by means of which it incorporates into social life
the more intimate and perscnal aspects of our self™.

(Vygotski, 1925/1972, p. 305).

Art would not only reproduce life, but in fact would create
it because it introduces new perspectives and possibilities.
Vygotski thought that the work of art was neither intrinsically
good or bad. In this sense, Vygotski moves away from that
approach which views art as a transmission or socialization of
meral values.,

2.- Vygotski tried to develop an objective study of art, as an
ensemble of semiotic stimula which may be studied in themselves
(immanent) . The same as the formalists of his time, and of those
found in present days, Vygotski thought that te understand a work
of art it was essential to study its formal mechanisms.
Nevertheless, on the contrary of what the formalists do or think,
he was interested in the relationship between form and content.
He was also interested in studying the cognitive psychological
effects (not only emotional) of the formal mechanisms and
structures of the narrative work of art.

The dominant force in the USSR in the realm of literary
criticism and linguistics in 1925 was Russian formalism. These




authors stated that in order to study what was literary, in other
words, what makes a certain work a piece of literature, we should
identify and examine the linguistic mechanisms and the noticns
which define it. They were interegted in the objective study of
how linguigtic forms are used in poetry, fables and novels. In
other words, they catalogued and analysed the semiotic mechanisms
used in literature (Propp, 1981; Voloshinov, 1992} . For Vygotski
understanding the semiotic mechanisms as they were being analysed
by the Russian formalists, was a wuseful tool in order to
guarantee an objective analysis, and to study the psychological
effects of art. To achieve this goal Vygotski proposed the use
of the "Objective Analytical Method" which states that we should
not take either the author or the sgpectator as the basis, the
basis should be the work of art. This is due to the fact that if
we analyse the structure of the stimula this will allow us to
reconstruct the structure of the reaction (Wertsch, 1988).

It is true that by itself the work of art is not the object
of psychology. Nevertheless, we should remember the position a
historian who studies the French Revolution is in. S/he uses
references in which the objects of study are not given or
included. S/he rests on the study of indirect references such as
personal letters or documents from this era, without being able
to directly tap the experience of those people who actually lived
the event. This is exactly the same as what happens in law
studies. A crime investigation is based on indirect evidences
such as fingerprints or testimonies. As we can see, many sciences
need to previously recreate the object which they are trying to
study using indirect or reconstructive methods, in other words,
analytical methods.

TABLE 1.~ The Objective Analytical Method.

REATM OBJECT OF STUDY METHOD OF STUDY
Objects which are On the basis of these
not directly accesgsible indirect methods we
£o the researcher reconstruct the

object of study

History Past events. Social Documents, letters
evolution and diaries

Judicial Crimes Fingerprints and

regearch witnesses reports

Psychology Aesthetic reaction Works of art,

of art technical procedures

and regources

Any psychological research on art must start with the
selfsame work of art. For example studying the literary work
instead of the author or the reader. Nevertheless the study of
the work of art must not be simplified by just building a
catalogue of the technical resources employed. This "anatomical"
analysis has to be completed with the study of the "physiology"
of the work of art. In other words, we must decipher the
functional roles that each resource and artistic technique is
fulfilling (Kozulin, 1990). On the other hand, a psychologist’'s




real interest should be that of understanding the relationship
between semiotic mechanisms and psychological phenomena (Wertsch,
1988) . This is exactly the point which Vygotski was most
interested in. Due to the fact that his view stressed the effects
cn the spectator, Vygotski’s approach is of a social semiotic
nature. An approach that studies the functions of signs in a
social interaction, and the psychosociological funtions and
effects they have.

Although Vygotski states that the central issue in order to
understand the aesthetic reaction is to study the structure of
the work of art, all the argumentation found in his book will
mainly focus on the effects which this structure provoke in the
spectator or reader who assimilates it. Vygotski’s idea was that
although there are individual differences, when the subject
receives the structure it will generate a dominant series of
affective and cognitive reactions. It is from this point of view
that Vygotski develops an aesthetic of the reception.

6. The work of art as a sign

Modern semiotics conceive the work of art as a complex sign
composed of a structure or chain of signs (Yllera, 1986). Another
coincidence with Vygotski is that modern semiotics, although
using a different approach, insists that the analysis of the work
of narrative art implies working only with this work, just this
work of art, and with nothing that may be alien to it (Coquet,
1986) .

Russian formalists stated that in the work of art the real
focus of attention was the sign itself and not the transmission
of information. For them, this poetic function of the work of art
was associated to the "defamiliarity® of language. A contemporary
semiotic author such as Umberto Eco sees the work of art, in a
similiar vein as the formalists did, as an ambiguous and self-
reflexive sign. The work of art’s message deviates from the norm,
both on the level of formal expression and of content. For Eco
the artistic message is ambiguous in its content and since it is
semantically presented as ambiguous it imposes an interpretative
attention which renders it self-reflexive (Eco, 1985). For
example a classical Spanish sonet states the following: "Mother,
a gentlemen of those who kill bulls without being killed by
them". With this periphrasis the author is referring to a
bullfighter., We can see how ingtead of using the familiar word
("bullfighter") the author uses a formally "strange" language.
Nevertheless, from a content point of view he insists on the idea
of death, defining this concept in a partial, indirect and
suggested way (bulifighters can die). These form and content
mechanisms, which are in some ways far apart from everyday
language, incite the person who is listening or reading to pay
attention and reflex on the poem itself (Yllera, 1986, Eco, 1985;
Fokkema & Ibsch, 1988).

In this frame, what characterizes the work of art, again
taking up the ideas posited by Vygotski in Thought and Language
(1934/1987) would be the following: A work of art is an ensemble
of signs with a communicative function (the main role of a work
of art would be to transmit a human and social experience with
strong affective resonances). But with the peculiarity that the
meaning will be very complex and polisemic, the formal elements




will determine, contradict or innovate the semantic content and
in this group of signs sense will predominate over meaning. Due
to all these characterigtics, also including emotional
activation, the work of art will be a major cause of the
intellectual function or thought.

7. Art as knowledge

As Vygotsgki states (1925/1972) rendering art an educational
function is an 0ld pretense. He sgynthesized the idea of art as
knowledge in the following way:

" In this way, it resgults that poetry or art represent a

particular form of thought, which will in the end lead to

where scientific knowledge does (explaining jealousy in

Shakespeare), but using a different road. Art differs from

science only in its method, or in other words due to the

nature of its experiences, that is, psychologically".

{Vygotski, 1925/1972, p. 50).

Vygotski rejects this idea of art as a way of transmiting
knowledge. He criticizes the approach which states that art is
knowledge because he thinks it neglects the fact that in art not
only the content which is presented but also the form is
important. To destroy the form in a work of art means to destroy
it altogether. A certain emotion produced by the form is a
necessary condition for artistic expression. The form of the work
of art imposes a distorsion which does not allow any realistic
lecture of it.

8. Freud and the reception of the narrative work of art

When Vygotski wrote The Psychology of Art, he had already
read Freud’'s aesthetic essays and had a partially positive
opinion on them. Due to the fact that Vygotski also recovers the
identification mechanism as one of the explanatory mechanisms of
the impact of a work of art, we will now briefly synthesize
Freud’'s ideas on the psycheclogical mechanisms of a work of art
(Freud, 1972; 1985; Paraisc, 199%4).

Freud supports a "pleasure-catharsis" thecry. An approach
whose origing go back to Aristotele. Freud states that there is
an important reason which drives the reader or spectator towards
a literary work, this reason is taste. Psychoanalythically
formulated as pleasure. Psychoanalysis differentiates between a
literary "pleasure of the form" and a deeper kind of pleasure:
catharsis, which is the discharge of tensions and the concomitant
sexual stimulation. The basic psychological mechanism needed so
that cathartic pleasure may appear 1is 1identification.
Identification is defined as the illusion procegs by which the
spectator imagines that s/he is the represented character. This
allows the reader or spectator to vicariously participate in the
character’s fate. Identificatiocn is a necessary process if the
positive literary reception is to take place; if there is no
identification the reader will reject the work, s/he will find
it boring, implausible and unbearable. But there is another
mechanism involved in the reception procesg: distancing, which
ig to consider the literary work as fiction. Distance is the




objectifying, rational capacity of considering the work of art
as an artistic artefact. Of facing a literary product and not
real life,

From a psychoanalythic perspective, the aesthetic illusion
comprises these two antithetic elements, but which are both
necegssary i1f the aesthetic pleasure 1is to emerge: the
identification or emotional adhegion to the main character in the
work, and distancing or realizing that we are facing fiction.
This duality identification/distancing will c¢ondition the
aesthetic response to the dramatic work because it is necessary
to experience two simultaneous thoughts: that was is being shown
is a fable, and also that it is real.

The representation of a dramatic work gives the spectator
the opportunity of feeling like a hero because s/he identifies
with the main character. Moreover, this identification provokes
a double pleasure because it saves the spectator from having to
suffer the hero’s perils. The aesthetic illusion allows the
spectator to enjoy the identification without having to suffer
the danger of being the hero (it is another person who is acting
and suffering on stage. It is only fiction), and so s/he is not
ashamed or feels guilty for re-living in the 1literary work
his/her own internal conflictg {whose origins are to be found in
childhood impressions) because s/he experiences them as something
alien.

We must note that the pleasure-catharsis theory is the most
known and elaborated in Freud’s works, but it is not the only
one. This author also propounded a second theory called
"plurality of lifes" in which he suggested that literature is a
substitute for what has been lost or has not been achieved in
life, and so we could live with each character a new history and
"live multiple lifes in one" (Paraiso, 1994).

9. A criticism of the aesthetic reaction mechanism proposed by
Psychoanalysis

Psychoanalysis would state that the action mechanism of the
work of art is to cause conscious affects coupled with
unconsciocus ones which generally are stronger and contradictory.
The paradigmatic case would be Oedipus Rex in which the plot
would re-evoke in the gpectators their past love for their
mothers, and at the same time the jealousy and hate felt towards
their fathers. This re-evokation of a previous childhood feeling
be means of artistic representations would allow the discharge
and satisfaction of phantasy (Green, 1986). Vygotski questions
two elements in the psychoanalythic approach: the reduction of
psychological impulses only to sexual ones, and the priority
given to first childhood. Moreover he also rejects the arbitrary
interpretation of the meanings of the work of art by use of a-
historical and transgcultural sexual symbols which are applied in
any given context.

Another of Vygotski’s main c¢riticisms is that psychoanalysis
does not explain the psychological effect of the form. It limits
itself to the induction of previous pleasure and the distorsion
(condensation and displacement) of the conflictive content.

For Vygotski both form and content are important and art is
not seen either as only a transmission of information or a
discharge of emotions,. Vygotski will state that the main




mechanism of the aesthetic¢ reaction is the contradiction between
form and content.

10. The contradiction between form and content as an aesthetic
law

Vygotski, the same as the Russian formalists, wused the
concepts of "form" (pleot) and "material"”™ (content or fable) when
analysing the structure of the artistic narrative. All that pre-
exists the work of art, all that which the author used and which
existed before the story (words, sounds, cliches, characters,
storieg, events, etc.) and that may exist independently of the
story belong to the material of a work of art. Form is the way
in which the material is distributed, ordered, structured. This
structuring is considered a technigue or artistic resource.

"The way this material is distributed and structured 1is

referred to as the form of the artistic work {(...). Form is

any artistic disposition of the existing elements such that
they produce a certain aesthetic effect. This is called
artistic procedure. In this way, any relation between the
materiales in the work of art would constitute the form or
procedure" (Vygotski, 1972, p. 74).

The plot is the generative principle involved in any
literary text, in which the way the elements are composed is as
important as the order of the sounds in the melody or the way
words are arranged in a phrase. We may say that the plot (the
form or how a story is told) has the same relationship with the
story (the material) than a verse has with respect to the words
which constitute it, and a melody in relation to the notes which
create it.

When we use the concept of "form" we must not see it only
in the sense of the external, sonorous, visual or any other form
which may appear before us. In this case form does little to
remind us of the external wrapping. Form is revealed as the
active principle in the elaboration and improvement of the
material in its most rutinary and simple characteristics. With
regard to short stories or novelsg, if we identify the event which
wag the basis for a certain story we will obtain the material of
that story. If on the other hand, we refer toc the order and
disposition of the parts in which the material is given to the
reader or spectator, how the event is told, then we have the form
of the story.

Although Vygotski analyses the "form" in the sense of order
and structuring of the material or plot, he also states that
there are other very important artistic procedures. Among others
he mentioned the following: the narrative style the author uses,
choosing a certain type of language, the tone in which the
phrases are said, selecting different <characters (their
psychology), etc.. In the work of art a modification in the
formal structures implies a deep modification in all of the
discourse’s meaning.

"We have mentioned only one procedure of literary editing,

the most significant and clear, the plcot composition; but

we understand that in the elaboration of the impression we
receive of the events, an elaboration which we think
contains the essence of the effect that art produces in us,




not only does the plot composition play a role, but also
another series of moments. In the way in which the author
narrates the events, in the language, in the tone, in the
selection of words, in the building up of phrases, in the
fact that the scenes are described or their results are
simply shown, in that the character’s dialogues or diaries
are cited, or that we are only informed of the events. It
is in all this that the artistic elaboration of the theme
is also reflected. This possesses the same value as the
procedure we have talked about and studied.™ (Vygotski,
1972, pp. 202-203).

Vygoteki seeks to confirm, analyzing fable, short stories
and tragedy, the idea that art’s form ig in contradiction with
the story’s content. What Vygotski suggests is that it is quite
possible that the work of art’s "secret" to provoke certain
emotional and cognitive complexity is to be found in the contrast
or contradiction in the presentation of form-content.

The chapter on Shakespeare’s Hamlet allows him to show the
contradiction between form and content, and even between contents
in a higher artistic form such as theater. Hamlet’'s story is
clear, and in his saga all is clear and easy to understand. The
psychological motives for his acts and the way these develop is
gquite logical.

Hamlet’s father is killed by his uncle helped by his own
spouse (Hamlet’s mother). At the end of the play Hamlet kills his
father’s assassin. Nevertheless thig script or story of anger and
vengance in the family saga is not linealy told in Shakespeare’s
tragedy. Although he knows his father has been killed, Hamlet
does not kill his uncle straight away. The plot keeps twisting
until we reach the final conclusion. There is a contradiction
between the story and the discourse, between fable and argument,
characters and fable. The pensive prince Hamlet has a strong will
and is capable of killing others. He is not a weak and doubtful
character who coherently delays his acts. So, we can not see
Hamlet as an aesthetic treaty in psychology (many times in the
play we find absurd and scandalous common sense disparities
between the hero’s character and hisg acts). Moreover, the death
of the assassin seems plausible because there are nc external
obstacles which may impede it. Finally, Hamlet kills his uncle
nearly out of sheer luck, in an action which has no direct
relationship with the cause of vengance. The tragedy is a detour
in the straight line of the anger scenario. The implausible
nature of the discourse or plot must be artistically hidden. This
is done by resorting to delirium, the other world and
dramatization inside a scene (the assassination of Hamlet’s
father is reproduced by some comediansg in the same scene in which
the act has taken place). The tragedy reaches its climax when a
poisoned Hamlet uses his last dying breath to kill his father’s
assassin. That which moved the scenario away from its resclution
{Hamlet’s doubts, his imminent death) in the end is precisely
what provokes it.

11. The extreme interdependence between form and content

Due to the importance attached to form, which influences and
gsometimes contradicts and destroys the content, we would say,




using Vygotski’s own terms, that the work of art as a symbol is
characterized by the extreme interdependence between form and
content.

Goodman (1984) states that the work of art is characterized
by its repleteness and by its exemplifying nature (singularizing
properties into something concrete without representing it). We
could say that Hamlet exemplifies the mystery of life and death,
even for the powerful ones such as the prince of Denmark. But
this exemplification does not especially seek to represent the
prince’s doubts in a given moment. The "repleteness" Goodman is
talking about is similar to hermeneutic componibility: a change
in a part affects the whole. If we change Hamlet’s sex we change
the whole meaning of the play, at least in view of the dominant
ideological frame present in Shakespear’s time (which can be
found even in present days). 2 feminine Hamlet would not act with
the same direct violence as a masculine Hamlet doesg, and her
doubtful attitude would be explained using different cues.

As Goodman stated referring to one of Vygotski’s Ieit
motives: "In a literary work what normally counts is not only the
story that is being told, but how it is being told" (Goodman,
1984, p. 135). In Thought and Language Vygotski develops the idea
that word and thought are mutually presupposed, but they are
differentiated and interact in very complex ways. The same coculd
be said about Vygotski’s ideas in relation to the work of art in
which the content {(thought or the work of art’s meaning) and the
form (resources and literary and poetic forms) interweave in an
intimate and complex way. This is what we could define as a
complementary opposition. Vygotski will develop this idea under
the form that the thought grammar {(internal content) and language
grammar (external form specified in vocal and/or written signs)
are interdependent. In The Psychology of Art Vygotski will stress
the dependency that the work of art has on its grammatical form.
One of the examples cited by Vygotski is the fable of the Ant and
the Cicada:

"In his fable "the Dragonfly and the Ant", Krylov has

replaced La Fontaines’'s Cicada for a Dragonfly, giving it

the epitet "dancer" which cannot be applied to it. In French

Cicada is feminine, and so it can adequately symbolize a

carefree and frivolous attitude. This nuance would be lost

in a literal translation because in Russian Cicade is
masculine. When substituting this word for that of

Dragonfly, which in Russian is feminine, Krylov ignored the

literal meaning in favor of the required grammatical form

in order to express La Fontaine’s thoughts: the Cicade was
tranformed into a Dragonfly while still keeping the former’s
characteristics (dancer, singer, although the Dragonfly
cannot dance or sing). In order to regtitute in an adequate
form the whole meaning it was absolutely necessary to
maintain the feminine character of the personage in the

fable" (Vygotski, 1985, p.334).

From what has been stated until now, we may conclude that
the work of art takes to its extreme the interdependence between
thought (meaning) and language (significant), content and form.
In the case of the aesthetic sgymbol, at least of a narrative
type, the changes in the formal and grammatical structures imply
a deep change in the complete meaning of the discourse.




12. The predominance of sense over meaning

As we have seen before, the complexity of meaning and of
reference symbolically characterize the work of art. This
complexity would demand and facilitate the attribution of sense
(of individual contextual meanings based on personal experience) .
Vygotski suggests that in the dramatic work of art "sense" (the
meaning the concept acquires in different contexts) predominates
over "meaning" (which represents that which is stable in a
concept, regardless of contexts; a dictionary definition of the
concept) . For instance in Vygotski’s example of the fable "the
Cicade and the Ant", the idea of "dancing" is coupled with that
of "death". To dance would have a "dictionary definition"
(meaning) expressed by the body’s motor act of following a given
rhythm. Nevertheless, in this context this normal, habitual
meaning is altered, changed or digplaced acquiring a new meaning
whose sense is "dance and die". Vygotski’s main idea, which has
been taken up by many authors such as Eco (1985), is that the
complexity of meanings which the work of art imposes on a concept
allows its expansion, and as a consequence the polisemia of its
significant.

Establishing a comparison between Vygotski’s idea and the
psychoanalythic conception of symbolic elements, we could say
that what the work of art implies is a very distant displacement

of the original wmeaning (in the abovementioned example, "to
dance" is displaced to a distant semantic content such as "to
die"). Thig gsame idea may be found in a great deal of examples

of contemporary literature and films. For example the film They
shoot horses, don’t they? is about a couple who during the 1929
depression in the United States have to take part in a dancing
marathon in order to win some money so they can eat. This meaning
covers up the original content or message, which is only revealed
at the end of the movie when the male character kills its couple
and compares her death to that of a horse sacrificed when he
"breaks up" during a race. It is then that we understand the
film’s true message: that of the exploitation which human beings
suffer in the hands of other human beings. Their life is compared
to that of the beasts, in this case horses, who fulfil their
animal role in society. Those couples who took part in the
dancing marathon were only an enjoyment, amusement and flee from
the c¢rude reality of depression for those people who were
slightly better off.

Vygotski states that in the work of art sense predominates
over meaning. Thig generates radically new meanings, expanding
the subject’s conceptual and affective horizomn.

In other words, the work of art would be a complex symbol
that activates thought, and what Vygotski called the subject’s
internal speech, to the maximum, and that " (...} the word
absorbes the sense of the preceding and subsequent words,
expanding nearly unlimitedly its meaning {(Vygotski in Wertsch,
1988, p. 138).

This idea of Vygotski is quite similar to the approach
envigaged by a contemporary social semiotic called Lotman, who
suggests that the self-reference nature of the aesthetic sign,
its autonomous secondary modelization or symbolization nature,
introduce an exceptional periphery zone which accompanies the
conventional meaning of the significants or signs which have been
used (Garcia & Hernandez, 1988} .




13. The catastrophe

Apart from the contradiction form-content, from the extreme
interdependence of form and content, and of the predominance of
sense over meaning, Vygotski stated that another semiotic
mechanism of the work of art is the catastrophe or conclusion.
This mechanism sheds 1light, gives a new insight and realigns
previous contradictions.

The affective contradiction between two elements in the work
of art develops until it reaches a catastrophe point in which
this contradiction culminates and is overcome by means of the
dialectic between elements, between form and content, and the
aesthetic reaction emerges.

A work of art is conflictive and activates affective
emotions and contradictions. These are regolved in what Vygotski
calls the catastrophe and conflict resolution {for example, when
Hamlet, who is dying, kills his father’s assassin). Vygotski
thinks that this catastrophe and resolution realigns previous
contradictions, and proposes what he calls "the dominant", a kind
of global innovative meaning which gives the ensemble of previous
elements a sense (for instance, this is what happens in the fable
"the Cicade and the Ant" which Vygotsgki analysed}.

In a decisive moment, a moment of catastrophe, both elements
are fused, weared out and resolved:

"The same happens in the fable "the Cicade and the Ant",

when in the final remark "Now go and dance" the short-

circuit of the frivolity takes place. Expressed in the same
verse are care-free and fickle, dancer and amusing, and the
most abgolute desesperation. We have already mentioned that
in the word "dance", with the simultanecus meaning of "die"
and "have fun", we face this catastrophe, this short-

circuit, which we have constantly referred to". (Vygotski,

1925/1972, p. 182)

14. The dominant

The fifth and final semiotic element to which Vygotski
refers to is fact that in every narrative work of art there is
a "dominant", a main element of meaning, which condenses and
dominates the significant structure of the work of art. For
example in Don Quixecte, it is the tragic-comical clash between
a person who has very high expectations and reality (what is
known ag "Quixotism").

In the work of art there will be an infusion of sense: a
single word containg the sense of the whole work of art. This is
especially clear in the case of the titles of the artistic works.
The title reveals the main theme, represents the dominant meaning
in the work of art and shows art’s emotional work. Titles such
as Don Quixote, Hamlet, Anna Karenina are clearly an example of
this; the whole meaning of the work is contained in a name
(Wertsch, 1988; Vygotski, 1934/1987). Let us see how Vygotski
exemplifies this phenomenon using Gogel’s text Dead Souls:

"Another excellent example (of the influence of meaning} is

Gogol’s Dead Souls. Originally the title referred to the

dead serves, whose names had not been yet removed from the

official lists and could be bought and sold as if they were




still alive. It is with this gense that the title was used
in the book, which is built around thisg traffic with the
dead. But due to their intimate relationships with the
whole of the work, these words acquire a new meaning and a
more ample sense. When we reach the end of the book the
title "Dead Souls" means for us not so much the dead serves
but the characters in the story who are physically alive but
spiritually dead" (Vygotski, 1934/1987, pp. 180-191)

15. The work of art as a gemiotic device: today’s conceptions

Although we have seen that Vygotski examines objective
semiotic devices, his analysis is different from that undertaken
by today’s semiotics. Authors such as Greimas and others seek to
catalogue and typologize the abstract structures underlying the
symbolic systems which allow communicative exchanges (Coguet,
1986), whilst Vygotski stresses the psychological-social effect
cof the work of art.

There are some remarks we should now mention with regard to
the semiotic elements mentioned by Vygotski. This author grounds
his statements in the analysis of dramatic works of art from the
standpoint of a well read person, but without intersubjectively
validating his analysis. This could be seen as a certain
epistemological flaw in his theory.

The first semiotic mechanism proposed by Vygotski refers to
the different level contradictiong that occur inside the
narration (violation of social conventions, contradiction between
the personage’s character and his/her actions, etc.)}. Vygotski
thinks that the most important of these contradictions is that
which takes place bewteen the story and the narration (what is
being teld versus how it is being told). For Vygotski these
contradictions induce a cognitive-affective conflict.

It is quite obvioug that many works of art do not pose this
mixture, contradiction or ‘"conflict" between positive and
negative factors. Moreover, in general works of art present few
contradictions and are in many ways "simple". In other words,
they only induce one type of affect (for example positive affect
in the case of comedy), or if they induce some kind of
contradiction it is a minor one and not very complex. It is only
in some works of art or films in which this idea of a
contradiction has been taken up again. For example the Japanease
film director Akira Kurowsawa (1990) has stated in his
authobiography how in hig films he prefers to play with the
opposition or contrast in messages between scenes and soundtrack.

In relation to the predominance of sense over meaning and
the "dominant", there are many similarities between Freud and
Vygotski. The idea that sense predominates over meaning is quite
similar to the idea Freud uses in his displacement concept, one
thing means another thing in a certain context due to a chain of
associations.

The "dominant" is similar to Freud’s condensatiocn concept.
Although strictly speaking we cannot state that the similarities
with Freud’s ideas are due to the fact that Vygotski makes these
ideas his (he had read PFreud’s work on the joke and its
relationship with the unconscious), or simply that he reached
these conclusions all by himself. Obviously all these elements
have yet to be tested.




Another important criticism to Vygotski’s theory referring
to the catastrophe as a gemiotic device, is that his view depends
very much on classical Aristotelic narrative, in which there is
a clear plot (narrative structure}: an antecedent, a conflict,
a crisis, an ending and a resolution. Nevertheless, many
contemporary literature as for example Virginia Wolff’s The Waves
are very linear narratives: they describe a mood, a moment, there
is practically neo action, no rescolution, etc.

16. Identification and distancing

vygotski agreed with the psychoanalyst authors that the
identification with the hero is a central process in tragedy. He
stated the following:
"Psychoanalysts are completely right when they state that
the essence of the psychological ascendent of tragedy rests
in our identification with the hero. (...) the hero is a
point in the tragedy on the basis of which the author forces
us to see the rest of the characterg and all the events,
This point is that which gathers all cur attention, serving
as a fulcrum of our sensibility, which if it did not have,
would disperse, separating as infinitum in its
appreciations, in its worries for each of the characters”
(Vygotski, 1925/1972, p. 234).

The hero is seen as an anchoring point of the story, s/he
is "the one who renders perspective" from which to judge, predict
or await, remember past personal events or feel a certain way.

Vygotski states that every work of art activates a complex
combination of emotions, and divides these types of emotions
elicited from an artistic sgtimulus into two groups: a) the
"emotional reaction which is typical to the spectator" when s/he
witnesses a dramatic stimulus, and is equivalent to the reaction
towards the narrated events; b) the "co-affects" which are the
emotional experiences that emerge when we share with the
characters the same experience and feel what they feel. Both
types of emotions will play an important role in the
identification process.

"The work of art causes in us two types of affects. If I

live with Othello his pain, Jjealousy and tortures, or

Macbeth’s terror when discovering Banquo’s spectre, this is

a co-affect. If I am afraid for what may happen to Desdemona

when she still ignores the dangers that she faces, then ts

is an affect of the spectator, an affect which must be

differentiated from the co-affect" (Vygotski, 1925/13872, p.

256) .

The importance of the identification with the actors, be it
for situating oneself in an actor’s point of view, or because of
a c¢loser cultural nexus, rests in the fact that as this
increases, the affective impact of the work of art also
increases. This dynamic mechanism, between spectator and work of
art, is another central and innovating element in Vygotski’s
theory.

On the other hand, what Vygostky is stating is that the
spectator oscilates hig/her position between identificaticn and
distancing with relation to the characters: we see tragedy with




the eyes of the hero and with our own eyes. The identification
with the hero or heroes and distancing or separating oneself from
the characters, adopting the point of view of a mere observer,
algo plays an important role in inducing different emotions. The
identification with the main character in a dramatic play makes
us feel the same emotions s/he is experiencing (such as sadness
or anger). At the same time from our vantage position as
spectators we can distance ourselves from the plot and live less
intense and more positive emotions (such as sympathy or
compassion). Thisg is why there is a dialectic relationship
between identification and distancing which will be associated
with the experience of ambivalent emotions. So, the spectator
will live a simultaneous duality: s/he him/herself is the main
character (s/he identifies with the hero and feels his/her
emotions), and at the same time, s/he observesg the dramatic work
of art from a distance, looking in from the outside and watching
the main character’s acts and the situation as a whole.

TABLE 2.- The oscillation between identification and distancing

DRAMATIC WORK: The main character experiences negative emotions

—>» Identification. Feel the same emotions (negative)

i the main character does. They are
"lgt" person emotions, and so they
are intense.

SPECTATOR — Oscillation Affective amblvalence

¥

—> Distancing. Emotions from a secure position

as observer, in "3rd" person. They
are more positive and less intense
emotions than the abovementioned.

17. Art as catharsis and artistic representation

In the ninth chapter of hig book, Vygotski again takes up
the old Aristotelic idea of the work of art as a source of
catharsisg (Vygotski, 1925/1972). The term catharsis is Greek and
means purification, purgence. It is a type of c¢leansing or
depuration, or even a transformation, of feelings by means of
art. Nevertheless Vygotski does not posit a view of catharsis as
a vicarious discharge of a specific emotion. His idea is that the
dramatic catharsis is more complex.

While taking up Aristotle’s view on the catharsis, Vygotski
also presents his approach towards emotions in general, and the
aegthetic emotional reaction in particular. This
conceptualization will allow us to understand what Vygostky
understands by catharsis.

1.~ The law of the double expression of emotions. In every
emotion there is a motor-expressive-peripheric response, and a




central or existential response:

"All our emotiong posess not only a bodily expression but

also a mood expression (...}). So, the emotion is expressed

not only in the mimic, pantomime, secret and somatic
reactions of our organism, it also needs a certain expresgion
through our phantasy. (...) every emotion uses imagination and
is reflected in a sgeries of phantastic representations and
images, which play the part of a second expression. It is
with more reason that we could say that the emotion apart
from its peripheric action also possesses a central
action..." (Vygotski, 1925/1972, pp. 257-258)

2.- The law of the reality of feelings. By way of this law we
confirm that our emotions may originate from our phantasy, from
a belief or evaluation of a situation, they could even be
suscribed on the basis of an erroneous evaluation of reality. In
other words, the importance of the central aspect, of phantasy
in order to understand emotions ig stressed (the excitatory role
of the central component):
v... if at night in a room I mistake a hanged coat for a
man, my error is clear because my experience is false and
does not correspond with any real content. But the fear I
experience in this case is real. In this way all our
phantastic and unreal experiences are developed on a
completely real emotional basisg. As a consequence of this,
feeling and phantasy are not two igolated processes, but in
fact represent the same process, and we have the right to
consider phantasy as a central expression of the emotional
reaction" (Vygotski, 1925/1972, p. 258},

3.-The law of the unipolar expenditure of energy and the
strengthening of the cognitive-representational component of the
aesthetic emotion. Vygotski states that a high central (mood}
activation, would ke accompanied by a low activation and
viceversa. In the emotion the expenditure of nervous energy takes
place fundamentally in one of the poles (either on a central or
peripheric level), and an increase in activity in one of the
poles will provoke the attenuation of the other.
v, ..as phantasy is reinforced as the central moment of the
emotional reaction, its peripheric aspect is retained and
loses intensgity. (...) nervous energy tends to be spent in
one pole, in the center or in the periphery; all increase
in the energy expenditure in one pole brings about an
immediate weakening in the other" (Vygotski, 1925/1%72, p.
259).

Vygotski states that what 1s typical of the emotional
reaction of an aesthetic nature is that it retains the open and
direct expression, it does not lead to action and has no
peripheric expression. This reinforces the central moment, which
for Vygotski is phantasy’s activity.

4.- The existence of ambivalent or hybrid emotions. One of the
main characteristics of art is that it operates with hybrid
feelings, with ambivalent or contradictory emotions.

Vygotski suggests two processes that will induce emotional
ambivalence. First of all, the stimulation of hybrid emotions may
be explained by the work of art’s own structure, especially by




the contradiction between "form" and "content". The activation
produced by the meeting of the form of the work of art (which
produces a type of emotion), with the content of the work of art
(which produces an emotion of the opposite sign) will produce the
development, and at the same time, from a representational level,
the affective annulment. In works of art many universal themes
with a clearly negative content are mentioned (i.e death, falling
out of love, treason, etc., which would produce in our normal
life great discomfort), but they are developed in a "way" such
that the impression they produce on us is not so negative, it is
more of an ambivalent bittersweet, more complex and complete
feeling which locates us in a different perspective. For Vygotski
this would explain how the "pleasure of suffering” is produced
when facing dramatic works of art.

Secondly, as we have mentioned before, the oscillation
between identification and distancing produced in the spectator
would be another process that could explain the experience of
hybrid emotions.

5.- The inhibition of the motor-expressive discharge because of
the simultaneous activation of two emotions. Another
characteristic of the aesthetic type emotional reaction is that
there is going to be a stimulation of the central moment, of
phantasy, and a retention of the motor and expressive aspect. In
fact, when faced with a dramatic stimulus we may experience a
high intensity emotional reaction, but that has no concrete
manifestation. Here we can see one of the main differences
between real or everyday emotion and that which is experienced
through art. The latter are in some sense "partial" because they
do not tend to "move" into action, there is nc need for an
external expression.
"In this way, the distinct symptom of an aesthetic emotion
is precisely the retention of its external manifestation,
while at the same time it retains an extraordinary strength.
We could show that art represents a central emotion, or an
emotion that is primarily resolved in the brain cortex.
Art’s emotionsg are intelligent emotions. Instead of showing
themselves by means of clenching fists, and fits, they are
mainly resolved through phantasy’s images" (Vygotski,
1925/1972, p. 260).

Vygotski explains the activation of contradictory emotions
without a motor-expressive manifestation, through Darwin’s
"antithesis principle". This principle states that every emotion
activates a series of sgpecific muscular groups, so that the
gimultaneous activation of two contradictory emotions would also
provoke the stimulation of those muscles, leading to an "internal
fight" which would be resolved through inexpression and
retention. This is the reason why the aesthetic reaction is not
manifested at a motor-expressive level, and that it constitutes
an emotion based on phantasy.

6.- The conclusion or resolution as a moment of stimulation and
annulment of emotions. On the basis of Vygotski’s analysis of
Hamlet, we see that the perception of the initial event activates
a expectancy on how the story will develop or end: the death of
the villain, he who killed Hamlet’g father, is a "happy end" (at
least from the hero’s point of view) linked to a positive
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emotion. At the same time we are aware that we are facing an
Tanger" scenario. An emotion which would be attributed to the
main character, although the spectator will also experience it.
Nevertheless, the detours that are found in the plot activate a
series of negative emotions: tension and anxiety due to the lack
of response, a lack of will and delay in Hamlet'’s response, and
feeling ungatisfied because of the non achievement of the
activated expectancy. The contradiction between fable and plot
will be a central element in the aesthetic reaction. As Vygotski
stated, the tragedy will have acted as an element that provokes
opposite and simultaneous emotions:
"The spectator has been cheated. All he had considered as
a detour in the rcad has led him to where he wanted to go
all the time, and when he reaches thig final spot, he does
not recognize it as the aim of the pilgrimage.
Contradictions have not only converged, they have also
changed roles, and for the spectator this catastrophic
revelation of the contradictions is blended into the hero’s
experience, because ultimately he only accepts as his these
experiences. And the spectator does not experience either
satisfaction or relief following the King’s death; his tense
feelings do not find a simple and trival solution®
(Vygotski, 1925/1972, p. 240-241).

In sum, we can gee that the structural elements of form and
content, plot and fable, are linked to different emotions that
are going to be sget against each other and stimulate the
experience of affective ambivalence. In this sense, the
activation of opposite emotionsg, from a motor standpoint, will
lead to their inhibition in expregsion. This state implies the
double induction of negative and positive affects, and leads to
an increase in the internal tension. A tension which instead of
being peripherically discharged (expressive-motor discharge},
leads the spectator, during the conclusgion, to experience a
catharsgsis, a discharge and transformation of affects and
emotions. The most important effect of this catharsis is an
extengion of phantasy that restructures the spectator’s global
internal experience,

The mechanism through which the artistic representation
takes place would be the following:

"We could state that the basis of the aesthetic reaction is

formed by the affects stirred up by art, experienced by us

in all their reality and strength, but which find their
discharge in that phantasy activity which every artistic
perception demands of us. Due to this central discharge, the
external motor aspect of affect is retained and repressed,
and we start to think we live only illusory emctions. All
art is based on this unity of feeling and phantasy. Its most
noteworthy peculiarity is that when causing in us affects
that are developed in opposite directions, it only retains
thanks £o the antithesgig principle, the motor expression of
the emotions, and, by confronting impulses of an opposite
nature, destroys the affects of content and form, leading
to an explosion, a discharge of nervous energy. In this
transformation of affects, in their spontaneous combustion,
in the explosive reaction that leads to the discharge of
those emotions that were stirred up just there, in all this
lies the catharsis of the aesthetic reaction" (Vygotski,




1925/1972, p. 265).

In this sense, Vygotski’s true originality rests on the fact
that he suggested that the cognitive complexitivity of the
subject, the same as can be observed in the emotional realm,
starts from a simultaneous activation of positive and negative
affectivity in a representational and expressive-motor Ilevel.
This activation is due to the abovementiond contradiction between
form and content in a work of art, which causes opposite
emotions.

In other words, Vygotski states that the work c¢f art not
only presents a conflict of senses and meanings, it also produces
an affective activation. What Vygotski implicitly is suggesting
is a wvery important, wvalid and current problem in social
psychology devoted to the study of emotions: when a person is
remembering something, in order to recodify or understand a part
of reality or the ocutside world, we need a certain degree of
affective activation to render this recodification effective. All
this just underlines the relationghip between cognition and
affect, an idea already stated by Vygotski.

We personally believe that the Hegelian nature of this
approach to the aesthetic reaction is quite clear. By the way in
which Vygotski conceives the catharsis produced by the
intersgsection of opposites, which are really complementary, we can
see that Vygotski had carefully read Engels’ Dialectic of Nature
(Thegis-Antithesis----- Synthesig), in which this marxist author
develops Hegel’s ideas. The influence that both the German
philosopher and Engels had on Vygotski’s idea of the reaction
towards the aesthetic and on great deal of his following
psychological and pedagogical theory is uncuestionable (Kozulin,
1990; Van der Veer & Valsiner, 1991).

18. The classical theories on the paradox of art and the place
of Vygotski’s catharsis theory

Another form of evaluating Vygotski’s theory is to compare
it with classical explanations on art’s actions: the paradox of
drama. Ever gince Aristotele different authors have written about
the paradox of drama (of comedy and tragedy)}. Both artistic forms
imply that the positive experiencing of negative emotions and its
artistic value would be attributed, at least in part, to their
capacity for simultaneougly producing positive and negative
emotions. In tragedy, sadness and aggressive scenarios are
experienced with pleasure, whilst in c¢omedy we achieve, in
Aristotele’s termg, a happy feeling of non painful absurdity
(Garcia & Hernéndez, 1988; Packer, 1989).

Historically different explanations for the paradox of drama
have been proposed. First of all came Aristotele’s catharsis. Art
allows the discharge of repressed emotions. Due to the fact that
repressing emotions ig negative (here we see that Aristotele was
a forrunner of Freudian ideas), the aesthetic catharsis allows
the spectator’s purification of his/her capacity for experiencing
emotions, compassion and fear in particular, and is a pleasurable
experience (Paskow, 1983; Packer, 19892). The idea that the
cathartic discharge may be understood both in a medical-
physiological sense ("the discharge of bile that allows us to
maintain an equilibrium between the body’s humors"}), or in a




moral-cognitive sense, in which the emotions produced by art
allow us to appropriate ourselves of the right knowledge on
reality, learning by imitation. There has been an enormous amount
of debate on the exact meaning of the term catharsis, both in a
purely cognitive or affective sense. The most inclusive, which
can be based on Aristotele’s text on the benefits of music, is
that art has educational effects, of intellectual pleasure and
catharsis (Paskow, 1983). The Aristotelic catharsis has been seen
as an acguisition of mediating emotional resistance, as a "to
harden and inure oneself in the passions of compassion and fear",
or as a transformation of the passionsg into virtuous dispositions
(Dominguez, 1991).

Aristotele’s text is very obscure and has been subject of
an intense debate, as Vygotski already noted. Nevetheless,
without any doubt, Vygotski’s approach must be seen as an attempt
to make explicit the underlying mechanism in Aristotele’s
cathartic theory. The meaning of the term cathartic in Vygotski
is no too clear, although he does suggest that the essence of
catharsis is the transmutation of feelings, induced by the
contradictory nature of the work of art. Catharsis as moral
learning (conversion of the passsions into virtuous
dispositions), as the passage from displeasure to pleasure, as
purification in the sense of physiclogical discharge, and as a
sedation all seem to Vygotski to be too partial. In this sense,
Vygotski’s approach to the art’s action 1is closer to an
integrative perspective of all the previous processes into a
cognitive-affective phenomenon, and postulating an explanatory
mechanism. Although there is also the idea of the need of an
affective discharge, as a biological function of art, which
partially links it with one of the most simple conceptions of
Aristotelic catharsis.

A second explanation of the paradox of dramatic art, of the
pleasurable experience of negative emotions, is linked to Hume
and is the so called "conversion theory". This approach states
that emotional hurt is partially transformed in pleasure by means
of the aesthetic pleasure allowed and induced by the artistic
techniques of representation. This theory has many flaws because
if Hume’'s theory was to be correct, the spectator of the work of
art would have to abandon the site of representation, or the
reading of a work of art only feeling positive emotions or
pleasure, which does not correspond with reality (Packer, 1989).

Confirming Vygotski’s idea on the ambivalent nature of a
work of art, Packer {1989) stresses that what is specific of the
experience of a dramatic work of art are that the two types of
affects, a positive and a negative one, are simultaneously
experienced. Nevertheless, the explanation of the conversion is
somewhat taken up again in Vygostky'’s argumentation when this
author states that the affects develop and change under the
influence of the mechanisms of the work of art.

A third explanation, also linked with Hume, stresses the
controllable nature of the dramatic emotional experience. The
knowledge of what happens is ficticious, it allows the spectator
to experience negative emotiong without these emotions
overflowing him/her, and knowing that in any given moment s/he
may abandon them, because the spectator is neither responsible
or feels vitally involved in the tragedy. This idea has been
taken up under the form of the "aesthetic distance" produced by
the works of art, which allows there to be an affective work. It



has also been taken up, although only as a second level issue,
in Vygotski’s argumentation. Although this author stresses the
emotional regulation by simultaneous activation and the
subgequent annulment of opposite affects. The explanation of the
pleasurable nature of the experience of negative emotions in the
work of art, due to the controllable nature of the experience,
ig also open to criticism. Not only do the spectators sometimes
lose control over their emotionsg, but alsc a work of art that
does not generate sgpontaneously and surprisingly emoticnal
experiencesg, or in other words, that does not exert an affective
influence in a relatively uncontrollable way, doubtfully will be
evaluated as aesthetically pleasurable (Packer, 1989).

The last c¢lassical historic explanation we shall see
regarding the action of the work of art will be the cne suggested
by L”Abbé Dubos: the change from calmness to emotional activation
as a necessity. This author states that the abscence of feelings
and activity is a displeasurable experience that the human being
tries to avoid. In order to avoid this displeasurable state of
languid calm, most people try to entertain themselves in
activities which may intensgify everyday emotions such as works
of art (novels, soap operas, etc.) {(Packer, 1989). Current
aesthetic and wmotivational theories propose a need for
stimulation, and this explanation is very much accepted nowadays
(Berlyne, 1968; Packer, 1989). Vygotski also partially
acknowledge this view.

Vygotskian theory on the action of the work art partially
integrates different classical theories, although it is situated
in an Aristotelic catharsis approach. Catharsis is seen as a
change in thought, cognition, affect and physiology. It is not
only the simultaneous experience of opposite emotions, or the
simple discharge of these and the state of calm which follows.
It is an emotional response that develops under the aesthetic
control of the work of art, and which culminatesg in the fact that
the spectator has new and more adequate cognitive information on
his/her emotional reactions. The work of art induces in an
nartificial® way an emotional conflict and resolves it, leaving
the spectator with new and richer thought expectancies (see
Pakow, 1983 for a similar interpretation of Aristotele’s work).

Nevertheless, we must state that the accumulation-discharge
hydraulic type emotional and motivational models have been open
to criticism. Nowadays, those theories which state that emotions
accumulate and must be discharged, and that what the organism
seeks is a state of calm are somewhat discredited. Motivation is
not only directed towards the discharge, there are also other
reasons which seek an increase in tension, for example curicsity
and the need to expleore {(Berkowitz, 1968; Reykowski, 1982). In
this sense, of all the classical theories mentioned it is L Abbé
Dubos’s one referring to the need of stimulation which finds
support.

19. Empirical aspects

In the following pages we will study the theoretical and
empirical support we have found in recent studies aimed at
refuting or corroborating the Vygctskian model.

19.1 the work of art as an instrument that induces emotions




To our knowledge, there is a confirmation, in a general
sense, of the affective and emotional nature of the works of art
when they evoke some level of affective reactions.

Empirical data supporting the capacity of art as a technique
of emotion induction has been found in many researches. This data
stresses that by using different artistic stimulus we may induce
emotional changes and also changes in mood. For instance seeing
films (Isen, 1987), listening to music (Martin, 19%90) o reading
texts {Salovey & Rodin, 1985) are adequate procedures in order
te induce moods.

19.2 The ambivalent nature of aesthetic emotions

Nevertheless, we do not have c¢lear evidences on mixed or
ambivalent emotions, although there is no doubt that people
frequently experience mixed emotions {for 1instance the
"bittersweet" feeling of melancholy) . Diener & Iran-Nejad (1986)
saw that subjects mentioned moderate levels of positive and
negative affects, although they thought that only rarely were
both types of emotions intensely experienced at the same time.
Anyway, we personally believe that it would seem congruent and
according to common sense to state the relationship of the works
of art with what we have termed mixed emotions of a complex
nature. For example, our studies have shown that seeing a
dramatic film on delinquency that hag a level of contradiction
between story and argument, and in the presentation of the
characters, induced affective ambivalence, in the sense that the
positive and negative affectivity scores were positively
associated in the post-test (.54, p<.001, n=78), but not in the
pre-test (r=-.00, p>.20) (Igartua & Paez, 1995).

An argumentation that would reinforce Vygotski’s idea is
Solomon’s theory on the opposite process of emotions (Reeve,
1994) . This author believes that an emotional experience
hedonistically opposite substitutes the original emotion
immediately after the stimulus that has elicited the emotion has
disappeared. It is the opposing emotional experience and not the
original emoticn which slowly dissapears. For instance, the
spectator feels anxiety and sadness when facing tragedy, and
happiness when it finishes. It is happiness and not anxiety-
sadness which finally dissapears. Although Solomon’s explanation
is physiological and it rests on somewhat fragile pillars, we can
say that a main problem is that it does not explain hybrid
affective states. Vygotski’s explanation is more externalized;
it is not alleged internal homeostatic processes that explain the
process, but the stimulus characteristics and the development of
the work of art which will provcke the process of emotional
ambivalence.

19.3. Relationships between the representational and motor-
expressive dimensions in the artistic emotion

One of Vygotski’s ideas was that the representations or the
cognitive-subjective dimension of emotion could reinforce the
motor and physiclogical reaction of the emotion. Reaffirming this
idea, Lang’s studies (1987) have shown that subjects who have a
good imagination and subjects who were trained to imagine their
reaction towards affective situations increase their peripheric




response. It has also been found that the "rumination" or
repetition of thoughts on a stressful situation reinforces the
affective disturbance. The effectiveness of the imagination to
induce peripheric and physiological responses has been amply
tested (Wagner, 1989; McNaughton, 1989; Frijda, 1986).

Nevertheless, Vygotski’s main tenant, which he had borrowed
from Kornilov, was that a stronger motor or physiological
activation would lead to a diminish of the subjective dimension
of emotion because the energy that was peripherically spent was
"gubstracted" from the central reaction, from the subjective
representation. This idea, although it has been the focus of
debate, has been questioned by current research. Expressive
reactions play a role of excitatory not inhibitory feedback. If
we have more expression which is congruent with the emotion, we
have more subjective intensity and more physiological reaction
(Manstead, 1988). At least some peripheric dimensions can play
a role of reverberation and not discharge. On the other hand,
regearch conducted on the topic of aggression has shown that its
behavioral discharge also increasges the subjective intensity
(Leyens, 1982). Both elements do not support a relationship of
gimple discharge in the affective reaction.

Other data also shows that subjects that have more facial
expressiveness have less physiological reaction. In the same
sense, we must remember that there are certain subjects (the so
called repressors) who function under the hydraulic model: a low
subjective reaction is associated with a high physiclogical and
motor-expressive response (Weinberger, 1990).

Vygotski’s semi-hydraulic model must be seen as correct in
its wview of the central processes, but valid only for some
subjects in the law of the discharge of unique energy, which
implies that non discharging one pole reinforces the other, or
that the discharge of one pole weakens the other,.

A third idea posited by Vygotski was the inverse
relationship between complexity of the cognitive representation
and the motor-physiological emotional reaction. This idea was
also associated with the idea of energy digcharge; what is spent
in one pole, in this case making the cognitive representation
more complex, implies a weakening of the other, in this case the
motor and behavioral reaction. This hydraulic conception of
emotion (what is discharged is eliminated from a container) is
open to criticism on various grounds.

First of all, the relationship between the subjective,
physiclogical and behavicral levels of the emotional response are
low. Associations reach a maximum of 0.3 (Frijda, 1986; Lang,
1988). The idea that there is an undifferentiated emotional
activation of the organism is somewhat questionable, due to the
fact that the indexes of physiological activation do not
correlate very well between them, and seem to respond to
different rhythms and functions (Cacioppo, Petty & Shapiro, 1983;
McNaughton, 1989). With this semi-independence of the emoticnal
activation it is quite difficult to think that a discharge or
inhibition in one pole will automatically reinforce the other.

Secondly, an individual’s capacity to adequately perceive
and centrally represent to him/herself the peripheric changes is
limited. Due to this, the perception, at least a consc¢ious one,
of the peripheric changes is doubtful (Cacioppo, Petty & Shapiro,
1983) .

In general, it has been found that those subjects that have




more cognitive complexity show more mitigated affective reactions
towards positive and negative events (Linville, 1985). In the
same sense, it has been found that subjects that use more varied
and complex coping strategies show a better affective fit, with
a better control over negative emotions (Taylor, 1990).

We could say that Vygotski’s ideas may help us conceive the
global relationship between cognitive complexity and emotional
regulation in a more general 1level, and not necessarily to
conceive the direct relationship between the representation of
the situaticn and the emotional response.

In spite of these previous relativizations, what has been
amply tested is that the inhibition of excitatory action and
thought produces a physiological activation (Pennebaker, 1989),
and that this physiological activation may be transferred towards
other emotional reactions that are congruent with the stimula
which cause this activation (Zillman, 1983). Nevertheless, there
is no proof that the physiological activation directly influences
the intensity of the affective response (Paez, Echebarria &
Villarreal, 1989; Bellelli, 1989). In other wordg, this would
reaffirm Vygotski’s idea that the inhibition of the central
representation reinforces the physiological reaction and that at
the same time this may reinforce subsequent psychological
reactions.

19.4. Contradictions in the work of art and aesthetic pleasure

Vygotski suggests that there is a positive relationship
between the level of contradiction, or the level of complexity
of a work of art, and the aesthetic pleasure. From his point of
view, when works of art are more complex they have more
possibilities of inducing different emotions and a deep aesthetic
feeling, although we must not forget that the spectator who sees,
reads or listens to a work of art must have some qualities and
formation (Francés, 1985). Resgearch on experimental aesthetics
partially confirms this idea: a positive association between
phenomenic complexity and aesthetic pleasure is a highly
consistent empirical result (Berlyne, 1968; Corraliza, 1987).

On the other hand, in reference to the contradiction
"positive form--negative content" and its positive affective
impact, there is indirect evidence in two studies conducted by
Locke & Keltner (1993) that supports Vygotski’s idea. These
authors tried to analyse under which conditions the appreciation
of a work of art (a musical score or a poem) could contribute to
an improvement in the subject’s affective state, subjects who had
previously been induced a negative mood. In order to achieve this
a factorial design was created that manipulated the affective
valence of the artistic stimulus (positive or incongruent versus
negative or congruent with the subject’s mood), and the
intstructions referring to the exposition or reception of this
stimulus. A first group of subjects were told that they should
pay attention to the formal aspects of the artistic stimulus such
as rhythm and the combination of instruments (in the musical
scores), or the words that were used and the structure of the
phrases (in the poems). The aim of this procedure was to distract
the subjects. A second group was asked to pay attention to the
content or emotional tone of the music or poem. The aim was to
make the subjects compare their own emotional state with the




work’s emotional tone. The first type of instructions could also
be seen as an induction of the focalization of attention on the
"form" of the work of art, whilst in the second type the focus
would be on its "content". In this way the following experimental
conditions were created:

ALL SUBJECT
WERE INEUSES a INSTRUCTIONS OF FOCALIZING
NEGATIVE MOOD ON. ..
Content Form
(Comparison) (Distraction)
Congruent or "DOWNWARD" CONGRUENT
TYPES OF negative COMPARISON DISTRACTION
STIMULUS Incongruent "UPWARD" INCONGRUENT
or Positive COMPARISON DISTRACTION

Results showed that the condition in which subjects had to
focalize attention on the "form" of the happy work of art (the
one that wasg incongruent with the subject’s mood}, and also the
condition in which subject’s focalized their attention on the
"content" of the sad work of art (or congruent), provcked more
affective satisfaction. The authors explained these results
stating that focusing attention on the content makes sad subjects
perform a downward comparison with a sad experience and improve
their mood. An upward comparison or focusing attention on the
happy content would provoke more affective displeasure. On the
other hand, focusing on the happy form would serve as a
distraction and would not allow the demeoralizing action of the
upward comparigon (Locke & Keltner, 1993). Our own interpretatiocn
of these resgults is that the positive form of a work of art may
play a distracting role, whilst the negative content of drama
would provoke a positive effect of downward comparison. In this
way, the simultaneous action of both (positive form and negative
content}, such as the one that takes place in the paradox of
tragedy, would lead to the best affective-cognitive impact on the
subject.

In concordance with the abovementioned, our studies seem to
endorse this approach. In one study, the degree of contradiction
between the content (dramatic or negative) of a series of film
scenes and their form or musical soundtrack (positive or negative
emotional tone) were manipulated. We established three
conditions: original work, in which there was a certain degree
of contradiction "form-content"; extreme contrast between both
elements; and congruence (the musical soundtrack had the same
affective tone than the content of the scene). We found that the
exposition to the c¢ontrast condition with the best aesthetic
condition (the original presentation of the film stimula)
produced a lower activation of negative emotions, a fact which
may be seen, in Vygotski’s terms, as an induction of a cathartic
response (Igartua, Alvarez, Adridn & Paez, 1994).




19.5. Identification-distancing and affective changes

Recent studies have confirmed that identification with the
actors and re-evocation of personal experiences induce strong
emotions.

Larsen & Lazlo {1990) have confirmed that subjects who were
more historically-culturally nearer to a dramatic story
(Hungariang reading a story on the Second World War) showed a
higher level of personal resonance, more vivid, glokal and
personal memories. Our studies on the reception of popular music
have shown that subjects who felt closer to the content of the
songs showed a more accentuated affective reactlon and a more
positive aesthetic appraisal (Adrié&n, Paez & Alvarez, 1995). We
have also found similar results in the aesthetic appraisal of
films on the Spanish Civil War: the induction of a negative mood
by exposing the subject to dramatic films was associated with a
stronger identification with the characters and more personal
regonance (Igartua & Paez, 1995Db).

On the other hand, results have shown that the empathic
identification and the distancing or "objective" observation
qualitatively change the felt emotion. Davis, Hull, Young &
Warren (1987) have found that when subjects were instructed to
objectively observe a series of scenes from dramatic films (Who's
afraid of Virgina Wolf? and Brian’s song) positive emctional
regponses were induced. In other words, the observation from the
standpoint of a "third party" provoked positive emotional
reactions., On the other hand, instructing gsubjects to
empathically observe the narration (identifying oneself with the
characters) mainly produced a negative emotional reaction. In
sum, seeing works of art and alternating between an actor’s and
a spectator’s perspective are affective mechanisms that induce
mixed emotions, just as Vygotski had suggested.

Current authors such as Scheff (1983} have taken up and
developed Vygotski’s approach to art as a social form of managing
emotional expression. Scheff, coinciding with the classical
explanation on control, states that rituals of bereavement and
treatment, certain child’s games, and all kinds of dramatic
representations will allow the expression and re-evocation of
these emotions in a socially acceptable and less painful way for
the subject. These socio-cultural devices will provide an
aegsthetic distance from the affective disturbance, that will
allow the subjects to discharge thege inhibited negative emotions
and restore their equilibrium. This would allow a subject to gain
the optimal distance between observing and participating in the
affective disturbance. Although it is included in a critical
stance towards the psychoanalythic approach to art, this idea was
expressed in the following way by Vygotski:

"Pleasure only constitutes the simultaneous fusion of two

opposite consciences: we see and live the tragedy, but that

same instant we understand that that does not happen in
reality, it only seems to. And in this step from one
conscience to another lies the main source of pleasure"

(Vygotski, 1925/1972, p. 107).

As we have already seen, a dialectic of distancing observer-
experience as an actor, was already mentioned as an element of
the aesthetic process of tragedy. Subjects would undergo a return




"trip" between remembering the personal past negative affective
event, and currently "safely" seeing as a spectator a similar
event

In this same vein, that of evaluating the importance of the
distancing induced by the artistic representation, it has been
found that the presentation of a series of scenes as real (a film
ags if it was a news bulletin)} provoked more aggressiveness. In
other words, the more the scene is believed to be real, the
stronger the intensity of the induced emotion will be. When the
same scene ig presented as a part of a work of ficticn, a less
intense mood was induced. Different researches have shown that
the cognitive distancing from violent images attenuate their
impact on the observer’s mood and behavior (Denis, 1985). In sum,
their is partial evidence in favor of the control theory. The
importance of the aesthetic distance induced by the work of art
for a controllable emotional experience, and probably because of
thisg, pleasurable, is partially supported.

19.6. The Influence of affectivity in cognition

Nowadays many studies seem to confirm the influence that the
different emotional states have on cognition. This data suggests
that Vygotski’s ideas on emotions and cognitive complexity are
practically valid.

Results obtained in different researches that study the
influence of positive affect point towards an association between
this affect and creativity, flexibility and the more interrelated
cognitive structures (Isen, 1987; Fiedler, 1988). As suggested
by Vygotski, positive affect seems to be able to influence the
cognitive organization. In other words, it may lead to a higher
complexity and innovation. People with a negative mood show a
higher level of analytic, conservative and "realistic" reasoning.
Different studies conducted on the topic of persuasion have shown
that those subjects who have been induced a negative mood before
the exposition to a persuasive communication paid more atention
to the quality of the persuasive arguments, and so it was more
difficult to motivate a change of attitudes with messages that
presented "low" quality arguments (Schwartz & Blesgs, 1991;
Schwartz, Bless & Bohner, 1991). On the other hand, and stressing
this point, it has been shown that emotional moods have a real
influence on judgement and thought (Isen, 1987).

Our own empirical studies have confirmed that to deconstruct
the action of the work of art diminishes its affective and
cognitive impact. In one study, subjects were instructed to focus
their atention on the "mugical form" of love songs, or only on
the "content", or told to simultaneously pay attention to both
aspects. It was those subjects included in this last condition
who were induced a stronger affective change, and who showed
stronger agreement with the prototypical attributes of romantic
love (a facet that was taken as criterium in order to evaluate
the degree of affective complexity) (Paez, Adridn & Alvarez,
1995) .

In another study, we found that, in comparison with a
control group, those subjects who had seen a dramatic f£ilm con the
topic of delinquency with a level of contradiction and a
progresgsive message (delinguency was shown as a problem which had
a socio-structural origin, and the repressive and police




solutions were rejected), showed a stronger disagreement than the
control group with conservative explanations and police and penal
meagsures in order to solve this problem. In other words, the
subject’s exposition to a film with a certain degree of
ambivalence induced a more complex and understanding explanatory
discourse of delinquency in comparison to those subjects included
in an equivalent group who were not exposed to this artistic
stimulus. Moreover, the identification with the characters was
associated with a stronger rejection of the punitive attitude
towards delinquency, and a stance in favor of rehabilitation and
preventive measures.

Finally, we saw that negative affective change was
associated with a stronger acceptance of the fact that
delinquency is a problem that has its origins in inequality and
unfavorable social circumstances, a stronger opposition towards
police and penal measures and a stronger agreement with the
preventive and rehabilitating option in order to resolve this
problem. We could hypothesize that the higher acceptance of the
"gocio-understanding" beliefg with regard to delinquency in those
subjects who were induced a negative mood would be due to the
stimulation of a systematic processing of the "arguments" posited
in the film with regard to delinquency (Igartua & Paez, 1995a;
Bless, Bohner, Schwartz & Strack, 1990).

19.7. Conclusgions

If we bear in mind all the abovementioned empirical data we
would probably agree with the idea, pointed out by Vygotski, of
art’s capacity to induce ambivalent emotional feelings. This form
of feeling emotions is, at the same time, a learning procedure.
It allows subjects to experience emotions which would otherwise
be out of their reach. A person 1is capable of re-evocating
perscnal experiences from a distant point of view, from different
points of wview, and to penetrate inside the temporal-causal
structure of affective life. It will allow a person to evaluate,
under a different light, circumstances and reasons for their
affective reactions. It would also allow a person to obtain more
flexible emotional scripts or scenarios, allowing them to have
more possibilities for self-control and different alternatives
(Paez & Adrian, 1993).




REFERENCES

Adrian, J.A., Paez, D. & Alvarez, J. (1995). Art, emoticn and
cognition. Vygotskian and current approaches to musical
induction and changes in mood, and cognitive
complexization. Pgicothema, (in press).

Bellelli, G. (1989). "Arousal" y "Cognition" en la génesis de la
experiencia emocional. La contribucidén de la teoria de
Schachter y Singer. In: A. Echebarria & D. Paez ({(Eds.),
Emociones: Perspectivas Psicosociales. Madrid: Fundamentos.

Berkowitz, I. (1968). Social motivation. In: G. Lindzey & E.
Aronson {Eds.}, Handbook of Social Psychology, III.
Reading, MA: Addison-Wesley.

Berlyne, D.E. (1968). Laughter, humor and play. In: &. Lindzey
& E. Aronson (Eds.), Handbook of Social Psychology, III.
Reading, MA: Addison-Wesley.

Bless, H., Bohner, G., Schwarz, N. & Strack, F. (1990). Mood and
persuasion: a cognitive response analysis. Personality and
Social Psychology Bulletin, 16 (2}, 331-345.

Brunner, J. (1988). Realidad Mental y Mundos Posibles.
Barcelona: Gedisa.
Bujarin, N. (1921/1972). Teoria del Materialismo Histdrico.

Madrid: Siglo XXI.

Coguet, J.C. (1986). La Semiotigque de 1’Ecole de Paris. In: M.
Guillaume (Ed.), L‘etat des Sciences Sociales en France.
Paris: La Decouverte,

Corraliza, J. (1987). La Experiencia del Ambiente. Madrid:
Tecnos.

Davisg, M.H., Hull, J.G., Young, R.D. & Warren, G.G. (1987).
Emotional reactions to dramatic film stimuli: the influence
of cognitive and emotional empathy. Journal of Personality
and Social Psychology, 52 (1), 126-133.

Denis, M. (1985). La imagen cinematogrédfica. In: R. Francés
(Ed.), Psicologia del Arte y de la Estética. Madrid: Akal.
Diener, E. & Iran-Nejad, A. (1986). The relationship in

experience various types of affect. Journal of Pergonality
and Social Psychology, 50 (5), 1031-1038.

Dominguez, J.C. {(1991). Critica Literaria. Madrid: UNED.

Eco, U. (1985). Tratado de Semiética General. Barcelocna: Lumen.

Fiedler, K. (1988). Emotional mood, cognitive style and behavior
regulations. In: K. Fiedler & J. Forgas (Eds.), Affect,
Cognitions and Social Behavior. Gottingen: Hogrefe.

Fokkema, D.W. & Ibsch, E. (1988). Teorias de la Literatura del
Siglo XX. Madrid: Catedra.

Francés, R. (1985). Psicologia del Arte y de 1la Estética.
Madrid. Akal.

Freud, S. (1985). Psicoandligig del arte. Madrid: Alianza
Editorial.

Freud, S. {1908/1974). El poeta y la fantasia. In: 8. Freud,
Psicoandlisgis aplicado y técnica psicoanalitica. Madrid:
Alianza Editorial.

Frijda, N. (1986). The Emotions. Cambridge: Cambridge University
Press.

Garcia, A. & Herndndez, T. (1987). La Poética: Tradicidén y
Modernidad. Madrid: Sintesis.

Goodman, N. (1984). Of Mind and Other Matters. Cambridge:




Harvard University Press.

Green, A. (1986). La interpretacidn psicoanalitica de las obras
de arte. In: U. Eco, L. Goldman & R. BRastide (Eds.),
Socioclogia contra Psicoandlisis. Barcelona: Planeta.

Harris, P.L. (1989%9). Children and Emotion. Cambridge: Cambridge
University Press.

Igartua, J., Alvarez, J., Adrié&n, J.A. & Paez, D. (1994).
Misica, imagen y emocidn: una perspectiva wvigotskiana.
Psicothema, 6 (3), 347-456.

Igartua, J. & Paez, D. {1995a). El1 cambio de creencias y
actitudes desde una perspectiva vigotskiana. Paper
presented at the Vth National Congress of Social
Paychology, Salamanca (Spain), 18-20th December.

Igartua, J. & Paez, D. (1995b). Art and remembering traumatic
collective events: the case of the Spanish Civil War. In:
J. Pennebaker, D. Jodelet & D. Paez (Eds.), Political
Eventgs and Collective Memories. Hillsdale, NJ: Lawrence
Erlbaum Asgsociates.

Isen, A. (1987). Positive affect, cognitive processes and social
behavior. Advances in Experimental Soc¢ial Psychology, 20,
203-253.

Kozulin, A. (1990). Vygotski’s Psychology: A Biography of Ideas.
London: Allyn & Bacon.

Kurosawa, A. (1990). Autobiografia. Madrid: Fundamentos.

Lang, P. (1988). What are the data of emotion?. In: V. Hamilton
{Ed.), Cognitive Perspectives on Emotion and Motivation.
Dordrecht: Kluwer Ac. Pub.

Larsen, $.F. & Lazlo, J. (1990). Cultural-historical knowledge
and personal experience in appreciation of literature.
European Journal of Social Psychology, 20, 425-440.

Leontiev, A. (1972). Prefacio. In: L.S. Vigotski, Psicologia del
Arte. Barcelona: Barral.

Leontiev, A. ({1991). Articulo de introduccidén sobre la labor
creadora de L.S. Vygotski. In: L.S. Vygotski, Obras
Escogidag, Tomo I. Madrid: Visor-Aprendizaje & Ministerio
de Educacién y Ciencia.

Leventhal, H. {1980). Toward a comprehengive theory of emotion,.
Advances in Experimental Social Psychology, 13, 139-207.

Leyens, A.R. (1982). Psicologia Social. Barcelona: Herder.

Linville, P.W. {(1985). Self-complexity and affective extremity.
Social Cognition, 3, 94-120,

Locke, D.K. & Keltner, D. (1993). Using art for comparison and
distraction: effects on negative emotions and judgements of
satisfaction. Cognition and Emotion, 7 (5), 443-460.

Manstead, A.S.R. (1988). The role of facial movement in emotion.
In: H.L. Wagner (Ed.), Social Psyhophisiology and Emotion.
Theory and Applications. Chichester: John Wiley & Sons.

Martin, M. {1990}. On the induction of mood. Clinical Psychology
Review, 10, 669-637.

McNaugton, M. (1989). Biology an Emotion. Cambridge: Cambridge
University Press.

Morawsgki, S. {1977} . Fundamentos de Estética. Barcelcna:
Peninsula.

Paez, D. & Adrian, J.A. (1993). Arte, Lenguaje y Emocidén. La
Funcidén de la Experiencia Estética desde una Perspectiva
Vigotskiana. Madrid: Fundamentos.

Paez, D., Echebarria, A. & Villarreal, M. (1989). Teorias
psicoldgico-sociales de las emociones. In: A. Echebarria &




D. Paez (Eds.), Emociones: Perspectivas Psicosociales.
Madrid: Fundamentos.

Packer, M. (1989). Digssolving the paradox of tragedy. Journal of
Aesthetics and Art Criticism, 47 {(3), 211-220.

Paraiso, I. (1994). Pgicoandligis de la Experiencia Literaria.
Madrid: Catedra.

Paskow, A. (1983). What 1is aesthetic catharsis?. Journal of
Aesthetics and Art Criticism, 42, 59-68.

Pennebaker, J.W. (1989). Confesgsion, inhibition and disease.
Advances in Experimental Social Psychology, 22, 211-244.

Propp, V. (1981). Morfologia del Cuentc. Madrid: Fundamentos.

Reeve, J. (1994). Motivacidén y emocidn. Madrid: McGraw-Hill.

Reyvkkowsgki, J. (1982). Social motivation. Annual Review of
Pgychology, 33, 123-154.

Salovey, P. & Rodin, J. (1985). Cognitiong about the self:
connecting feeling states and social behavior. Review of
Personality and Social Psychology, 6, 143-166.

Scheff, T.J. (1983). Toward integration in the social psychology
of emotions. Annual Review of Psychology, 9, 333-354.
Schwarz, N. & Bless, H. (1991). Happy and mindless, but sad and
smart?. The impact of affective states on analytic
reasoning (pp. 55-71). In: J.P. Forgas (Ed.), Emotion and

Social Judgments. Oxford: Pergamon Press.

Schwarz, N., Bless, H. & Bohner, R.G. (1991). Mood and
persuasion: affective states influence the processing of
persuasive communicationg. Advances in Experimental Social
Psychology, 24, 161-199.

Taylor, 8. (1990). Health Psychology. The Science and the Field.
American Psychologist, 45, 40-45,

Van der Veer, R. (1987). El dualismo en psicologia. Un analisis
vygotskiano. In: M. Siguan (Coord.), Actualidad de Lev S.
Vigotski. Barcelona: Anthropos.

Van der Veer, R. & Valsiner, J. (1991). Understanding Vygotski:
A Quest for Synthesis. Oxford: Basil Blackwell.

Voloshinov, V,N. (1992). El1 Marxismo y 1la Filosofia del
Lenguaje. Madrid: Alianza.

Vygotski, L.S. (1272). Spinoza’s theory of the emotions in light
of contemporary psychoneurology. Soviet Studies in
Philosophy, 10, 362-282,

Vygotski, L.S. (1925/1972)}. Psicologia del Arte. Barcelona:
Barral.

Vygotski, L.S. (1925/1991). La conciencia como problema de la
psicologia del comportamiento. In: L.S. Vygotski, Obras
Escogidas, Tomo I. Madrid: Visor-Aprendizaje & Ministerio
de Educacidn y Ciencia.

Vygotski, L.S. (1930/1979). El1 desarrollo de 1los procesos
psicoldgicog superiores. Barcelona: Critica.

Vygotski, L.S. (1934/1987). Pengamiento y Lenguaje. Buenos
Aires: La Pléyade.

Wagner, H. (1988). Social Psyhophisiology and Emotion. Theory
and Applicationg. Chichester: john Wiley & Sons.

Weinberger, D. (19%90). The construct validity of the repressive

coping style. In: J. Singer (Ed.), Repression and
Digsociation. Chicago: Chicago Universgsity Press.
Wertsch, J.V. (1985). Culture, Communication and Cognition,

Cambridge: Cambridge University Press.
Wertsch, J.V. (1988). Vygotski y la formacidén social de la
mente. Barcelona: Paidés.




Yllera, A. {(1986). Egtilistica, Poética y Semidtica Literaria.
Madrid: Alianza.

Zillman, D. (1983), Transfer of excitation in emotional
behavior. In: J.T. Cacioppo & R.E. Petty (Eds.), Social
Psychophysiology. New York: Guilford Press.




