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The Conceptions, Features and Contemporary 

Implications of the Heart-Origin Theory in 

Confucian Aesthetics 

Feng-Jung Liu 

Abstract 

Recently, art scholars have reconsidered the spiritual in art and the importance of 

the artist’s holistic development, in order to recall attention to the spiritual dimension in 

art expression, as well as clarify art function to transform self and others. Because the 

uncertainty concerning art conception is prevalent in the current art world, art learners 

often feel confused and hesitative about the meaning and value of art, the subjectivity 

and role of artist, and even the connection of the artist to the other. The heart-origin 

theory in Confucian aesthetics provides deep perspectives of the spirituality of art 

subject (artist), and illuminates the connections between one and himself or herself, one 

and the other, as well as the meaning of art spirituality. Therefore, the objectives of this 

study are twofold : (a) to analyze the conceptions of the heart-origin theory in 

Confucian aesthetics, including those of pre-Qin dynasty and those from Shun to Ming 

dynasty; and (b) to interpret the features and contemporary implications of the 

heart-origin theory in Confucian aesthetics. The main conceptions discussed are 

harmony of human and Nature (Heaven/Universe), perfect virtue (Jen or Ren / 

Man-at-his-best, benevolence and compassion), bright virtue, the states of equilibrium 

and harmony, vast qi’ (connected with a sense of Justice and the Way), appropriateness, 

oneness of all beings, original heart, and perfect knowing (intuitive ability to know right 

or wrong). The features and contemporary implications involve: (a) to affirm the Self 

                                                      

 Professor, Department of Visual Arts, National Chiayi University, Taiwan. 
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(true self/ true heart) as art subjectivity and clarify the meaning of contemporary art 

spirituality; (b) to reveal the wholeness and perfection of artistic state of mind; (c) to 

reveal the integration of the subject (Self), state of mind, and function of the artist, as 

well as of the content, form, and effect in art expression; and (d) to propose the methods 

for self-transcendence. 

Keywords: confucian aesthetics, heart-origin theory, the spiritual in art, art production, 

art theory, art education, aesthetic education. 
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The Train Sound in Monet’s Painting “Gare 
Saint-Lazare ” : Aesthetic Appreciation 

Experiences of Synesthesia and Immersion 

Chiu-Ku Liu 

Abstract 

The French impressionist painter Monet created the painting “Gare Saint-Lazare” in 

1877. The locomotive filled with coals sprays out thick steam, which seems glamorous 

and misty in the sunshine and enables viewers to immerse themselves in the painting and 

hear the thundering train sound. Appreciating the impressionist paintings of Monet is 

similar to the experiences of “being-in-the-world” and “perceptual field” of Merleau-

Ponty’s body-related concepts. One may use his/her body to perceive, discover, and create, 

which confirms the legitimate status of use of body in artistic creation, as well as reveals 

creators’ aesthetic appreciation experiences of “being-in-the-field” and “immersion.” 

Creators further use “synesthesia” to maneuver auditory sensation experience to embody 

the “sound out of the painting,” which makes paintings more realistic and vibrant. The 

use of synesthesia to convert the static to the dynamic and to convert the soundless to the 

soundly can reflect the dynamic and sounds that are absent from scenes in paintings and 

guide viewers to a soundly and dynamic natural context. Synesthesia, which guides 

viewers from vision to hearing and converts the soundless to the soundly, communicates 

with various senses, triggers imagination and association, produces empathy, plays an 

important role in the free development of artistic image, and enables people to obtain 

unlimited and abundant aesthetic appreciation experiences from limited image. 

Keywords: Gare Saint-Lazare, synesthesia, immersion, aesthetic appreciation  

          Experience 
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The Train Sound in Monet’s Painting “Gare 
Saint-Lazare ” : Aesthetic Appreciation 

Experiences of Synesthesia and Immersion 

Chiu-Ku Liu 

Abstract 

The French impressionist painter Monet created the painting “Gare Saint-Lazare” in 

1877. The locomotive filled with coals sprays out thick steam, which seems glamorous 

and misty in the sunshine and enables viewers to immerse themselves in the painting and 

hear the thundering train sound. Appreciating the impressionist paintings of Monet is 

similar to the experiences of “being-in-the-world” and “perceptual field” of Merleau-

Ponty’s body-related concepts. One may use his/her body to perceive, discover, and create, 

which confirms the legitimate status of use of body in artistic creation, as well as reveals 

creators’ aesthetic appreciation experiences of “being-in-the-field” and “immersion.” 

Creators further use “synesthesia” to maneuver auditory sensation experience to embody 

the “sound out of the painting,” which makes paintings more realistic and vibrant. The 

use of synesthesia to convert the static to the dynamic and to convert the soundless to the 

soundly can reflect the dynamic and sounds that are absent from scenes in paintings and 

guide viewers to a soundly and dynamic natural context. Synesthesia, which guides 

viewers from vision to hearing and converts the soundless to the soundly, communicates 

with various senses, triggers imagination and association, produces empathy, plays an 

important role in the free development of artistic image, and enables people to obtain 

unlimited and abundant aesthetic appreciation experiences from limited image. 

Keywords: Gare Saint-Lazare, synesthesia, immersion, aesthetic appreciation  

          Experience 

                                                      

 Associate Professor, Department of Plastic Art, Da-Yeh University 
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"Slow TV" as Media Art Education in Medium 

Rhetoric Cultivation 

Cheng-Yu Yu* 

Abstract 

We are living in the digital era, which the world's too fast and mind's too busy, 

"time is money" seems to be a kind of aggressive life attitude. But behind the emphasis 

on efficiency, we always must forget body sensations. Media convergence of the Digital 

Era made us fall into information anxiety, which leading us to reflect "Somatosensory 

Time" we should have on the past in analogy era. This phenomenon demonstrated that 

people desire to be the object of "healing" the general mood. And this essay will probe 

television programs as "Medium Healing" reflections application about "slow TV" 

produced by NRK, reminding us "slow design" ideological trend is surging in our daily 

life. Through re-visit those we regarded it as "old" or even "dead", "outdated" media, we 

could comprehend more vision about what is New Mediun and How to manipulate 

those "New". Jean-Francois Lyotard reminded us that knowledge of post-modern 

society has been gradually commercialized due to the formation of cyber hegemony. 

The way to acquire knowledge through spiritual exploration also has been ignored. 

When media Art education gradually emphasizes "visual culture art education"(VCAE) 

with intertextual and cross-field, we must guide students to practice medium rhetoric 

through WE MEDIA art creation in order to actually experience the fascination and 

derivative of "slow consciousness".  

Keywords: slow TV, media healing, media rhetoric, somatosensory time, self-narrative 
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The Exploration of the Modern Cinema 

Presentation Centered on the Ozu Yasujiro’s Late 

Spring and Tokyo Story  

Li-He Chiu* 

Abstract 

The thesis is to explore Ozu’s unique shot, cited Deleuze’s Cinema 2: The 

Time-Image with literature analysis. Study the modern cinema how to express, and the 

film of Late Spring and Tokyo Story to generalize the difference between the classical 

and modern cinema. 

The research includes three perspectives. First, it focuses on the properties of the 

modern cinemabeyond the movement-image, and compare to the shot of loosening, 

trivia, and no help for narration. Second, it analyzes the daily life of the modern cinema. 

Third, it discusses the modern cinema return to cinema’s nature and contrast with Ozu’s 

purely visual image and trip/ballad form. 

Keywords: Ozu Yasujiro, modern cinema, Late Spring, Tokyo Story, Shot 
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Third, it discusses the modern cinema return to cinema’s nature and contrast with Ozu’s 

purely visual image and trip/ballad form. 

Keywords: Ozu Yasujiro, modern cinema, Late Spring, Tokyo Story, Shot 

                                                 

* Graduate student, Department of Fine Arts, National Taiwan Normal University  
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