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Beauty as the Transition from Nature to 
Freedom in Kant's Critique of Judgment' 

KLAUS DUSING 

UNIVERSITAT KOLN 

The splendid age of classical aesthetics, from Kant to Hegel, begins 
with Kant's Critique of Judgment. In that work, beauty has a central, 
systematic significance as the mediating link between nature and 
freedom. Precisely this conception of mediation proves to be the 
initial spark for the idealistic aesthetics that followed. Nevertheless, 
Kant himself did not think of that mediation as a higher, synthetic 
unity of nature and freedom. Such a unity could be conceived, if 
at all, only metaphysically, as was attempted in the various, idealistic 
metaphysics of art, initiated by Schiller and developed by Schelling 
and by Hegel. By contrast, Kant understands that mediation solely 
as a transition. It does not overcome the self-sufficiency of the prin- 
ciples of theoretical and practical reason along with their separate do- 
mains of nature and freedom, but rather leaves them with their 
original, autonomous validity. As intermediary, beauty thus does not 
identify, but only subjectively joins those principles and domains. The 
elaboration of beauty in this sense belongs to the systematic comple- 
tion of the critical philosophy by means of a principle of reflective 
judgment: the principle of the purposiveness of nature. 

If the series of drafts of classical aesthetics beginning with Kant 
is considered typologically, in essence the following types of founda- 
tion for aesthetics may be ascertained. First, an aesthetics can pro- 
ceed from the observer who, for example, judges something to be 
beautiful. It thus becomes an aesthetics of taste or evaluation. Also 
belonging to this fundamental type of aesthetics, as an empiricist 
variant, is an affective aesthetics. 

Second, aesthetics may proceed from an artist's original capacity 
to create. This creativity becomes the basis for predicates of aesthetic 
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value. Thus emerges another fundamental type: an aesthetics of 
genius. 

While the latter alternative turns to the various senses of aesthetic 
subjectivity in order to establish aesthetic predicates, the next sort 
of aesthetics goes back to distinctive features of the aesthetic object. 
On the one hand aesthetic significance may be placed in the pure, 
intuitive form-completely independent of whether its content is 
conceptually determinable. The result is an aesthetics of pure form. 
On the other hand, the aesthetic significance of an object may be 
grounded in its content, from which its distinctive form and shape 
initially emerge. On this basis an aesthetics of content may be erected. 

Finally, the realm of aesthetic objects can be seen as belonging 
primarily to nature or to art. In the former case aesthetics becomes 
a part of cosmology, in the latter case a philosophy of art. 

Given the background of this typology, the aim of the following 
study is to present: first, those insights on the basis of which Kant 
develops his fundamental determinations of beauty; second, how 
the transition from nature to freedom, which beauty enables, is 
realized empirically and anthropologically according to Kant's doctrine; 
and third, how this transition can be established transcendentally. 

I. THE DETERMINATION OF THE BEAUTIFUL AS A 
MATTER OF TASTE 

Schopenhauer (1973, 710ff.) and subsequent critics of Kant fault 
him for not determining the nature of beauty and instead seeking 
to grasp the beautiful indirectly by the detour of judgments of taste 
and thus proceeding schematically in terms of the forms of judgment. 
This reproach fails to appreciate the basic character of Kantian 
aesthetics. It is principally an aesthetics of tastes or evaluation. The 
beautiful displays itself only to taste; it is in principle only present 
in a distinctive sort of experience, which permits aesthetic judgments 
about this beauty present only in the subject. That subjectivizing 
of the beautiful, emphasized by Schopenhauer, through which it 
is no longer considered ontologically, but rather transcendentally 
or critically, consists precisely, as Schopenhauer failed to see, in 
this grounding in taste which Kant conceives as the basic idea of 
aesthetic subjectivity. Since taste as the aesthetically reflective power 
of judgment is a capacity to evaluate and make aesthetic judgments, 
the determination of the beautiful in terms of the features of 
judgments of taste is well motivated indeed. 

The proposition: "This flower is beautiful" is, according to Kant, 
a judgment. Thus it is thoroughly different from propositions such 
as "I find this pleasant" or "I feel myself enchanted by this view," 
propositions having only private significance. In the aesthetic judg- 
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ment: "This is beautiful, just as much universal validity is claimed 
as in a theoretical cognitive judgment which brings an intuited mani- 
fold together in an objective unity on the basis of concepts and laws. 
The universal validity of an aesthetic judgment cannot, to be sure, 
rest upon the subsumption of certain intuitions under concepts and 
laws; for then the judgment would not be specifically aesthetic. The 
predicate "beautiful" does not somehow signify a property of a sub- 
stance. Just as little does it signify some conceptually determinable 
moral value. It rests on a principle which is utterly independent 
of theoretical cognitive judgments and judgments of practical value. 
This principle grounds a novel attitude towards the shapes of intui- 
tion, through which universally valid aesthetic judgments become 
possible. In such an attitude, which is a distinctive sort of considera- 
tion, the consciousness of the beautiful is constituted and-on the 
basis of it-the aesthetic judgment: "This is beautiful." 

Such investigations are not analyses of the everyday linguistic 
use of "beautiful," but rather its critique, since that use is vague 
and disunited. The positive side of this critique is Kant's own expli- 
cation of the beautiful. From this it also follows that the basic fac- 
tors in a judgment of taste, while in accord with the pure factors 
of logical judgments, have not merely a logical, but rather a specifically 
aesthetic significance. So much can be already gathered from the 
judgment: "This is beautiful." It is for Kant, from a logical-linguistic 
point of view, an individual judgment, in contemporary parlance, 
an existential judgment. But its universal validity refers to its validity 
for everyone who carries out the aesthetic consideration. Though 
the analysis of the features of taste thus presupposes the formal logical 
features of judgment, it nevertheless belongs specifically to aesthetics. 
It points up the significance of beauty and its diverse features in 
the consciousness of the aesthetic subject and recognizes therein the 
grounds for the possibility of aesthetic judgments. 

From Kant's analysis of the basic factors in a judgment of taste 
(Momente des Geschmacksurteils), only the underlying arguments and 
their systematic composition may be outlined in the present context 
for determining the significance of beauty.3 Taste judges a content 
of a representation to be beautiful, in terms of quality, if it is con- 
sidered with disinterested satisfaction (Wohlgefallen). The satisfaction 
is disinterested, because the existence of the contemplated object 
is of no concern; it might just as well be nonexistent, or a merely 
subjective content of representation. Herein already lies an essential 
argument for the subjectification of the beautiful. Sensuous or moral 
desires are directed towards the existence of their respective objects. 
At bottom lies an attitude of either inclination or respect. Kant labels 
the specifically aesthetic attitude, fundamentally distinct from in- 
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clination or respect, 'favor' (Gunst) (Kant, 1793, 15). This attitude 
towards the 'object' or, better, towards what is represented imma- 
nently to the subject is purely contemplative and accompanied by 
a specific kind of satisfaction. Thus only what is regarded with 'favor' 
is beautiful. While we share with animals an inclination towards 
what is pleasurable and share with all rational entities a respect for 
what is good, there is "beauty only for humans," as sensing and 
intellectual entities. In a similar way, though characteristically con- 
fined to art, Schiller declares in the poem, Die Kinstler (already in 
1789): "Die Kunst, o Mensch, hast du allein." (verse 32, Schiller, 
1958, I, 174) 

In regard to quantity, taste judges something to be beautiful if 
it "nonconceptually pleases universally" (KU 32). This universality 
is to be understood, not logically, but rather aesthetically (cf. in 
particular S. Marcucci, 1976, 191, 61ff.). It signifies the intersub- 
jective universality of those who consider something from an aesthetic 
point of view and for whom the judgment "This is beautiful" is 
valid. This universality of the aesthetic judgment is not based upon 
concepts and it does not come about through any specific knowledge. 
It depends rather on the fact that, in the representation of the 
beautiful, there is a free and harmonious play of imagination and 
understanding, i.e., of those two cognitive faculties whose represen- 
tations are required for the attainment of any sort of universally 
valid knowledge. This appeal to the universal validity of the play 
of these two cognitive faculties, understood in an intersubjective 
sense, actually already forms the nervus probandi for the 'deduction' 
of aesthetic judgments, i.e., for their validation as judgments.4 Ac- 
cordingly, beautiful is what is regarded in a free and harmonious 
play of imagination and understanding. 

In this context the imagination is the capacity to form sensuous 
images which, while unified in themselves, can nevertheless vary 
by association, if they are not subjected to a specific law.5 The play 
of the imagination is, to this extent, free. Insofar as it exhibits a 
regularity that is distinctive, though not to be grasped with precision, 
it is in harmonious agreement, not with specific concepts, but with 
the understanding in general. Hence, if they are considered to be 
beautiful, images of the imagination, may not be unmeasured, 
chaotic, bizzare, or grotesque. 

Here the reason for the first basic factor in a judgment of taste 
becomes patent. No empirical objects need correspond to beautiful 
intuitions as productions of the imagination. Myths and freely in- 
vented tone-sequences, improvisations and a painter's fabricated fan- 
tasies can indeed, themselves be beautiful. Moreover, it may now 
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be seen why precisely there is "beauty only for humans" (KU 15). 
In the representation of the beautiful, both the imagination as the 
capacity to form sensuous intuitions and the understanding, the in- 
tellect, play together. Such a "mixed nature," as Schiller puts it, 
is proper only to humans (Schiller, 1958, V, 631 footnote). 

As to the basic factor of relation, taste judges intuited shapes 
to be beautiful, if it can regard them as formally purposive for the 
free and harmonious play of imagination and understanding. The 
concept of purposiveness is based upon the concept of final causality 
as a specific sort of relation. The purposiveness of beautiful, intuited 
shapes is formal, i.e., devoid of purpose, since we are unable reason- 
ably to assume that a real purpose of those respective shapes is to 
elicit an aesthetic satisfaction in us. Thus, in the world the beautiful 
remains contingent and at the same time in each instance is a 
suprising case of good fortune. The purposiveness of the beautiful, 
for its part, establishes why that free and harmonious play of im- 
agination and understanding, on which the second basic factor rests, 
really comes about, namely not through arbitrarily transporting 
oneself into an aesthetic attitude, but rather through a beautiful 
form which suprisingly and joyfully calls forth that play. 

Thus, for Kant only the pure intuited form of something, neither 
the sensuous nor the conceptual content, is beautiful. From this 
a further, basic feature of Kant's aesthetics emerges: it is an aesthetics 
of pure form. Beautiful form for Kant is in essence only the 'sketch' 
(Zeichnung) within the manifold of space; within the manifold of time 
it is essentially only the 'play' (Spiel) or, more exactly, the composition 
of the play of sounds (cf. KU 42). In this regard, especially with 
respect to the 'sketch', Kant adheres to the classicism of Winckelmann. 
Moreover, his examples, such as ornaments, arabesques, and the 
like betray his rococo taste. Nevertheless, his basic determinations 
are not confined to the latter. Rather, precisely because, for Kant, 
only the intuited form is beautiful, these determinations may be 
applied to modern, objectless art, insofar as such beauty is con- 
cretely shaped in it. 

The basic factor of modality puts into sharp relief only the sort 
of validity attaching to the already developed judgment. The aesthetic 
judgment is valid in a subjectively necessary manner. In this con- 
nection Kant returns to the second basic factor, the factor of subjec- 
tive, universal validity. What must be recognized as beautiful by 
all aesthetic observers, must also be legitimately beautiful for them 
in a subjectively necessary way. As subjective basis of such validity, 
Kant cites aesthetic common sense, of which all aesthetic observers 
ideally avail themselves. With this move Kant probably takes up 
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the 'common sense' tradition of Hutcheson's ethical and social 
philosophy, perhaps also (though only indirectly) that of Shaftesbury.6 
However, he stamps it with a purely aesthetic significance. In contrast 
to these traditional 'common sense' conceptions Kant grounds 
aesthetic common sense in taste as a capacity to form universal and 
necessary aesthetic judgments, whose basic factors have been exposited 
and have significance a prior as enabling conditions of such 
judgments.7 And, again, he grounds in the super-sensuous substrate 
of humanity, those faculties of representation that come together 
in taste. This second grounding will prove to be central for the prob- 
lem of the transition from nature to freedom. 

Thus Kant develops systematically and in accord with their inner 
'logic' the various basic factors in a judgment of taste. He grounds 
them in an essentially intuitive, yet complex consciousness of the 
beautiful. This consciousness is the aesthetic subjectivity's awareness 
of its own free and harmonious play of imagination and understand- 
ing in the intuition of specific forms that are conducive to that play. 

II. THE EMPIRICAL-ANTHROPOLOGICAL MEANING OF THE 
TRANSITION FROM NATURE TO FREEDOM. 

Kant conceives beauty, determined in this complex way, as the transi- 
tion, in an empirical-anthropological sense, from nature to freedom, 
which he then further grounds in the transcendental significance 
of the transition. The combination of these two senses of the transition 
first lends to the Kantian theory of beauty its specific, systematic 
position. 

Kant characterizes the empirical-anthropological meaning of the 
transition, made possible by the beautiful, as follows, e.g.: "Taste 
makes possible, as it were, the transition from the allurements of 
the senses to an habitual moral interest, without too violent a jump." 
For in the consideration of the beautiful by means of the play of 
imagination and understanding we experience "a free satisfaction 
even without being charmed by the senses." (KU 260) This "disin- 
terested" satisfaction is as independent of the actual presence of 
what is affecting the senses, as it is independent of sensuous desires, 
which yearn for the existence of the pleasurable. By this means a 
contemplative condition arises, which is experienced with joy and 
free of the coercion of the senses. Kant views this elevation above 
the binding influence of sensibility as preparation for the resoluteness 
to let oneself be bound by the moral law in freely willing and acting 
(cf. KU LVIII). 

Consideration of the beautiful thereby transports the imagina- 
tion into an unforced play as aesthetic freedom which is not private 
but rather both universal and necessary in an intersubjective sense. 
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To that extent, moreover, it bears an analogy to moral freedom. 
That is, the rule of reflection in regard to diverse contents is 
analogous in the cases of moral and aesthetic freedom (KU 255). 
These considerations lie at the basis of Kant's determination of beauty 
as "symbol of morality" (KU 254). In contrast to a "schema", 
which directly presents a concept in an intuition, "symbol" means 
for Kant an intuition which presents a concept only indirectly, i.e., 
only by means of an analogy as, for example, the particular intui- 
tion of a machine symbolizes a despotic state and its essence (KU 
256). In such a manner beauty is for Kant a "symbol" of morality. 
The particular intuition of a beautiful form indicates aesthetic 
freedom which is analogous to moral freedom. This conception is 
grounded ultimately in the determination that the consideration of 
the beautiful constitutes the meaning, in an empirical-anthropological 
sense, of the transition from sensuous nature to moral freedom. 

In the Critique of Judgment, however, one also finds Kant's 
assertion "that the genuine propaedeutic to the grounding of taste 
is the development of moral ideas and the cultivation of moral feel- 
ing" (KU 264; cf. 258). Taste and the consideration of the beautiful 
then do not precisely have the depicted significance of the transi- 
tion, but rather already presuppose moral feeling and ideas of morali- 
ty in humans. -In other remarks within the Critique ofJudgment Kant 
limits this claim to the intuition of natural beauties. Nevertheless 
there are not especially aesthetic, but rather natural-teleological 
reasons why, according to Kant, we take an interest, which is similar 
to "moral interest", in natural beauty (KU 169). Natural beauties 
are examples of a purposiveness referring to a higher, for us 
unrecognizable cause, which is to be determined more precisely in 
ethicotheology. At the same time Kant suggests here that the general 
conception, that moral feeling is antecedent to aesthetic considera- 
tions, is not his, but rather a "well-meaning intention" (KU 165). 
For a moral person, taste is not, according to Kant, indispensable 
and, vice versa, "virtuosos of taste" are often not very moral. The 
grounding of the formation of taste in moral feeling is actually far 
more in accord with the tradition of cultural moralism. For some 
time the young Kant was attached to this tradition and even later 
he appears occasionally to have ventured several empirical- 
anthropological evaluations based upon it. Such evaluations are, 
however, incompatible with the systematic conception that considera- 
tion of the beautiful and taste form the transition from domination 
by the senses to a moral attitude. With this latter doctrine Kant 
apparently assumes a position mediating between the cultural 
moralism of the eighteenth century and Rousseau's cultural criticism, 
while at the same time advancing beyond these traditions. 
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According to Kant's scattered presentations, this transition takes 
place in three, successively more encompassing realms.8 He locates 
the first realm in the individual who, through consideration of the 
beautiful, frees himself from the coercion of the senses and achieves 
an aesthetic freedom rendering him receptive to the moral feeling 
effected by moral freedom. To be sure, this aesthetic education of 
the individual is only of relative importance. According to Kant's 
ethics, anyone, even devoid of cultivation of taste, can succeed in 
developing a moral attitude, the authentic and essential vocation 
of a human being. 

Since the consideration of the beautiful is universally communica- 
ble, it does not remain confined to the individual. 'Humanity' in 
the proper sense of the term is ascribed to those who together reach, 
even nonconceptually, agreement regarding the beautiful. According 
to Kant, humanity means "on the one hand, the universal feeling 
of participation, and on the other hand, the ability to communicate 
universally and with the utmost intimacy" (KU 262, cf. 162). It 
is of essentially aesthetic significance. Its realization succeeds only 
in a beautiful society which Kant represents as an aesthetic, but 
not as an ethical ideal (cf. KU 395). This is the second realm, encom- 
passing the first, in which the transition takes place.-Kant takes 
up the picture of ancient Greece, altered in the second half of the 
eighteenth century by Winckelmann, Lessing, and Herder, when 
he construes the Greek polis as the model of the political organization 
of such a beautiful society (cf. KU 263). This view is later expounded 
pounded by Schiller in particular. 

Yet this ideal of a beautiful society is not something historically 
bygone by reason of the fact that it was a reality in the Greek polis 
and that its realization cannot simply be repeated in later times. 
Taste and beautiful society remain contents of culture even in the 
wider historical development. Cultural development in history, to 
which the aesthetic culture especially belongs, forms the third realm 
of the transition from nature to freedom, encompassing the previous 
two realms. That such a meaning of the transition is systematically 
attributable to culture, may be also gathered from the determina- 
tion of culture as "the final purpose" of nature (cf. KU 390f.). 
In the series of natural purposes subordinated to one another, human 
culture is to be regarded as the final purpose still remaining within 
nature. It is characteristic of the natural predisposition of the human 
species that it forms culture in history and develops its cultural 
capacities. Culture prepares individuals and the human species for 
the condition of existing under moral laws in moral freedom. Thus- 
for the individual, in the beautiful society, and as an essential com- 
ponent of the entire cultural development-taste and consideration 
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of the beautiful form the transition from nature to freedom, in the 
empirical-anthropological sense. 

III. THE TRANSCENDENTAL MEANING OF THE TRANSITION FROM 
NATURE TO FREEDOM 

For Kant the empirical-anthropological significance of the transition 
from nature to freedom is in principle grounded in the transition 
determined in a transcendental sense. This determination does not 
merely indicate the systematic position of the doctrine of the beautiful 
in Kant's critical philosophy. It also exhibits the fundamental, syste- 
matic connection between theoretical and practical reason as well 
as their respective domains, namely nature and freedom. This con- 
nection prompted the German idealists, each in his own way, to 
far-reaching attempts, not simply to determine the nAture of a transi- 
tion between principles and domains that remain self-sufficient, but 
rather to construe a higher synthetic unity. For Kant, however, such 
a higher unity may itself not be known, since it would have to super- 
cede even the principles of theoretical knowledge and moral insight. 
To be sure, even for Kant it remains valid to inquire whether the 
transition in this fundamental sense is not simply construed syste- 
matically, but is necessary on the basis of real reasons and how, 
given the nature of the matter, it is possible. 

The fundamental transition, which is to be understood trans- 
cendentally, becomes necessary for the solution to a problem of practical 
reason that cannot be dismissed.9 To be sure, the solution to the 
third antinomy of pure reason demonstrated the logical consistency 
and general reconcilability of a seamless natural causality in the 
sensible world with freedom as causality in the purely intelligible 
world. Yet practical reason makes even more specific demands. It 
requires that the "gap" (Kluft, KU XIX) between the sensible and 
the intelligible world be bridged in concretely moral and, at the 
same time, purposeful actions. For the particular purposes intended 
by moral freedom are supposed to be realized in the sensible world. 
The sensible world must accordingly be regarded as so constituted 
in its particular structures that the realization of such moral pur- 
poses within it is not condemned to fail from the outset. Thus a 
connection of nature and freedom in particular structures is 
practically necessary. 

How, indeed, such a connection is possible cannot be established 
by practical reason since from its principles nothing can be ascertained 
concerning the character of particular structures in nature. Even 
the understanding, which recognizes only the general laws of nature, 
determines nothing in this regard. The realizability of moral purposes 
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within nature, posited by freedom, can only be made understand- 
able fundamentally by means of a principle that belongs neither 
to theoretical understanding nor to practical reason, but rather to 
the reflective judgment. Independently and "without regard for the 
practical" (KU LV), the reflective judgment conceives its own, a 
prior principle of the purposiveness of nature, in accord with which 
the manifold particular forms and compositions of nature are suitable 
and purposive for our powers of comprehension. In this way it is 
possible in principle to imagine that nature, in this purposiveness 
of its particular arrangements and forms, countenances the realiza- 
tion, efficacy, and endurance of moral purposes within itself. 

This principle of purposiveness forms only a subjectively 
necessary expectation of the subject living and acting in the sensible 
world. Nature is represented in such a manner that the law-likeness 
of its particular determinations "agrees at least with the possibility 
of purposes at work in it according to laws of freedom" (KU XX). 
In this way a connection of nature as the world of appearance with 
moral freedom as an intellectual sort of causality is brought about. 
This principle, therefore, makes "possible the transition from the 
purely theoretical to the purely practical [reason], from law-likeness 
in terms of the former to the end-purpose in terms of the latter 
[the concept of freedom]" (KU LV, cf. also XXV). 

A beautiful form's subjective purposiveness presents a specifica- 
tion of this universal and fundamental purposiveness of nature. Beau- 
tiful forms represent a particular sort of suitableness and pur- 
posiveness, on the part of the manifold of nature and world, for 
the activities of imagination and understanding. Thus, the question 
arises, in what particular way, for the subjective purposiveness of 
the beautiful, the transition from nature to freedom must be deter- 
mined, a transition which is to be conceived transcendentally, and 
upon which the empirical transition is founded.10 Since the play 
of imagination and understanding in the consideration of the beautiful 
takes place "in us," i.e., in aesthetic subjects, that fundamental 
transition must also be found "in us." 

The free and harmonious play of imagination and understanding 
is liberating, to be sure. It frees us from the dominance of sensuous 
desires, yet it is experienced in the inner sense. As an aesthetic experi- 
ence in time, it belongs to the world of appearance. Judgments of 
taste are concerned with this aesthetic experiencing as an essentially 
intuitive, aesthetic consciousness. The relation to the purely intelligi- 
ble character in us, the observing subjects, a relation required for 
the fundamental significance of the transition, only comes about 
because that free and harmonious play of both cognitive faculties 
refers to a more profound, enabling ground in us: "the supersensible 
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substrate of humanity" (KU 237). This grounding does not belong 
to the "Analytic of the Beautiful", but rather to the "Dialectic of 
Aesthetic Judgment". 

The antinomy, established in that "Dialectic", in regard to the 
principle of taste is composed of the thesis that the judgment of 
taste is not based upon concepts and the antithesis that the judg- 
ment of taste is based upon concepts (cf. KU 234). The antinomy 
is resolved by a more precise differentiation and-as with all 
antinomies-by a distinction between appearance and thing in itself. 

Based on a consideration of beautiful forms, a consideration ex- 
perienced in the inner sense, a judgment of taste does not depend 
upon determinate concepts. In this way the thesis is made precise 
by Kant and regarded as valid for appearances. Nevertheless, the 
free and harmonious play of imagination and understanding as com- 
pletely distinct cognitive faculties rests upon an "indeterminate" 
concept (KU 237), namely, the concept of the "supersensible 
substrate of humanity" in us as the basis for that playful, intersubjec- 
tively universal concordance, which could scarcely be brought about 
by each cognitive faculty alone. The concept of the intelligible 
substrate remains "indeterminate", insofar as its significance cannot 
be supported by any sensible reality. In this way Kant renders precise 
the antithesis and allows it to obtain for the intelligible substrate in us. 

The intelligible substrate in us, to which taste refers, does not, 
however, remain fully "indeterminate" in the sense that the thing 
in itself must remain utterly indeterminate for the understanding. 
As a basis for what has been established, i.e., as a basis for the 
free and harmonious play of imagination and understanding that 
takes place in spontaneity (KU LVII), the purely intelligible character 
in us is itself to be thought as a spontaneous faculty of representation, 
that preserves the connection and unity of diverse accomplishments 
of representation (KU 242). Here, just as in his musing about a 
"common, but to us unknown root" of sensibility and understanding 
(KrV B29), Kant takes up Wolff'stheory of the vis repraesentativa 
as the fundamental power of the human soul as a substance. Yet 
in this connection Kant puts forward no metaphysical knowledge, 
but rather only a well-motivated thought. Furthermore, he frees 
it from the metaphysics of the soul-as-substance, since for him that 
spontaneous capacity of representation is not the fundamental power 
of a substance, but only the intelligible ground for the fortunate 
concordance among the accomplishments of representation and there- 
with the final ground for a subjectivity both aesthetic and harmonious 
within itself. 

By means of this explanation an answer may also be given to 
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Kant's question regarding "the unity of the supersensible" (KU XX) 
especially of that supersensible character in us, conceived in such 
diverse ways by understanding and by reason. For the understanding 
the supersensible substrate is something utterly indeterminate. Taste 
refers to the supersensible substrate in us as a spontaneous, mental 
faculty which, however, can be no more precisely determined. It 
may be thought in this way, but not known. By virtue of this refer- 
ence the aesthetic judgment procures, as Kant says, "determinability 
through the intellectual faculty" for the supersensible substrate in 
us (KU LVI). The bald expression "intellectual faculty" signifies 
a spontaneous, mental capacity of representation, possibly even a 
free spontaneity, since Kant at one point labels freedom a "supersen- 
sible faculty" (KU 398). Taste and the consideration of the beautiful 
thus give some indication of the intelligible character in us as one 
such faculty of spontaneity which can be determined as freedom, 
if its spontaneous exercise is subordinated to the legislation of prac- 
tical reason. Practical reason determines the intelligible character 
in us as freedom. Thus the aesthetic judgment enables the transi- 
tion from what is theoretically indeterminate to what is determined 
practically as freedom, viz. the intelligible substrate in us. It 
represents this intelligible substrate namely as a spontaneous mental 
faculty, which is determinable and, to be sure, determinable as 
freedom by means of practical reason." 

By means of this transition reflective judgment establishes a con- 
nection among the diverse representation of the supersensible. The 
sought-for "unity of the supersensible" (KU XX) is disclosed by 
virtue of the fact that this unity constitutes the basis of the connection 
among those gradated representations of the supersensible. 

This fundamental, transcendental transition, that is brought 
about by taste and pure consideration of the beautiful, lies at the 
basis of the empirical-anthropological transition from domination 
by sensuous desires to a moral attitude. As already mentioned, in 
this conception of the empirical-anthropological transition there is 
implied the view that the development of taste and of culture in 
general neither is in itself moral, as is assumed by the cultural 
moralism of the eighteenth century, nor necessarily ruins a moral 
attitude, as believed by the cultural criticism typified by Rousseau. 
Through his doctrine of the transcendental sense of the transition 
from nature to freedom, Kant provides a foundation in principle 
for his own position which mediates between and, at the same time, 
leads beyond these alternatives. 

Kant, on the other hand, remains an Aufkldrer in that he sees 
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the essential vocation of the human being in morality, for which 
aesthetic experience at best prepares. At the same time, he remains 
a critical philosopher. To be sure, he considers recourse to the idea 
of the "supersensible substrate of humanity", understood as a spon- 
taneous faculty of representation, necessary for the transcendental 
significance of the transition via taste. Yet from the necessity of 
that idea Kant refuses to develop a metaphysical science. 

NOTES 

'For the English translation of this essay and for many stimulating discussions of Kant's 
philosophy I wish to thank cordially Prof. Dr. Daniel 0. Dahlstrom (Washington). 

2The emphasis on "is" is intended in analogy to the stress on "is" in cognitive 
judgments, indicating the objective unity, as noted by Kant in the Kritik der reinen Vernunft 
Paragraph 19. No privileging of categorical judgment, as customary in the Aristotelian tradition, 
is intended. 

3What is here translated as 'basic factors' corresponds to the four divisions of the table 
of the logical forms of judgment in general. Kant analyzes judgments of taste in general 
in terms of these four divisions.-Kant's analysis of the beautiful has already been inter- 
preted in many different ways. Reference may be made here to the following interpretations 
with quite distinct accentuations: H. Cohen, 1889; H.W. Cassirer, 1970, 177ff.; W. Biemel, 
1959, 26ff.; Th. Uehling, 1971, 20ff.; W.D. Crawford, 1974, 29ff.; S. Marcucci, 1976, 
83ff., 149ff.; P. Guyer, 1979, 120-255; 0. Chedin, 1982, 37ff.; L. Pareyson, 1984, 40ff. 

4Already at KU (Kritik der Urteilskraft), Paragraph 9, Kant advances this argument, 
to which the "deduction" in Paragraph 38 adds nothing essentially new. 

5For the significance of the aesthetic imagination, see the interpretations, taking their 
bearings from Heidegger, by H. Mdrchen, 1970, 130ff. and W. Biemel, 1959, 81ff.; in 
addition, see A.H. Trebels, 1967, 52ff.; Paul Guyer (1979, 68ff., 250ff.) points to some 
problems in Kant's doctrine; on the imagination of the artist, see D.W. Crawford, 1982, 
especially 168ff.; see also the exposition in my paper 1986, 89ff. 

6For the history of conceptions of the senses communis up to the eighteenth century 
and the tradition in which Kant stands, see the brief overview by H.-G. Gadamer, 1972, 
16ff., 39ff. In regard to Kant's own doctrine-to be sure, with strong emphasis on beautiful 
art-see S. Kemal, 1986, especially 196ff. 

7As is well known, this turn in the Kritik der Urteilskraft is new, announced by Kant 
for the first time in correspondence with Reinhold on December 28 and 31, 1787. In former 
times Kant was an empiricist in aesthetics and in the doctrine of aesthetic common sense. 

8The following exposition is a reconstruction on the basis of Kant's hints. Cf. my 
paper, 1988, especially 96ff. 

9In regard to the determination of the transition in a transcendental sense see the ex- 
position and review of related literature (up to 1967) in my book, 1986, 102-115. See the 
brief presentations in Crawford, 1974, 17ff., 139f. and in Guyer, 1979, 34ff., 345ff. Critical 
of Kant is J. Kulenkampff, 1978, 21ff. An extensive, if not always accurate interpretation 
of Kant can be found in G. Krimling, 1985, 36ff., 160ff., 215ff. 

'0The "critique of taste", conceived by Kant, is "transcendental" (KU 144, 232), since 
it points up a principle a priori for the consideration of the beautiful, within the aesthetic 
subject. Thus also the determination of the fundamental significance of the transition, which 
comes about through consideration of the beautiful, is transcendental. 

"The intelligible substrate of nature outside us is to be thought in a parallel way. It 
is left undetermined by the understanding; since it functions as ground of the purposiveness 
of nature outside us, the teleologically reflective judgment understands it as an intellectual 
spontaneity and as the intelligent ground of nature, which can be determined as divine freedom 
by practical reason, if its activity is subordinated to the moral law. 
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