Turkish Stadies - Comparative Religious Studies {‘

ANKARA SCIENCE

www.turkishstudies.net/religion eISSN: 2667-5544 R AL L

Research Article / Arastirma Makalesi

An Experience That Transcends The Senses And Matter

Estetik Tecriibe: Duyularin ve Maddenin Otesine Gegen Tecriibe
Nazire Cakirdz" - Ramazan Ertiirk”

Abstract: Human beings are creatures who seek to make sense of themselves and their surroundings through
both their material and spiritual dimensions. One of the most prominent spheres of experience in this process
is the aesthetic realm. The concept of aesthetics encompasses a framework that examines beauty and evaluates
human attitudes toward it. In this context, it remains a matter of debate whether beauty consists solely of
material elements and which existential dimensions of the human being are engaged in the experiencing beauty.
An aesthetic object, while materially composed of elements such as harmony, proportion, rhythm and balance
also possesses a layered structure that contains dimensions of meaning beyond its material aspect. The
“meaning dimension” of the aesthetic object refers, in the case of artistic works, to an ontological structure that
points to the creator of the work. In the case of natural beauty, it refers to a holistic containing symbolic
elements that direct human beings toward God as the ultimate source of beauty. Consequently, the human
being- the aesthetic subject who experiences this multi-layered aesthetic object — participates in aesthetic
experience not only through the senses but also through emotion, reason, imagination and intuition. In
contemporary society, aesthetic experience is often understood as being confined to the material realm. Such
a reductionist perspective neglects its deeper dimensions. Fort this reason, aesthetic experience should be
examined through a holistic phenomenological approach that takes into account both the aesthetic object and
the aesthetic subject. Otherwise, the essential and meaningful depths of aesthetic remain overlooked. The aim
of this study is to examine the aesthetic object and the aesthetic subject through the phenomenological method
in order to reveal the essential structure of aesthetic experience. The study concludes that aesthetic experience
cannot be reduced solely to sensory perception or material reality; rather, it opens up dimensions of meaning
that enable human beings to transcend the merely sensory and material aspects of existence.
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Oz: Insan hem maddi hem manevi boyutlar1 araciligiyla kendisini ve ¢evresini anlamlandirmaya ¢alisan bir
varliktir. Bu anlamlandirma siirecinin en 6nemli gériiniimlerinden biri estetik tecriibedir. Estetik, genel olarak
giizellik ve insanin giizellige yonelik tutumlariyla ilgilenmekle birlikte, glizelligin yalnizca maddi gerceklikle
siirlt olup olmadig:r ve estetik tecriibeye insan varolusunun hangi boyutlarinin katildigt sorusu felsefi
aragtirmalarin 6nemli konularindan biridir. Bu caligma, estetik tecriibenin 6zsel yapisini ortaya koymak
amactyla estetik objeyi ve estetik siijeyi fenomenolojik bir perspektiften analiz etmeyi amaglamaktadir.
Fenomenolojik yontem kullanilarak, estetik tecriibeyi olusturan unsurlar hem tecriibenin objesi hem de onu
yasayan Ozne acisindan ontolojik ve deneyimsel boyutlariyla incelenmistir. Calismada, estetik objenin
harmoni, oran, ritim ve denge gibi maddi ve bi¢imsel 6zelliklere indirgenemeyecegi ileri siiriilmektedir. Bu
Ozelliklerin Gtesinde estetik obje, daha derin gerceklerin agiga ¢ikmasina aracilik eden anlam katmanlarina
sahiptir. Benzer sekilde estetik siije de estetik objeyle yalnizca duyusal algt yoluyla degil; duygu, hayal giicii,
akil ve sezgi araciligiyla iliski kurmaktadir. Bu nedenle estetik tecriibe, insan varolusunun hem maddi hem de
maddi olmayan boyutlarini kapsayan ¢ok katmanli bir olgu olarak ortaya ¢ikmaktadir. Arastirmanin bulgulari,
estetik tecriibenin yalnizca duyusal haz ve maddi alg1 smirlari icerisinde agiklanamayacagini gostermektedir.
Estetik objelerde ickin bulunan anlam katmanlarinin agiga ¢ikmasi sayesinde estetik tecriibe, bireyin varoluga
iligkin daha genis ve askin ufuklarla karsilagmasina imkan tanimaktadir. Bu yoniiyle estetik tecriibe, yalnizca
estetik bir haz kaynagi degil; ayn1 zamanda insanin kendisini, diinyay1 ve varligin derin yapisini anlamasina
katk1 saglayan 6nemli bir tecriibe bigimi olarak degerlendirilir.

Anahtar Kelimeler: Din Felsefesi, Tanr1, Insan, Estetik Obje, Estetik Siije, Fenomenoloji.
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Structured Abstract:

Aesthetic experience has traditionally been interpreted within modern aesthetic theories as a
phenomenon primarily associated with sensory perception, aesthetic pleasure, and the appreciation of artistic
beauty. Such approaches generally emphasize the formal qualities of aesthetic objects while overlooking the
multidimensional structure of both the aesthetic object and the experiencing subject. Consequently, aesthetic
experience is often reduced to a psychological response or a subjective feeling of pleasure. This reductionist
understanding neglects the existential, ontological, and transcendental dimensions that emerge during the
encounter between the subject and the aesthetic object. The present study aims to investigate the essential
structure of aesthetic experience through a phenomenological perspective by examining both the aesthetic
subject and the aesthetic object. More specifically, it investigates whether aesthetic experience extends beyond
sensory perception to encompass emotion, imagination, intellect, meaning, and transcendence. The study
further aims to demonstrate that aesthetic experience is not merely an encounter with beauty but also a
significant mode of understanding oneself, reality, and existence. The theoretical framework of this study is
based primarily on phenomenology while incorporating major discussions in aesthetics, philosophy of art, and
philosophy of religion. The study draws upon the philosophical contributions of Plato, Plotinus, Kant, Hegel,
Schopenhauer, Husserl, Gadamer, Nicolai Hartmann, Mikel Dufrenne, Umberto Eco, and Thomas Aquinas,
together with the aesthetic theories of Islamic philosophers, particularly al-Farabi and Ibn Sina. These
philosophical traditions are examined comparatively in order to reveal the multidimensional nature of aesthetic
experience. Within this framework, aesthetic experience is understood as an intentional act directed toward an
aesthetic object that possesses both material and immaterial dimensions. Formal qualities such as harmony,
rhythm, balance, proportion, and symmetry constitute only the initial level of aesthetic appreciation. Beyond
these formal characteristics, aesthetic objects embody symbolic, semantic, ontological, and even metaphysical
dimensions that disclose deeper meanings to consciousness. Likewise, the aesthetic subject is understood not
merely as a perceiving individual but as a multidimensional human being whose sensory perception, emotions,
imagination, memory, intellect, intuition, and existential awareness participate simultaneously in aesthetic
experience. Accordingly, aesthetic experience is interpreted as a multilayered phenomenon in which the
disclosure of meaning becomes possible through the dynamic relationship established between the subject and
the object. This study employs the phenomenological method as a qualitative philosophical approach. Rather
than explaining aesthetic experience through empirical psychology or naturalistic theories, phenomenology
seeks to describe the structures through which aesthetic phenomena appear in lived consciousness. Following
the phenomenological tradition initiated by Edmund Husserl, the study brackets theoretical presuppositions
concerning beauty and art in order to describe aesthetic experience as it is directly experienced. Descriptive
phenomenological analysis is employed to examine both the aesthetic object and the aesthetic subject, while
particular emphasis is placed upon intentionality, lived experience, and the structures of consciousness.
Philosophical texts representing both Western and Islamic traditions are analysed comparatively through
conceptual interpretation. Instead of evaluating aesthetic theories historically, the study focuses on identifying
the essential characteristics that constitute aesthetic experience itself. In this way, phenomenology serves not
merely as a research technique but as a philosophical method for revealing the ontological structure of aesthetic
experience. The analysis demonstrates that aesthetic experience cannot be adequately explained through
sensory perception or aesthetic pleasure alone. Although sensory perception constitutes the initial stage of
aesthetic experience, it gradually develops into a richer process involving emotion, imagination, memory,
intellect, intuition, and existential reflection. The findings indicate that aesthetic objects possess multiple
ontological layers extending beyond their material appearance. Formal properties such as harmony, rhythm,
proportion, colour, symmetry, and balance provide the necessary conditions for aesthetic perception; however,
they do not exhaust the meaning of aesthetic experience. Rather, aesthetic objects contain symbolic and
semantic dimensions that invite the experiencing subject to discover deeper meanings concerning existence,
reality, and transcendence. Both natural beauty and artistic creations function as meaningful structures through
which individuals interpret themselves and the world. The study further demonstrates that imagination
preserves aesthetic experience beyond immediate perception, while intellect recognizes order and meaning
within aesthetic objects. Consequently, aesthetic experience emerges as an integrated phenomenon that unites
sensory, emotional, cognitive, imaginative, ontological, and spiritual dimensions. The phenomenological
analysis also reveals that aesthetic experience contributes significantly to self-understanding, existential
awareness, and the discovery of meaning by enabling individuals to transcend the limitations of ordinary
everyday consciousness. The study concludes that aesthetic experience represents one of the fundamental
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modes through which human beings encounter meaning, beauty, and reality. Rather than functioning merely
as a source of aesthetic pleasure, it contributes to the interpretation of existence and to the development of self-
awareness. The phenomenological investigation demonstrates that aesthetic objects are not passive entities
possessing only material properties; instead, they disclose multilayered meanings that become manifest through
the intentional participation of the aesthetic subject. Likewise, aesthetic subjects actively constitute aesthetic
experience through the interaction of sensation, emotion, imagination, intellect, and intuition. Accordingly,
aesthetic experience should be understood as an existential and ontological phenomenon rather than merely a
psychological response to beauty. The findings further suggest that aesthetic experience establishes important
connections between aesthetics, philosophy of religion, existential philosophy, and philosophical
anthropology. Aesthetic experience reveals the relationship between beauty, meaning, and transcendence,
enriching human existence and deepening self-understanding. The originality of this study lies in its
phenomenological interpretation of aesthetic experience as a multidimensional existential phenomenon
integrating sensory, emotional, cognitive, ontological, and transcendental dimensions. Unlike approaches that
reduce aesthetic experience either to subjective feeling or to the formal qualities of artistic objects, this research
examines simultaneously the structures of both the aesthetic subject and the aesthetic object. Furthermore, by
bringing Western aesthetic philosophy into dialogue with Islamic philosophical thought, particularly the
aesthetic conceptions of al-Farabi and Ibn Sina, the study offers a comprehensive and comparative
understanding of aesthetic experience. In doing so, it contributes not only to contemporary aesthetic theory but
also to discussions within philosophy of religion, phenomenology, existential philosophy, and philosophical
anthropology by demonstrating that aesthetic experience constitutes a significant mode through which human
beings encounter meaning, existence, and transcendence.

Keywords: Philosophy of Religion, God, Human Being, Aesthetic Object, Aesthetic Subject,
Phenomenology.
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Résumé Structuré:

Dans les théories esthétiques modernes, 1’expérience esthétique a traditionnellement été interprétée
comme un phénomene principalement lié a la perception sensorielle, au plaisir esthétique et a ’appréciation
de la beauté artistique. Ces approches mettent généralement ’accent sur les qualités formelles des objets
esthétiques, tout en négligeant la structure multidimensionnelle tant de I’objet esthétique que du sujet qui en
fait ’expérience. En conséquence, 1’expérience esthétique est souvent réduite a une réponse psychologique ou
a un sentiment subjectif de plaisir. Cette conception réductionniste néglige les dimensions existentielles,
ontologiques et transcendantales qui émergent lors de la rencontre entre le sujet et 1’objet esthétique. La
présente étude vise a explorer la structure essentielle de 1’expérience esthétique dans une perspective
phénoménologique, en examinant & la fois le sujet esthétique et I’objet esthétique. Plus précisément, elle
cherche a déterminer si I’expérience esthétique s’étend au-dela de la perception sensorielle pour englober
I’émotion, I’imagination, I’intellect, le sens et la transcendance. L’étude vise en outre a démontrer que
I’expérience esthétique n’est pas simplement une rencontre avec la beauté, mais aussi un mode significatif de
compréhension de soi, de la réalité et de I’existence. Le cadre théorique de cette étude repose principalement
sur la phénoménologie, tout en intégrant les principaux débats en esthétique, en philosophie de 1’art et en
philosophie de la religion. L’étude s’appuie sur les contributions philosophiques de Platon, Plotin, Kant, Hegel,
Schopenhauer, Husserl, Gadamer, Nicolai Hartmann, Mikel Dufrenne, Umberto Eco et Thomas d’Aquin, ainsi
que sur les théories esthétiques des philosophes islamiques, en particulier al-Farabi et Ibn Sina. Ces traditions
philosophiques sont examinées de maniére comparative afin de mettre en lumiére la nature
multidimensionnelle de 1’expérience esthétique. Dans ce cadre, I’expérience esthétique est comprise comme
un acte intentionnel dirigé vers un objet esthétique qui posséde a la fois des dimensions matérielles et
immatérielles. Les qualités formelles telles que I’harmonie, le rythme, 1’équilibre, la proportion et la symétrie
ne constituent que le niveau initial de I’appréciation esthétique. Au-dela de ces caractéristiques formelles, les
objets esthétiques incarnent des dimensions symboliques, sémantiques, ontologiques et méme métaphysiques
qui révelent des significations plus profondes a la conscience. De méme, le sujet esthétique n’est pas
simplement considéré comme un individu qui pergoit, mais comme un &étre humain multidimensionnel dont la
perception sensorielle, les émotions, I’imagination, la mémoire, 1’intellect, ’intuition et la conscience
existentielle participent simultanément a 1’expérience esthétique. En conséquence, I’expérience esthétique est
interprétée comme un phénomene a plusieurs niveaux dans lequel la révélation du sens devient possible grace
a la relation dynamique établie entre le sujet et I’objet. Cette étude utilise la méthode phénoménologique
comme approche philosophique qualitative. Plutdt que d’expliquer I’expérience esthétique par le biais de la
psychologie empirique ou de théories naturalistes, la phénoménologie cherche a décrire les structures a travers
lesquelles les phénomeénes esthétiques apparaissent dans la conscience vécue. Dans la lignée de la tradition
phénoménologique initiée par Edmund Husserl, cette étude met entre parentheses les présupposés théoriques
concernant la beauté et 1’art afin de décrire 1’expérience esthétique telle qu’elle est directement vécue. Une
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analyse phénoménologique descriptive est utilisée pour examiner a la fois 1’objet esthétique et le sujet
esthétique, tout en mettant particuliérement 1’accent sur 1’intentionnalité, I’expérience vécue et les structures
de la conscience. Des textes philosophiques issus tant de la tradition occidentale que de la tradition islamique
sont analysés de maniére comparative par le biais d’une interprétation conceptuelle. Plutoét que d’évaluer
historiquement les théories esthétiques, cette étude s’attache a identifier les caractéristiques essentielles qui
constituent I’expérience esthétique elle-méme. Ainsi, la phénoménologie ne sert pas simplement de technique
de recherche, mais de méthode philosophique permettant de révéler la structure ontologique de I’expérience
esthétique. L’analyse démontre que 1’expérience esthétique ne peut étre expliquée de maniére adéquate par la
seule perception sensorielle ou le seul plaisir esthétique. Bien que la perception sensorielle constitue la phase
initiale de I’expérience esthétique, celle-ci évolue progressivement vers un processus plus riche impliquant
I’émotion, I’imagination, la mémoire, I’intellect, ’intuition et la réflexion existentielle. Les résultats indiquent
que les objets esthétiques possédent de multiples niveaux ontologiques qui s’étendent au-dela de leur apparence
matérielle. Les propriétés formelles telles que 1’harmonie, le rythme, la proportion, la couleur, la symétrie et
I’équilibre fournissent les conditions nécessaires a la perception esthétique ; cependant, elles n’épuisent pas la
signification de I’expérience esthétique. Au contraire, les objets esthétiques renferment des dimensions
symboliques et sémantiques qui invitent le sujet qui en fait ’expérience a découvrir des significations plus
profondes concernant I’existence, la réalité et la transcendance. Tant la beauté naturelle que les créations
artistiques fonctionnent comme des structures porteuses de sens a travers lesquelles les individus s’interprétent
eux-mémes et interprétent le monde. L’étude démontre en outre que I’imagination préserve 1’expérience
esthétique au-dela de la perception immédiate, tandis que I’intellect reconnait I’ordre et le sens au sein des
objets esthétiques. Par conséquent, I’expérience esthétique apparait comme un phénomeéne intégré qui réunit
les dimensions sensorielle, émotionnelle, cognitive, imaginative, ontologique et spirituelle. L’analyse
phénoménologique révele également que 1’expérience esthétique contribue de maniére significative a la
compréhension de soi, a la conscience existentielle et a la découverte du sens en permettant aux individus de
transcender les limites de la conscience quotidienne ordinaire. L’étude conclut que 1’expérience esthétique
représente 1’un des modes fondamentaux par lesquels les étres humains rencontrent le sens, la beauté et la
réalité. Plutét que de fonctionner simplement comme une source de plaisir esthétique, elle contribue a
Iinterprétation de I’existence et au développement de la conscience de soi. L’enquéte phénoménologique
démontre que les objets esthétiques ne sont pas des entités passives ne possédant que des propriétés matérielles
; au contraire, ils révélent des significations a plusieurs niveaux qui se manifestent a travers la participation
intentionnelle du sujet esthétique. De méme, les sujets esthétiques constituent activement 1’expérience
esthétique par l’interaction entre la sensation, I’émotion, I’imagination, I’intellect et 1’intuition. En
conséquence, I’expérience esthétique doit étre comprise comme un phénomeéne existentiel et ontologique plutot
que comme une simple réponse psychologique a la beauté. Les résultats suggérent en outre que 1’expérience
esthétique établit des liens importants entre 1’esthétique, la philosophie de la religion, la philosophie
existentielle et I’anthropologie philosophique. L expérience esthétique révéle la relation entre la beauté, le sens
et la transcendance, enrichissant ainsi 1’existence humaine et approfondissant la compréhension de soi.
L’originalité de cette étude réside dans son interprétation phénoménologique de I’expérience esthétique en tant
que phénomeéne existentiel multidimensionnel intégrant des dimensions sensorielles, émotionnelles, cognitives,
ontologiques et transcendantales. Contrairement aux approches qui réduisent I’expérience esthétique soit a un
sentiment subjectif, soit aux qualités formelles des objets artistiques, cette recherche examine simultanément
les structures tant du sujet esthétique que de 1’objet esthétique. De plus, en établissant un dialogue entre la
philosophie esthétique occidentale et la pensée philosophique islamique, en particulier les conceptions
esthétiques d’al-Farabi et d’Ibn Sina, cette étude offre une compréhension globale et comparative de
I’expérience esthétique. Ce faisant, elle contribue non seulement a la théorie esthétique contemporaine, mais
aussi aux débats au sein de la philosophie de la religion, de la phénoménologie, de la philosophie existentielle
et de I’anthropologie philosophique, en démontrant que I’expérience esthétique constitue un mode significatif
par lequel les étres humains abordent le sens, 1’existence et la transcendance.

Mots-clés : Philosophie de la religion, Dieu, Etre humain, Objet esthétique, Sujet esthétique,
Phénoménologie.

Resumen Estructurado:

La experiencia estética se ha interpretado tradicionalmente, en el marco de las teorias estéticas
modernas, como un fendmeno asociado principalmente a la percepcion sensorial, al placer estético y a la
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apreciacion de la belleza artistica. Estos enfoques suelen hacer hincapié en las cualidades formales de los
objetos estéticos, al tiempo que pasan por alto la estructura multidimensional tanto del objeto estético como
del sujeto que lo experimenta. En consecuencia, la experiencia estética suele reducirse a una respuesta
psicoldgica o a una sensacion subjetiva de placer. Esta concepcion reduccionista pasa por alto las dimensiones
existenciales, ontologicas y trascendentales que surgen durante el encuentro entre el sujeto y el objeto estético.
El presente estudio tiene como objetivo investigar la estructura esencial de la experiencia estética desde una
perspectiva fenomenologica, examinando tanto al sujeto estético como al objeto estético. Mas concretamente,
investiga si la experiencia estética va mas alla de la percepcion sensorial para abarcar la emocion, la
imaginacion, el intelecto, el significado y la trascendencia. El estudio pretende ademas demostrar que la
experiencia estética no es meramente un encuentro con la belleza, sino también una forma significativa de
comprenderse a uno mismo, la realidad y la existencia. El marco teodrico de este estudio se basa principalmente
en la fenomenologia, al tiempo que incorpora los principales debates en estética, filosofia del arte y filosofia
de lareligion. El estudio se nutre de las aportaciones filosoficas de Platon, Plotino, Kant, Hegel, Schopenhauer,
Husserl, Gadamer, Nicolai Hartmann, Mikel Dufrenne, Umberto Eco y Tomas de Aquino, junto con las teorias
estéticas de los filosofos islamicos, en particular al-Farabi e Ibn Sina. Estas tradiciones filosoficas se examinan
de forma comparativa con el fin de revelar la naturaleza multidimensional de la experiencia estética. Dentro de
este marco, la experiencia estética se entiende como un acto intencional dirigido hacia un objeto estético que
posee dimensiones tanto materiales como inmateriales. Las cualidades formales, como la armonia, el ritmo, el
equilibrio, la proporcion y la simetria, constituyen solo el nivel inicial de la apreciacion estética. Mas alla de
estas caracteristicas formales, los objetos estéticos encarnan dimensiones simbolicas, semanticas, ontologicas
e incluso metafisicas que revelan significados mas profundos a la conciencia. Del mismo modo, el sujeto
estético no se entiende meramente como un individuo que percibe, sino como un ser humano multidimensional
cuya percepcion sensorial, emociones, imaginacion, memoria, intelecto, intuiciéon y conciencia existencial
participan simultaneamente en la experiencia estética. En consecuencia, la experiencia estética se interpreta
como un fenémeno de multiples capas en el que la revelacion del significado se hace posible a través de la
relacion dindmica que se establece entre el sujeto y el objeto. Este estudio emplea el método fenomenoldgico
como enfoque filosofico cualitativo. En lugar de explicar la experiencia estética mediante la psicologia
empirica o las teorias naturalistas, la fenomenologia busca describir las estructuras a través de las cuales los
fendmenos estéticos se manifiestan en la conciencia vivida. Siguiendo la tradicién fenomenoldgica iniciada
por Edmund Husserl, el estudio deja entre paréntesis los presupuestos tedricos relativos a la belleza y al arte
con el fin de describir la experiencia estética tal y como se vive directamente. Se emplea el analisis
fenomenoldgico descriptivo para examinar tanto el objeto estético como el sujeto estético, al tiempo que se
hace especial hincapié en la intencionalidad, la experiencia vivida y las estructuras de la conciencia. Se analizan
comparativamente textos filosoficos representativos tanto de la tradicion occidental como de la islamica
mediante la interpretacion conceptual. En lugar de evaluar las teorias estéticas desde una perspectiva historica,
el estudio se centra en identificar las caracteristicas esenciales que constituyen la propia experiencia estética.
De este modo, la fenomenologia no sirve meramente como técnica de investigacion, sino como método
filosofico para revelar la estructura ontologica de la experiencia estética. El analisis demuestra que la
experiencia estética no puede explicarse adecuadamente solo a través de la percepcion sensorial o del placer
estético. Aunque la percepcion sensorial constituye la etapa inicial de la experiencia estética, esta se desarrolla
gradualmente hasta convertirse en un proceso mas rico en el que intervienen la emocion, la imaginacion, la
memoria, el intelecto, la intuicion y la reflexion existencial. Los resultados indican que los objetos estéticos
poseen multiples capas ontologicas que se extienden mas alla de su apariencia material. Las propiedades
formales, como la armonia, el ritmo, la proporcion, el color, la simetria y el equilibrio, proporcionan las
condiciones necesarias para la percepcion estética; sin embargo, no agotan el significado de la experiencia
estética. Méas bien, los objetos estéticos contienen dimensiones simbolicas y semanticas que invitan al sujeto
que los experimenta a descubrir significados mas profundos relacionados con la existencia, la realidad y la
trascendencia. Tanto la belleza natural como las creaciones artisticas funcionan como estructuras significativas
a través de las cuales los individuos se interpretan a si mismos y al mundo. El estudio demuestra ademas que
la imaginacion preserva la experiencia estética mas alla de la percepcion inmediata, mientras que el intelecto
reconoce el orden y el significado dentro de los objetos estéticos. En consecuencia, la experiencia estética surge
como un fenomeno integrado que une las dimensiones sensorial, emocional, cognitiva, imaginativa, ontologica
y espiritual. El analisis fenomenoldgico revela también que la experiencia estética contribuye de manera
significativa a la autocomprension, a la conciencia existencial y al descubrimiento de sentido, al permitir a los
individuos trascender las limitaciones de la conciencia cotidiana ordinaria. El estudio concluye que la
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experiencia estética representa uno de los modos fundamentales a través de los cuales los seres humanos se
encuentran con el sentido, la belleza y la realidad. En lugar de funcionar meramente como una fuente de placer
estético, contribuye a la interpretacion de la existencia y al desarrollo de la autoconciencia. La investigacion
fenomenoldgica demuestra que los objetos estéticos no son entidades pasivas que posean Unicamente
propiedades materiales; por el contrario, revelan significados en multiples capas que se manifiestan a través de
la participacion intencional del sujeto estético. Del mismo modo, los sujetos estéticos constituyen activamente
la experiencia estética mediante la interaccion de la sensacion, la emocion, la imaginacion, el intelecto y la
intuicion. En consecuencia, la experiencia estética debe entenderse como un fendomeno existencial y
ontoldgico, mas que como una mera respuesta psicoldgica a la belleza. Los resultados sugieren ademas que la
experiencia estética establece conexiones importantes entre la estética, la filosofia de la religion, la filosofia
existencial y la antropologia filosofica. La experiencia estética revela la relacion entre la belleza, el significado
y la trascendencia, enriqueciendo la existencia humana y profundizando en la comprension de uno mismo. La
originalidad de este estudio radica en su interpretacion fenomenologica de la experiencia estética como un
fendmeno existencial multidimensional que integra dimensiones sensoriales, emocionales, cognitivas,
ontoldgicas y trascendentales. A diferencia de los enfoques que reducen la experiencia estética bien a un
sentimiento subjetivo, bien a las cualidades formales de los objetos artisticos, esta investigacion examina
simultdneamente las estructuras tanto del sujeto estético como del objeto estético. Ademas, al entablar un
didlogo entre la filosofia estética occidental y el pensamiento filoséfico islamico —en particular, las
concepciones estéticas de al-Farabi e Ibn Sina—, el estudio ofrece una comprension exhaustiva y comparativa
de la experiencia estética. De este modo, contribuye no solo a la teoria estética contemporanea, sino también a
los debates en el ambito de la filosofia de la religion, la fenomenologia, la filosofia existencial y la antropologia
filosofica, al demostrar que la experiencia estética constituye un modo significativo a través del cual los seres
humanos se encuentran con el sentido, la existencia y la trascendencia.

Palabras clave: Filosofia de la religion, Dios, Ser humano, Objeto estético, Sujeto estético,
Fenomenologia.
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CrpykrypupoBanHoe Pe3lome:

B pamkax COBpEMEHHBIX O3CTETHMYECKHX TEOPUM  ICTETUYECKUM  ONBIT  TPAJULUOHHO
MHTEPIPETUPYETCS KaK SBJICHUE, CBA3aHHOE B MIEPBYIO OYepe]b C CECHCOPHBIM BOCHPHUATHEM, 3CTCTUIECKUM
HaCJIaKJICHUEM M OLEHKON XYJOXKECTBEHHOM KpacoTbl. Takue NOoAXoAabl, Kak I[pPaBUiIO, aKLEHTUPYIOT
BHUMaHHEe Ha (JOPMAJIbHBIX Ka4eCTBAaX 3CTETUUECKHX OOBEKTOB, YIYCKasi U3 BHYy MHOIOMEPHYIO CTPYKTYpY
KaK CaMOT0 JCTETHYECKOro OOBEKTa, TaK M CyObeKTa, HCIBITHIBAIOIIEIO 3TOT ONBIT. B pesymbprare
3CTETHYECKUH ONBIT 3a4acTyI0 CBOAMTCS K IICHXOJOTHYECKOH pPEaKknnd WM CyObEeKTHBHOMY OIIYIICHHIO
YAOBOIBCTBHA. Takoe peayKIHOHUCTCKOE MOHUMAaHHWE UTHOPUPYET SK3UCTEHIMANbHbBIE, OHTOJOTHYECKUE U
TpaHCLICH/ICHTAJILHbIE N3MEPEHNUS, BO3HUKAIOIINE ITPH B3aUMO/IECHCTBIN CYOBEKTa U 3CTETUUECKOTO OOBEKTA.
HacTosmee uccnenoBaHue HampaBIEHO HA W3y4Y€HHE CYIIHOCTHON CTPYKTYpBI ICTETUYECKOTO OMNbITa C
(heHOMEHOJIOTHUECKOH TOYKM 3pEHMsl IIOCPEJICTBOM aHaJIM3a KaK O3CTETHUECKOro cyObekTa, Tak W
3CTETHYECKOro 00beKTa. B yacTHOCTH, B HEM HCCIIEAyeTCsl BOIIPOC O TOM, BEIXOAUT JIM 3CTETUUECKHUHN OTIBIT 32
IpeJeNsl  CEHCOPHOTO  BOCIHPHATHS, OXBaThlBasg SMOLMH, BOOOpakK€HHWE, WHTEIUIEKT, CMBICI U
TpaHCIEHAEHTHOCTh. KpoMe Toro, mcciemoBaHHWe HAINpaBICHO HAa TO, YTOOBI MPOAEMOHCTPHUPOBATH, HUTO
ACTETUYECKUH OIBIT — 3TO HE MPOCTO CTOJIKHOBEHUE C KPACOTOW, HO M 3HAYMMBIH CIIOCO0 TOHUMAaHHS CaMOTO
cebs, peasHOCTH U OBITHS. TeopeTmaeckast OCHOBA JAHHOTO MICCIIEI0BAHMUS OIIMPACTCS MPEUMYIIIECTBEHHO Ha
(heHOMEHOJIOTHIO, OJXHOBPEMEHHO YYHUTHIBas OCHOBHBIE IMCKYCCHH B OONACTH JCTETHKH, (HIOCOPHUH
HCKyccTBa U (mtocopuu penurun. B nccnenoBannu nenomip3yrores punocodekne Tpyast Ilnatona, Ilnotuna,
Kanra, I'erens, lllonenrayapa, I'yccepas, I'anamepa, Hukonast Xaprmana, Mukens drodpena, Ymbepro Dko
1 DoMbI AKBHHCKOTO, @ TAKXKE ICTETHYECKHE TEOPUH HcIaMcKuX (uinocodoB, B 4acTHOCTH anb-Dapabu u
N6H Cusbl. Ot Qunocockue TpaJuluy pacCMaTpUBAIOTCS B CPABHUTEIHLHOM IUIAHE C IIENBI0 PACKPBITHS
MHOIOMEPHOM NPHUPOJBl 3CTETHMYECKOTO OMNbITa. B 3THX paMKax 3CTETHUECKUI ONBIT NMOHMMAeTCd Kak
WMHTEHIMOHAIBHBIN aKT, HAIIPaBJICHHBIH HAa 3CTETHYECKUI 00BEKT, 001aAatomuii Kak MaTepHaIbHBIMH, TaK U
HeMaTepHalbHBIMH M3MepeHusAMu. DopmanbHbIE KadecTBa, TakMe KaK TapMOHHS, PUTM, pPaBHOBECHE,
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MPONOPLHUSA U CHMMETPHS], COCTABIISAIOT JHIIb HA4aIbHBIM YPOBEHb ACTETUUECKOTO BocpuaTHus. IToMmumo aTux
(hopManbHBIX XapaKTEPHCTHK, 3CTETHYECKHE OOBEKTHI BOIUIOMIAIOT CHUMBOJIMYECKHE, CEMAHTHIECKHUE,
OHTOJIOTHYECKHE U Jake MeTa(hU3NIECKIE N3MEPEHHS, PACKPBIBAIOIINE CO3HAHHUIO O0Iee TTy0OKHEe CMBICIBL.
AHanorn4HeIM 00pa3oM, 3CTETHUECKHH CyOBEKT IIOHUMACETCS HE ITPOCTO KAK BOCTIPHHIMAIOIIEE JIUIO, a KaK
MHOTOMEPHOE HUEJIOBEYECKOE CYIIECTBO, YbH CEHCOPHOE BOCIPHATHE, SMOLMH, BOOOpaKCHUE, IAMSTH,
UHTEJUIEKT, HHTYULUS U K3UCTEHIUAIBHOE OCO3HAHHE OJHOBPEMEHHO YYacTBYIOT B 3CTETHYECKOM OIIBITE.
CoOOTBETCTBEHHO, 3CTETUUECKUI ONBIT UHTEPIPETHPYETCS KaK MHOTOCIIOWHOE IBJICHHE, B KOTOPOM PacKphITHE
CMBICIIa CTaHOBHTCS BO3MOXKHBIM OJjarojaps JHHAMHYECKUM OTHOLICHUWSIM, YCTaHABJIMBAEMBIM MEXKIY
CyOBeKTOM M O0BEKTOM. B NnaHHOM HcCcieoBaHMM B KayecTBE KaueCTBEHHOrO (GHIOCO(PCKOro MOAXOAa
UCTIONIb3YeTCsl PEHOMEHOJIOTNYECKUH MeTo. BMecTo TOro 4To0bI 0OBSCHATH ACTETUYECKHUH OTBIT C ITOMOIIBIO
SMIIMPUYECKON TIICHXOJOTUM WIM HAaTypaJMCTHYECKUX TEOpHH, (DEHOMEHOJIOTHSI CTPEMHTCS OIHCaTh
CTPYKTYpBI, uepe3 KOTOpbIE J3CTETHYECKHE SBJICHHUA TPOSABIAIOTCA B JKUBOM co3HaHuu. Crenys
(heHOMEHOIOTHUECKON TPAIULUH, 3JI0KEHHONH DnMyHAOM ['yccepineM, B MCCIEIOBAaHNH OTKIAIBIBAIOTCS B
CKOOKH TEOPETHYECKHE MPEATIOCHUTKH, KaCAIOIINECS KPACOTHI M HCKYCCTBA, C IETBbIO OMHCAHHS 3CTETHIECKOTO
OIBITA TaKMM, KaKUM OH HETOCPEICTBEHHO NepekuBaerca. OmnucaTenbHbI (DEHOMEHOJIOTHIECKUN aHaIN3
UCTIONB3YETCS IS M3YUEHHS KaK 3CTETHUECKOTO 00BEKTa, TaK M 3CTETHUECKOTo CyOheKTa, IPH 3TOM 0coboe
BHUMaHHE YIEISIETCS MHTCHIIMOHAIBHOCTH, MEPEXHUTOMY OIBITY W CTPYKTypaM co3HaHus. Puiocodckue
TEKCTBI, NMPEACTABIIONINE KaK 3alaJHyl0, TaK U HCIAMCKYI0 TPaJWLUH, MOJIBEPraloTcs CPaBHUTEIBHOMY
aHaJu3y MOCPEICTBOM KOHIENTYaJIbHOW HMHTEpIpeTauud. BMecTo HCTOPHYECKON OLEHKH ACTETUYECKUX
TEOPUI UCCIIEI0OBAaHUE COCPENOTOYECHO HA BBISBICHUM CYLIECTBEHHBIX XapaKTEPUCTHUK, COCTABIAIOIUX CaM
ACTETUYECKUH onbIT. TakuMm 00pa3om, EeHOMEHOIOTHS CIIYKHT HE ITPOCTO UCCIIE0BATEIbCKOM TEXHUKOM, HO
U (GUIOCOPCKUM METOJOM PACKPBITHS OHTOJIOTMYECKOH CTPYKTYPhl 3CTETHYECKOTO ONbITa. AHanu3
JIEMOHCTPHUPYET, YTO ICTETHYECKUI OIBIT HEBO3MOXKHO aI€KBaTHO OOBSICHUTH UCKIIOYHUTEIBHO C MOMOIIBIO
CEHCOPHOTO BOCHPHATUS WIH 3CTETHYECKOTO YAOBOIBCTBHA. XOTS CEHCOPHOE BOCHPHSATHE COCTABIISET
HavyalbHYI0 CTaAWI0 ACTETHYECKOrO OIBITa, OHO IIOCTENEHHO pPa3BHBAaecTCs B Oosiee OoraTelii mporecc,
BKJTFOYAOLIUH SMOINH, BOOOpaXEHHE, aMATh, HHTECIUICKT, HHTYHIUIO U 9K3UCTCHINAIBHOE Pa3MBIIIICHHE.
[omy4eHHbIE pe3ynbTAaTHl YKa3bIBAIOT Ha TO, YTO 3CTETHYECKHE OOBEKTHI 00IAIal0T MHO>KECTBEHHBIMHU
OHTOJIOTHYECKHMH CJIOSIMH, BBIXOSIIMMHY 32 TIPEIeNbl HX MaTepuaibHoro obsmka. @opmainbHbIe CBOMCTBA,
TaKHe KaKk TapMOHUS, PUTM, NPOTOPIHS, IBET, CHUMMETPHS U OallaHC, CO3Jaf0T HEOOXOIUMbIE YCIOBHS IS
3CTETUYECKOTO BOCHPUATHSA;, OJHAKO OHM HE MCUYEpPIBIBAIOT CMBICH 3CTeTHdeckoro omsita. Ckopee,
ACTETUYECKUE OOBEKTHI COAEPKAT CHUMBOJMYECKHE M CEMAHTHYECKHE H3MEPEHUs, KOTOpbIE MOOYKIAroT
UCIIBITBIBAIOIIETO CYObEKTa OTKPHIBATH JUIsl ce0s1 OoJiee TryOOKHe CMBICIIBI, Kacatolinecs ObITHSI, peaIbHOCTH
U TpaHCIeHJeHTHOCTH. Kak mpupoHas KpacoTa, TaKk U XyJ0KECTBEHHBIC TBOPCHMS (QYHKIMOHUPYIOT Kak
3HAUYMMbIe CTPYKTYpPbI, 4Yepe3 KOTOpbIE JIIOAM HHTEPIPETUPYIOT cedss u mup. MccnenoBanue Takke
JIEMOHCTPHPYET, YTO BOOOpPAKEHHE COXPAHSET ICTETHYECKUN OMBIT 3a TpeJesiaMHi HEeNOCPEICTBEHHOTO
BOCHPUSATHS, B TO BpeMsl KaK HMHTEIUIEKT Paclo3HAeT IOPSIOK M CMBICH B ICTETHYECKHMX OOBEKTaX.
CrenoBatenbHO, 3CTETHIECKUH OIIBIT ITPEACTAeT KaK MHTETPUPOBAHHOE SBJIEHUE, 00BEIUHAIOIIEE CEHCOPHOE,
SMOIMOHANBHOE,  KOTHHTHBHOE,  BOOOpa)kaeMoOe,  OHTOJIOTHYECKOE W IYXOBHOE  HM3MEpPEHHMS.
DEHOMEHOIOTUYECKUI aHAIIU3 TAK)KE MOKA3bIBAET, YTO ICTETHUECKUI OMBIT BHOCUT 3HAUYUTEIIbHBIN BKIIA] B
CaMOIIOHUMAaHHUE, SK3UCTEHINAIBHOE OCO3HAHNE M OTKPBITUE CMBICINA, MTO3BOJISAS JIOASIM BBIMTH 32 MpEAeibl
OOBIYHOTO TIOBCETHEBHOTO CO3HaHMA. lccienoBaHuWe MNPUXOAUT K BBIBOLY, YTO JCTETHUECKHIl OIBIT
MpeICTaBIsIeT COO0M OJIMH M3 (PyHIaMEHTAJIBHBIX CIIOCOOO0B, MTOCPECTBOM KOTOPBIX JIFOJJH COIPHKACAIOTCS CO
CMBICIIOM, KPacoTOH U pealbHOCThI0. OH He MPOCTO CITY>KUT UCTOUHUKOM ACTETHYECKOTO YJIOBOJILCTBHS, HO U
CIOCOOCTBYET WHTEpIpEeTaluu OBITHUS U PA3BUTHIO caMOCO3HaHHA. (DEHOMEHOIOTHYECKOEe HCCIIOBaHHE
JIEMOHCTPHPYET, YTO 3CTETUIECKHE OOBEKTHI HE SBJIIIOTCS MACCHUBHBIMU CYIIHOCTSIMH, 00JIaIal0MUMU JIUIITH
MaTepHaJIFHBIMHI CBOMCTBaMH; HAIIPOTUB, OHM PACKPHIBAIOT MHOTOCTIOHHBIE CMBICITBI, KOTOPBIE HPOSIBIISIOTCS
Yyepe3 MHTCHIIMOHAIbHOE yYacTHE 3CTETHIECKOT0 CyObeKTa. AHATOTHYHBIM 00pa3oM, 3CTETHYECKNE CyOBEKTHI
AKTUBHO KOHCTPYHMPYIOT J3CTETUYECKMH OIBIT IOCPEACTBOM B3aUMOJEWUCTBUS OILYLICHHHA, SMOLUI,
BOOOpaXXEHUsI, MHTEIUICKTa ¥ HHTyHIUH. COOTBETCTBEHHO, SCTETHYECKUH ONBIT CIIEAYeT NMOHMMATh Kak
SK3HCTEHIMATBHOE U OHTOJOIMYECKOE SIBJIEHHUE, @ HE IPOCTO KAK ICUXOJIOTUUECKYIO PEAKIHI0 HA KPacoTy.
ITosmyueHHble pe3ynbTaThl TAKXKE yKa3bIBAlOT HA TO, YTO ICTETUYECKHUH OIBIT YCTAHABIMBAET BAXKHBIE CBS3H
MEKJLy ICTETUKOH, hriocophuer peiriy, SK3UCTeHIHAILHOH (utocodueii u Gprirocockoii aHTponosoruei.
OCTETHYECKUH OMNBIT PACKPHIBAET B3aMMOCBS3b MEXIy KpacOTOH, CMBICIOM M TPaHCIEHAEHTHOCTBHIO,
oboramasi dYenoBEYECKOE CYNIECTBOBAHWE M YIIyOmsas caMomoHumMaHue. OpUruHaIbHOCTh JaHHOTO
WCCIICIOBAaHMUS 3aKII0YaeTcss B (CHOMEHOIIOTHYECKON WHTEepPIpeTalnyd 3CTETHYECKOTO OmbITa Kak
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MHOTOMEPHOT'0 9K3UCTEHINAIBHOTO SIBIICHNUS, HHTETPUPYIOIIETO CCHCOPHBIE, SMOIIMOHANIbHBIE, KOTHUTHBHBIC,
OHTOJIOTHYECKHE W TPAHCICHACHTAJIbHBIE M3MEpeHHA. B oTimune OoT MOAXOMO0B, CBOAAIMINX 3CTETHUECKHUN
OTIBIT JINOO K CYOBEKTHBHOMY OIIYIIEHHIO, INOO K (hOPMAIBHBIM KadecTBaM XYIOXKECTBEHHBIX OOBEKTOB,
JAHHOE HCCIICOBAHNE OJHOBPEMEHHO AHAIM3HPYET CTPYKTYphl KaK 3CTETHYECKOTO0 CyObeKTa, TaK H
3CTETHIECKOT0 00bekTa. Kpome Toro, ycraHaBimBas AHAIOT MEXIy 3alafHON dcTeTHueckon (rnocoduein n
HCIIAMCKOW (UIOCOPCKON MBICIBIO, B YACTHOCTH 3CTETHUSCKUMHE KOHIEMIsIMu ans-DPapadbu n on CuHsl,
UCCIIeIOBaHNE MpeasiaraeT BCECTOPOHHEE U CPaBHUTEIBHOE MOHUMAHHE 3CTETHUECKOTO OIbITa. TeM caMbIM
OHO BHOCHT BKJIa/I HE TOJILKO B COBPEMEHHYIO 3CTETHUECKYIO TEOPHIO, HO U B TUCKYCCUH B paMKax (priIocopuu
penuruy, GEeHOMEHOJIOTHH, 3K3UCTeHIMAIbHON (uitocoduu u Guirocodckoit aHTPONONIOTHH, AEMOHCTPHPYS,
YTO OSCTETHMYECKUH ONBIT MpEeACTaBiIseT CcO00i 3HAaYMMBIH Croco0, ITOCPEICTBOM KOTOPOTO JIIOIH
COIPUKACAIOTCS CO CMBICIIOM, OBITHEM M TPAHCLCHACHTHOCTBIO.

KaioueBnble cnoBa: ¢unocopust penuruu, bor, 4enoBek, 3CTETHYECKUH OOBEKT, ICTETHUECKUI
CyOBeKT, PEeHOMEHOJIOTHSI.
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Yapilandirilmis Ozet:

Estetik deneyim, modern estetik teorilerinde geleneksel olarak oncelikle duyusal algi, estetik zevk ve
sanatsal giizelligin takdir edilmesiyle iliskilendirilen bir olgu olarak yorumlanmistir. Bu tiir yaklasimlar
genellikle estetik nesnelerin bigimsel niteliklerini vurgular; oysa hem estetik nesnenin hem de deneyimi
yasayan Oznenin ¢ok boyutlu yapisini goz ardi eder. Sonug olarak, estetik deneyim siklikla psikolojik bir
tepkiye ya da d6znel bir zevk duygusuna indirgenmektedir. Bu indirgemeci anlayis, 6zne ile estetik nesne
arasindaki karsilagma sirasinda ortaya g¢ikan varolugsal, ontolojik ve askin boyutlar1 g6z ardi etmektedir. Bu
caligma, hem estetik 6zneyi hem de estetik nesneyi inceleyerek, fenomenolojik bir bakis acisiyla estetik
deneyimin temel yapisin1 arastirmay1 amaglamaktadir. Daha spesifik olarak, estetik deneyimin duyusal alginin
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Otesine gegerek duygu, hayal giicii, akil, anlam ve askinligi da kapsayip kapsamadigini aragtirmaktadir.
Calisma ayrica, estetik deneyimin yalnizca giizellikle bir karsilagsma degil, ayn1 zamanda kendini, gercekligi
ve varolusu anlamanin 6nemli bir bi¢imi oldugunu ortaya koymay1 amaclamaktadir. Bu c¢alismanin teorik
cergevesi, oncelikle fenomenolojiye dayanmakla birlikte, estetik, sanat felsefesi ve din felsefesindeki baslica
tartigmalar1 da icermektedir. Calisma, Platon, Plotinus, Kant, Hegel, Schopenhauer, Husserl, Gadamer, Nicolai
Hartmann, Mikel Dufrenne, Umberto Eco ve Thomas Aquinas’in felsefi katkilarimin yani sira, Islam
filozoflarinin, zellikle de el-Farabi ve Ibn Sina’nin estetik teorilerinden yararlanmaktadir. Estetik deneyimin
¢ok boyutlu dogasini ortaya ¢ikarmak amaciyla bu felsefi gelenekler karsilagtirmali olarak incelenmektedir.
Bu ¢ergeve iginde estetik deneyim, hem maddi hem de manevi boyutlara sahip bir estetik nesneye yonelik
niyetli bir eylem olarak anlagilmaktadir. Uyum, ritim, denge, oranti1 ve simetri gibi bigimsel nitelikler, estetik
takdirin yalnizca ilk diizeyini olusturur. Bu bigimsel 6zelliklerin 6tesinde, estetik nesneler bilince daha derin
anlamlar agiga ¢ikaran sembolik, anlamsal, ontolojik ve hatta metafizik boyutlar1 biinyesinde barindirir. Benzer
sekilde, estetik 6zne yalnizca algilayan bir birey olarak degil, duyusal algisi, duygulari, hayal giicii, hafizasi,
akli, sezgisi ve varolussal farkindalig1 estetik deneyime eszamanli olarak katilan ¢ok boyutlu bir insan olarak
anlagilir. Buna gore, estetik deneyim, 6zne ile nesne arasinda kurulan dinamik iliski sayesinde anlamin ortaya
¢tkmasinin miimkiin hale geldigi ¢ok katmanli bir olgu olarak yorumlanir. Bu ¢alisma, nitel bir felsefi yaklagim
olarak fenomenolojik yontemi kullanmaktadir. Fenomenoloji, estetik deneyimi ampirik psikoloji veya
natiiralist teoriler aracilifiyla agiklamak yerine, estetik olgularin yasanmig bilingte ortaya ¢iktigi yapilari
tanimlamay1 amaglamaktadir. Edmund Husserl tarafindan baslatilan fenomenolojik gelenegi izleyerek, bu
calisma estetik deneyimi dogrudan yasandigi sekliyle betimlemek amaciyla giizellik ve sanatla ilgili teorik 6n
varsayimlari bir kenara birakmaktadir. Hem estetik nesneyi hem de estetik 6zneyi incelemek i¢in betimsel
fenomenolojik analiz kullanilmakta olup, niyetlilik, yasanmis deneyim ve biling yapilarma 6zel bir vurgu
yapilmaktadir. Hem Bati hem de Islam geleneklerini temsil eden felsefi metinler, kavramsal yorumlama
yoluyla karsilagtirmali olarak analiz edilmektedir. Calisma, estetik teorileri tarihsel olarak degerlendirmek
yerine, estetik deneyimin kendisini olusturan temel 6zellikleri belirlemeye odaklanmaktadir. Bu sekilde
fenomenoloji, yalnizca bir arastirma teknigi olarak degil, estetik deneyimin ontolojik yapisini ortaya ¢ikarmak
icin bir felsefi yontem olarak da islev gormektedir. Analiz, estetik deneyimin yalnizca duyusal alg1 veya estetik
zevk yoluyla yeterince acgiklanamayacagini gostermektedir. Duyusal algi, estetik deneyimin ilk asamasini
olustursa da, zamanla duygu, hayal giicii, bellek, akil, sezgi ve varolugsal yansima gibi unsurlari iceren daha
zengin bir siirece doniigiir. Bulgular, estetik nesnelerin maddi gériiniimlerinin 6tesine uzanan ¢oklu ontolojik
katmanlara sahip oldugunu goéstermektedir. Uyum, ritim, oranti, renk, simetri ve denge gibi bigimsel 6zellikler,
estetik algi i¢in gerekli kosullar1 saglar; ancak estetik deneyimin anlamini tek basina kapsamazlar. Aksine,
estetik nesneler, deneyimleyen 6zneyi varlik, gergeklik ve agkinlik ile ilgili daha derin anlamlar1 kesfetmeye
davet eden sembolik ve anlamsal boyutlar icerir. Hem dogal giizellik hem de sanatsal yaratimlar, bireylerin
kendilerini ve diinyay1 yorumladiklart anlamli yapilar olarak iglev goriir. Caligma ayrica, hayal giiciiniin estetik
deneyimi anlik alginin 6tesinde korudugunu, akil ise estetik nesneler i¢indeki diizeni ve anlami fark ettigini
ortaya koymaktadir. Sonug olarak, estetik deneyim, duyusal, duygusal, bilissel, hayal giicli, ontolojik ve
manevi boyutlari birlestiren biitiinciil bir olgu olarak ortaya ¢ikmaktadir. Fenomenolojik analiz ayrica, estetik
deneyimin bireylerin siradan giindelik bilincin sinirlarint agmalarini saglayarak kendini anlama, varolussal
farkindalik ve anlam kesfine onemli 6l¢iide katkida bulundugunu ortaya koymaktadir. Calisma, estetik
deneyimin insanlarin anlam, giizellik ve gergeklikle karsilasmalarint saglayan temel bigimlerden biri oldugu
sonucuna varmaktadir. Estetik deneyim, yalnizca estetik zevk kaynagi olarak islev gérmekten ziyade,
varolusun yorumlanmasina ve 6z-farkindaligin gelismesine katkida bulunur. Fenomenolojik arastirma, estetik
nesnelerin yalnizca maddi 6zelliklere sahip pasif varliklar olmadigini; aksine, estetik 6znenin kasith katilimi
yoluyla ortaya ¢ikan ¢ok katmanli anlamlar ortaya koydugunu gostermektedir. Benzer sekilde, estetik 6zneler
duyum, duygu, hayal giicii, akil ve sezginin etkilesimi yoluyla estetik deneyimi aktif olarak olustururlar.
Dolayisiyla, estetik deneyim, giizellige kars1 yalnizca psikolojik bir tepki olarak degil, varolussal ve ontolojik
bir olgu olarak anlasilmalidir. Bulgular ayrica, estetik deneyimin estetik, din felsefesi, varolusgu felsefe ve
felsefi antropoloji arasinda 6nemli baglantilar kurdugunu gostermektedir. Estetik deneyim, giizellik, anlam ve
askinlik arasindaki iliskiyi ortaya ¢ikararak insan varolugunu zenginlestirir ve kendini anlamay1 derinlestirir.
Bu calismanin 6zgiinliigli, estetik deneyimi duyusal, duygusal, biligsel, ontolojik ve askin boyutlar
biitiinlestiren ¢ok boyutlu bir varolussal olgu olarak fenomenolojik bir sekilde yorumlamasinda yatmaktadir.
Estetik deneyimi ya 6znel bir duyguya ya da sanatsal nesnelerin bi¢cimsel niteliklerine indirgeyen yaklasimlarin
aksine, bu arastirma hem estetik 6znenin hem de estetik nesnenin yapilarini eszamanl olarak incelemektedir.
Dahasi, Bat1 estetik felsefesini Islam felsefi diisiincesiyle, 6zellikle de el-Farabi ve Ibn Stna’nin estetik
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kavramlariyla diyaloga sokarak, calisma estetik deneyime dair kapsamli ve karsilagtirmali bir anlayis
sunmaktadir. Boylelikle, estetik deneyimin insanlarin anlam, varlik ve askinlikla karsilagmalarini saglayan
onemli bir yol oldugunu ortaya koyarak, yalnizca ¢agdas estetik teorisine degil, ayn1 zamanda din felsefesi,
fenomenoloji, varolusgu felsefe ve felsefi antropoloji alanlarindaki tartigmalara da katkida bulunmaktadir.

Anahtar Kelimeler: Din Felsefesi, Tanr1, Insan, Estetik Nesne, Estetik Ozne, Fenomenoloji.
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Introduction

Since the beginning of human existence, people have sought to understand both themselves
and the world in which they live. One of the most significant dimensions of this search for meaning
is the relationship that human beings establish with beauty. The admiration, appreciation, and
pleasure experienced in the presence of beauty are not merely expressions of aesthetic enjoyment;
rather, they constitute one of the fundamental ways in which human beings relate to reality.
Accordingly, aesthetics should be regarded not only as a philosophical discipline concerned with
works of art or beauty, but also as one of the principal fields of philosophy that seeks to explain
human existence, the search for meaning, and the manner in which human beings experience the
world. Aesthetic experience, as one of the most concrete manifestations of this relationship, refers to
the multilayered experience that emerges when human beings encounter beauty.

In contemporary aesthetic literature, aesthetic experience is frequently interpreted primarily
in terms of sensory perception and material beauty. Consequently, it is often reduced to a form of
experience that appeals solely to the senses. Such a reductionist perspective confines aesthetic
experience to the level of sensory perception and transforms the human being from a
multidimensional entity into a merely perceptual subject. Human beings, however, are not solely
sensory beings. They possess an integrated existential structure that encompasses emotion, reason,
imagination, and intuition. Likewise, the objects that constitute the focus of aesthetic experience
should not be understood merely as material or formal entities; rather, they should be conceived as
multidimensional structures containing layers of meaning that extend beyond their material
appearance.

The principal aim of this study is to demonstrate that aesthetic experience is not confined to
sensory perception but instead constitutes a holistic mode of experience in which existential faculties
such as imagination, emotion, reason, and the heart actively participate. Accordingly, this article
argues that the aesthetic object cannot be reduced to a material structure defined solely by formal
qualities such as proportion, form, and harmony. Rather, it possesses a profound ontological structure
incorporating layers of meaning that transcend its physical constitution. By adopting this perspective,
the study seeks to reveal the intimate relationship between aesthetic experience and humanity's search
for being and meaning.

A considerable body of research on aesthetic experience has focused primarily on the formal
characteristics of aesthetic objects and on the sensory and psychological responses of aesthetic
subjects. By contrast, studies that place the dimensions of meaning, transcendence, and existence at
the centre of aesthetic experience remain relatively limited. In particular, the ontological and
phenomenological relationship between aesthetics and the philosophy of religion has not received
sufficient scholarly attention. This study approaches aesthetic experience not merely as a sensory
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event but as a multidimensional mode of experience through which the human relationship with
being, meaning, and transcendence becomes manifest. In this respect, it aims to contribute to both
aesthetic theory and the philosophy of religion by highlighting the metaphysical dimension of
aesthetic experience.

Methodologically, this study adopts the phenomenological approach. Developed
systematically by Edmund Husserl, phenomenology aims to disclose the essential structures of
phenomena by suspending prior assumptions and theoretical presuppositions. Within the
phenomenological method, the researcher brackets theoretical judgments associated with the natural
attitude and seeks to describe phenomena as they present themselves in lived experience. This
process involves comparison, differentiation, correlation, and analysis; however, these operations are
employed not to construct a theoretical system or to arrive at deductive explanations, but rather to
penetrate the essence of phenomena through intuitive insight and eidetic intuition. Consequently,
phenomenology is fundamentally descriptive rather than explanatory, directing philosophical inquiry
toward experience itself before conceptual abstraction (Husserl, 2010, p. 48).

Accordingly, this article examines aesthetic experience from a phenomenological
perspective by adopting a descriptive approach that seeks to disclose its essential structure through
its sensory, emotional, and semantic dimensions. Although aesthetics has been extensively explored
within philosophical literature, relatively few studies have examined aesthetic experience within the
broader context of the multidimensional structure of human existence. By investigating aesthetic
experience beyond the limitations of sensory reductionism, this study seeks to contribute to this gap
in the literature.

In the present study, phenomenology is employed not for the purpose of comparing
competing theoretical explanations of aesthetic experience but rather to reveal its essential structure.
From this perspective, the analysis investigates how the aesthetic object appears within
consciousness, what layers of meaning it embodies, and how the sensory, emotional, rational, and
intuitive orientations of the aesthetic subject emerge throughout aesthetic experience. Through this
descriptive investigation, the study aims to make visible the fundamental structures that constitute
the essence of aesthetic experience.

Having established the aims and methodological framework of the study, the following
section first examines the philosophical meanings of the concepts of aesthetics, beauty, and aesthetic
experience in order to provide a conceptual foundation for the subsequent analysis.

Conceptual Framework: An Analysis of the Concepts of Aesthetics, Beauty, and
Aesthetic Experience

Aesthetics is generally understood as the branch of philosophy concerned with beauty and
related concepts such as the good, the ugly, the pleasant, the sublime, and the tragic. It examines
judgments, values, attitudes, and experiences of pleasure associated with beauty as manifested both
in natural objects and in works of art created by human beings (Cevizci, 1997, p. 255).

The term aesthetics derives from the Greek words aisthesis, meaning "perception" or
"sensory awareness," and aisthetikos, referring to a person who is capable of perceiving and
responding to reality through sensation, feeling, and intuition. Although Alexander Gottlieb
Baumgarten established aesthetics as an independent philosophical discipline by defining it as the
science of sensory cognition, thereby providing it with an epistemological foundation, the historical
origins of aesthetic thought can be traced back to ancient Greek philosophy, particularly to Plato
(Cevizcei, 1997, p. 255; Yetkin, 1972, p. 12).

For Plato, beauty—the central concern of aesthetics—is intrinsically related to goodness and
purposiveness. Beauty signifies the unity of what is good, pleasant, and beneficial, while proportion
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and measure constitute its indispensable conditions. Wherever measure and proportion are absent,
beauty cannot exist.

Plato distinguishes between two ontological levels of beauty: particular beauty manifested
in individual beings and Beauty itself (to kalon), the eternal and immutable Form of Beauty. When
one says, "This girl is beautiful,”" the beauty referred to is a particular instance of beauty possessed
by an individual being. By contrast, the Form of Beauty is the transcendent and unchanging reality
that grounds and makes possible all particular manifestations of beauty. Individual beautiful things
participate in Beauty itself and are therefore regarded as beautiful only insofar as they partake in this
eternal Form. According to Plato, the experience of beauty unfolds through a gradual ascent. One
initially encounters physical beauty, subsequently progresses toward spiritual and intellectual beauty,
and ultimately arrives at the contemplation of Beauty itself (Plato, 2014, p. 143; Akan, 2009, p. 28).

This Platonic conception was reinterpreted within the metaphysical framework of
Neoplatonism by Plotinus. In Plotinus' philosophy, Beauty itself is identified with the One (to Hen).
By situating beauty within an ontology centred upon the One, Plotinus discloses the metaphysical
dimension of aesthetic experience. According to him, beauty emerges through the manifestation of
the soul within the body, the intellect within the soul, and ultimately the One within the intellect
(Plotinus, 1996, p. 83; Arat, 2006, p. 130). Beauty, therefore, is understood as the reflection of the
Absolute Good and the Absolute Beautiful—identified with the One—within the human being.

The conception of beauty as originating from God continued, albeit in different forms, in the
philosophies of thinkers such as Shaftesbury and George Berkeley. According to Shaftesbury, beauty
is an original, innate, independent, and necessary quality. It is neither acquired through experience
nor reducible to an immediate sensory impression; rather, it constitutes an inherent faculty and
intrinsic power of the human soul (Arat, 2006, p. 161). Consequently, God is regarded as the ultimate
source of beauty, while beauty and goodness are understood to proceed from the same metaphysical
foundation (Tolstoy, 2022, p. 23).

A similar conception is found in Berkeley's philosophy. For Berkeley, God is the ultimate
and genuine source of beauty; consequently, beauty cannot be conceived independently of the divine
(Arat, 20006, p. 130). Beauty therefore possesses an ontological status grounded in the divine reality
and exists independently of human perception.

Immanuel Kant, however, departed significantly from this tradition by distinguishing beauty
from moral goodness. According to Kant, beauty should not be identified either with moral goodness
or with truth; rather, it must be regarded as an autonomous and independent value deserving
philosophical investigation in its own right (Kant, 2006, p. 85; Arat, 2013). Whereas classical
philosophy generally treated beauty, goodness, and truth as inseparable, Kant established beauty as
an independent aesthetic category.

Within Kant's aesthetic theory, the distinction between the agreeable (das Angenehme) and
the beautiful plays a central role. The agreeable refers to whatever produces pleasure for a particular
subject through sensory satisfaction. Enjoying a pleasant fragrance or favourable weather, for
example, belongs to this category. Beauty, by contrast, cannot be reduced to mere pleasantness.
Rather, it is a quality that gives rise to reflective judgment without depending upon determinate
concepts and stimulates profound contemplation. The good, on the other hand, refers to that which
is conceptually recognized and rationally approved. While the agreeable can be experienced by all
sentient creatures, beauty belongs exclusively to rational beings capable of reflective judgment
(Kant, 2016, p. 42; Tunali, 2020, p. 36). This distinction demonstrates that aesthetic experience
extends beyond sensory pleasure and necessarily includes intellectual and evaluative dimensions.

Beauty cannot be confined solely to physical appearance. The beauty attributed to a human
being also depends upon the presence of moral and spiritual virtues. Individuals adorned with such
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virtues manifest not only external attractiveness but also an inner radiance. In this regard, Ibn Sina's
conception of beauty deserves particular attention. According to him, beauty is intimately connected
with the spiritual condition of the human being. A person should cultivate virtues such as chastity,
justice, wisdom, piety, benevolence, and compassion toward all people without distinction. Those
who embody these virtues are endowed with both physical beauty and spiritual luminosity (Ibn Sina,
2017, p. 68). Beauty, therefore, is not merely a physical attribute but a multidimensional reality
encompassing ethical, spiritual, and ontological dimensions.

Having examined the concept of beauty, it is now necessary to consider the concept of
experience, since aesthetic experience can only be fully understood through a proper analysis of
experience itself.

Experience refers to the practical engagement with events, emotions, and passions that
enriches understanding, deepens comprehension, and expands human knowledge through lived
encounters (Cevizei, 1997, p. 656). Within the empiricist tradition, experience is understood
primarily as arising from the senses and feelings, while reason occupies a secondary position.
According to empiricists, to experience something is to perceive it and to become consciously aware
of that perception (Tiizer, 2006, p. 17). Nevertheless, such an approach has been criticized for
reducing experience exclusively to the sensory domain. Limiting experience to sensation and
emotion diminishes the multidimensional nature of human existence and reduces the human being to
a merely perceptual subject.

Human beings, however, are capable of a much richer form of experience. Although every
experience begins with sensory perception, it may gradually develop through the participation of
reason and the heart (qalb), thereby acquiring greater depth and existential significance. When
observing a tree, for example, one initially perceives its physical characteristics—its leaves,
branches, colour, and form. At this stage, sensory aesthetic experience takes place. Subsequently,
reason begins to inquire into the source of the tree's beauty, the conditions of its existence, and
ultimately the Creator who brought it into being. Thus, aesthetic experience assumes a conceptual
and reflective dimension. At a more advanced stage, the beauty of the tree evokes profound emotional
responses such as admiration, affection, and inner peace. Finally, when the spiritual dimension of the
heart becomes engaged, the individual may encounter the divine power manifested through the tree,
and aesthetic experience may gradually develop into a religious or spiritual experience.

According to Friedrich Schelling, the experience of a natural object involves the
apprehension of an infinite dimension of meaning that transcends finite and material reality. To
experience beauty is therefore to perceive the infinite within the finite (Stiimer, 2019, p. 267; Tolstoy,
2022, p. 28). Likewise, Edmund Husserl and Irwin Edman emphasize the multilayered character of
experience. Edman defines experience as a continuous flow unfolding through time regardless of its
particular content. In this process, experience becomes a vibrant and luminous phenomenon. It begins
with direct sensory engagement with the material world and gradually develops into the capacity to
comprehend and organize abstract ideas. Although experience may at times appear obscure,
fragmented, or complex, careful attention and proper orientation enable it to become meaningful,
vivid, and profound (Edman, 1977, p. 3).

Hans-Georg Gadamer understands experience as the comprehensive expression of every
intentional act of consciousness. Since intentionality constitutes the essence of consciousness, every
experience is necessarily directed toward something. Experience exists only insofar as there is
something experienced and intended. Consequently, intentionality and purposiveness are inseparable
characteristics of experience. A farmer, for example, approaches trees primarily for their economic
value, whereas an artist approaches the very same trees with the intention of engaging in an aesthetic
experience (Gadamer, 2023, p. 161). This example demonstrates that the meaning and intensity of
experience depend largely upon the intention and orientation of the experiencing subject.
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In German philosophical terminology, the concepts “Erleben” and “Erlebnis” express two
closely related dimensions of experience. “Erleben” refers to the immediate, direct, and vivid living
through an event, whereas “Erlebnis” denotes an experience that has acquired unity, meaning, and
lasting significance within consciousness. The latter concept also implies that profound experiences
are not instantly forgotten but require time to become fully internalized (Gadamer, 2023, pp. 155,
163). The enduring influence of profound experiences depends upon the extent to which the
individual participates in them with the entirety of his or her existential capacities. Accordingly,
deepening aesthetic experience requires transcending one's merely material limitations and
penetrating beyond the material appearance of the experienced object.

To understand the phenomenological structure of aesthetic experience, it is necessary to
examine its fundamental constituents. Every aesthetic experience presupposes, on the one hand, an
entity perceived as beautiful—whether a natural object or a work of art—and, on the other hand, an
aesthetic subject who approaches this entity with an aesthetic attitude, perceives it aesthetically, and
derives aesthetic enjoyment from it. The aesthetic subject is a conscious self who perceives,
comprehends, and appreciates the aesthetic object. In the very act of appreciating the object, the
subject simultaneously adopts a distinctive aesthetic attitude toward it (Tunali, 1996, p. 23).

From this perspective, the phenomenological structure of aesthetic experience may be
reduced to three essential components: the aesthetic subject, the aesthetic object, and the aesthetic
attitude. Before analysing aesthetic experience itself, it is therefore necessary to examine first the
aesthetic subject—that is, the human being who undergoes aesthetic experience.

Human: The Being as the Experiencer of Aesthetic Experience Through the Senses and
Beyond

Without first understanding the nature of the human being, it is difficult to determine which
dimensions of human existence become operative during aesthetic experience. For this reason, it is
necessary to examine the fundamental constituents of human existence. Human beings are composed
of'both bodily and spiritual dimensions. Consequently, aesthetic experience should not be understood
as involving only the bodily faculties; rather, it may also engage the spiritual dimensions of human
existence. From this perspective, a phenomenological examination of aesthetic experience requires
a holistic understanding of the human person.

The process of aesthetic experience begins with sensory perception. The senses constitute
the initial point of contact with beauty. According to al-Farabi, the senses represent the lowest level
of human cognitive faculties. The objects perceived through sensation occupy the most elementary
level of knowledge (al-Farabt, 2017, p. 16). In other words, sensory perception forms the initial stage
of aesthetic experience and corresponds to a mode of cognition shared with non-human animals
(Tunali, 1971, p. 85).

Following sensory perception, the emotional dimension of aesthetic experience becomes
active. Through the aesthetic object perceived by the senses, individuals experience emotions such
as pleasure, joy, delight, and serenity. These emotional responses possess a restorative and fulfilling
quality that contributes positively to human well-being. Consequently, aesthetic experience is
transformed from a merely perceptual event into a multidimensional phenomenon that also engages
the emotional and spiritual dimensions of the subject.

The burdens, anxieties, and hardships of everyday life may, at least temporarily, be alleviated
through aesthetic experience. According to Ismail Tunali, aesthetic pleasure constitutes a distinctive
spiritual state experienced by human beings. This state is not merely an immediate emotional reaction
to an external stimulus; rather, it arises through the apprehension of aesthetic value and harmonizes
the various faculties of the soul. As a result, a higher level of spiritual integration emerges in which
the individual experiences fulfilment, freedom, and happiness. In this sense, aesthetic pleasure
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enables human beings to experience one of the highest existential possibilities of their humanity and
provides them with profound inner satisfaction (Tunali, 1971, p. 85).

The happiness associated with aesthetic experience should not be confused with fleeting
sensual gratification. Rather, aesthetic experience represents a profound spiritual activity capable of
transforming the individual. The encounter with a work of art produces both superficial and profound
effects. For example, the sublime character of a sacred architectural structure may evoke a deep
existential response, whereas merely entertaining artistic forms remain at the surface of
consciousness. According to Moritz Geiger, superficial pleasures arise primarily from sensory
enjoyment, whereas genuine happiness emerges through a profound transformation of the self.
Bodily pleasures, such as the enjoyment of food or physical comfort, belong to the sphere of
superficial satisfaction shared with animal existence. The deeper influence of art, by contrast,
elevates the individual from transient pleasure to authentic happiness by transforming the inner life
of the person (Geiger, 2019, p. 59).

Charles Lalo likewise maintains that aesthetic experience, particularly through artistic
activity, gives rise to emotions such as pleasure and happiness. Art cultivates and refines the
emotional capacities of the individual, while aesthetic experience deepens human sensitivity and
enriches the inner life (Lalo, 2022, p. 181).

When an individual becomes deeply absorbed in a painting or a novel, he or she temporarily
withdraws from the utilitarian concerns of everyday life and from the suffering inherent in ordinary
existence. During this process, the external world gradually recedes into the background as
consciousness becomes fully directed toward the work of art. The aesthetic delight and emotional
excitement awakened by the artwork liberate the individual from the realm of practical interests and
introduce him or her into the autonomous sphere of art. Within this realm, differences of wealth,
social status, and material conditions lose their significance. Whether rich or poor, individuals
participate equally in aesthetic experience and, at least for a time, transcend the burdens of ordinary
life (Yetkin, 1979, p. 62).

Arthur Schopenhauer argues that aesthetic experience makes possible a unique state of
consciousness in which desires, passions, and anxieties are temporarily suspended. During aesthetic
contemplation, the individual becomes spiritually revitalized, joyful, and inwardly healed. The
storms of desire, the pressures of fear, and the suffering generated by the will gradually fall silent.
This occurs because, in aesthetic contemplation, the individual is liberated from the domination of
the will and becomes a pure, will-less subject of knowledge (Schopenhauer, 2021, p. 153).

This state of pure cognition attained through aesthetic experience is closely related to the
discovery of the spiritual—or, in other words, the eternal—dimension of human existence. The joy
arising from this dimension differs fundamentally from ordinary pleasures and is experienced as a
participation in a higher, almost divine, mode of existence. Hegel similarly argues that the
contemplation of beauty enables individuals to experience themselves as free and to become
conscious of their own infinite nature. In this elevated state of consciousness, human beings
experience a pure delight grounded in the powers of their own being—a delight that possesses an
almost divine character. Such joy cannot be equated with material pleasure, for during aesthetic
contemplation the spirit becomes purified from the imperfections associated with merely material
existence (Yetkin, 1972, p. 148).

Among the existential faculties activated during aesthetic experience, the estimative faculty
(al-wahm) and the imaginative faculty (al-mutakhayyilah), following sensation and emotion, occupy
a particularly significant place. In this regard, the accounts developed by Ibn Sina and al-Farabi
provide valuable insights into the phenomenological structure of aesthetic experience.
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According to Ibn Stna, aesthetic experience begins with the perception of the aesthetic object
through the external senses. At the subsequent stage, the estimative faculty (al-wahm) becomes
operative. This faculty possesses the capacity to apprehend immaterial meanings associated with
sensible objects and therefore performs a decisive role in aesthetic cognition. Judgments such as
whether an object is pleasant, attractive, lovable, or repulsive arise through the activity of the
estimative faculty. In this respect, al-wahm prevents aesthetic experience from remaining at the
merely sensory level by enabling the transition from perception to meaning.

Another faculty that plays an essential role in aesthetic experience is the imaginative faculty
(al-mutakhayyilah), also referred to by Ibn Sina as the cogitative faculty (al-mufakkirah). Through
this faculty, both the creation and the comprehension of aesthetic objects become possible. The
imagination enables human beings to reproduce, transform, and reconstruct objects either as they are,
through their similarities, or through their opposites. Since the strength of this faculty differs from
one individual to another, aesthetic creativity and imaginative perception likewise vary among
individuals.

Al-Farabi similarly maintains that human beings preserve within the soul the impressions of
sensible objects previously perceived, even after those objects are no longer physically present. This
preservation is accomplished by the imaginative faculty, whose centre, according to al-Farabi, is the
heart. Even in the absence of the external object, the imagination retains sensory impressions and
continues to operate upon them. By its very nature, it separates, combines, rearranges, and transforms
these impressions into new configurations. Some of these imaginative constructions correspond to
sensory reality, whereas others transcend or even contradict it.

Imagination manifests itself in different forms. It may anticipate future events, revive
memories of past experiences, or generate entirely new images through the creative combination of
previously perceived impressions (Cihan, 2009, p. 22). Consequently, imagination constitutes one of
the fundamental faculties through which aesthetic experience acquires both its creative and its
meaning-producing dimensions.

The foregoing discussion may be summarized as follows. Human beings first encounter the
aesthetic object through sensory perception. The estimative faculty subsequently deepens this
perception by apprehending meanings that cannot be reduced to purely sensory qualities. Through
the imaginative faculty, the aesthetic object continues to exist within consciousness even after its
physical disappearance, thereby enabling aesthetic experience to extend beyond the immediate
moment. Imagination also provides the foundation for artistic creativity, symbolic representation,
and the production of new aesthetic meanings.

During this process, the intellect (al/-'ag/) likewise becomes active, thereby introducing a
cognitive dimension into aesthetic experience. According to Ibn Sina, the intellect illuminates the
neighbouring faculties by communicating its own light to them, thereby enhancing both the value
and the beauty of their activities. Owing to this illuminating function, human beings become capable
of perceiving harmonious sounds, colours, tastes, fragrances, and meaningful forms not merely as
sensory impressions but as intelligible expressions of order and unity. Sensible harmony thus
becomes an object of genuine knowledge through the illumination of the intellect (Cihan, 2009, p.
22). In this respect, reason enables the aesthetic subject to comprehend the harmony, order, and
intelligible structure embodied within the aesthetic object, thereby deepening aesthetic experience
far beyond the level of sensory perception alone.

Aesthetic experience engages sensation, emotion, imagination, and reason simultaneously.
Yet it also contributes to the individual's self-discovery. According to Mikel Dufrenne, aesthetic
experience enables human beings to discover dimensions of themselves that ordinarily remain
concealed. A person may recognize his or her own passions while contemplating the turbulence of
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the ocean or become aware of latent nostalgia when encountering an autumn landscape (Dufrenne,
1973, p. 548). Consequently, aesthetic experience should be understood not merely as a mode of
perceiving the external world but also as an existential encounter through which the human being
comes to know oneself.

The Aesthetic Object: A Structure Beginning with Matter and Extending Beyond It

For a natural entity or a work of art to be regarded as an aesthetic object, it must possess
certain essential characteristics. Some of these characteristics pertain to its material and formal
constitution, whereas others belong to the realm of meaning. Consequently, the aesthetic object
should be understood as a multilayered structure extending from its material composition to semantic
and metaphysical dimensions that transcend materiality. For this reason, the material qualities that
initially render an object aesthetically perceptible deserve consideration before examining its deeper
layers of meaning.

According to the Impressionist conception of art, harmony, symmetry, rhythm, and balance
constitute the principal formal qualities that make an object beautiful (Tunali, 1960, p. 2). Symmetry
refers to the orderly arrangement of the parts of a figure or whole according to proportion and
measure. An object is perceived as symmetrical when its parts correspond harmoniously to one
another around a central axis. Symmetry is not confined to artistic creations; it is equally evident
throughout nature. The bodies of living organisms, for instance, frequently display bilateral
symmetry, as illustrated by the wings of birds and butterflies. Harmony, in turn, signifies the coherent
integration of two or more elements into a unified and ordered whole (Tunali, 1996, p. 216; 2020, p.
114).

Rhythm, particularly in music, refers to the regular recurrence of sounds and pauses
according to a discernible temporal order. Together with harmony, rhythm establishes the perceptible
order through which aesthetic objects become intelligible to human perception (Turkish Language
Association, 2025). These formal qualities constitute the primary material conditions that make
aesthetic perception possible.

Some philosophers have argued that beauty depends not only upon formal qualities but also
upon the appropriate magnitude of the object itself. Aristotle, for example, maintains that an object
can be judged beautiful only if it possesses a proportionate size. Objects that are excessively small
or excessively large cannot easily become objects of aesthetic appreciation; instead, they are more
appropriately described by categories such as the graceful or the sublime (Tunali, 2020, p. 72).

Other thinkers have enriched this account by adding proportion, integrity, and luminosity to
the essential characteristics of beauty. Thomas Aquinas argues that an object may be considered
beautiful only if it exhibits due proportion (proportio), wholeness or integrity (integritas), and
radiance or clarity (claritas). Objects lacking integrity are incomplete and therefore deficient in
beauty. Likewise, harmony among their constituent parts is indispensable for aesthetic perfection.
Aquinas further suggests that bright and luminous colours contribute significantly to the perception
of beauty (Huxley, 2015, p. 92; Eco, 2006, p. 88).

The significance of light in aesthetic experience is readily apparent in humanity's perception
of nature. In darkness, many of nature's beauties remain concealed; trees, flowers, birds, and
landscapes cannot fully disclose themselves as aesthetic objects without illumination. Similarly, the
notion of integrity may be illustrated by the human body itself. The harmonious relationship among
bodily organs, together with the balanced proportions and colours of the body, contributes
fundamentally to human beauty. According to Aquinas, physical beauty depends upon the proper
proportion of bodily members as well as the luminosity and clarity of colour (Eco, 2006, p. 100).

Although Plotinus accepts proportion, symmetry, and colour as significant characteristics of
beautiful objects, he argues that the ultimate source of beauty does not reside in matter itself but in
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what transcends matter. Beauty derives from the divine source that illuminates material existence.
The beauty of the stars during the night, for example, does not arise merely from their physical
constitution but from the light that shines through them—a reflection of the divine reality.
Accordingly, all created beings receive their beauty from the radiance of the One, whose light
permeates the entire cosmos (Eco, 2006, p. 100).

This divine dimension of beauty concerns not the surface of the aesthetic object but its
profound ontological depth. Nicolai Hartmann describes this deeper layer as the irreal dimension
of the aesthetic object and relates it directly to the problem of meaning. According to Hartmann,
what distinguishes an aesthetic object from an ordinary object is that it possesses not only a material
and real existence but also an irreal layer in which meaning resides. As emphasized in Hartmann's
aesthetic ontology, every aesthetic object should therefore be understood as a multilayered structure
whose semantic dimension transcends its physical constitution.

A literary work provides a clear example of this distinction. The paper, typography, ink, and
arrangement of words constitute its real layer, whereas the meanings disclosed through these material
elements belong to the irreal layer (Tunali, 1971, p. 53; 2020, p. 23). While the physical components
are indispensable, they do not themselves constitute aesthetic experience. Rather, aesthetic
experience emerges through the meanings that the reader discovers, the emotions evoked by those
meanings, the intellectual reflections (Tunali, 2020, p. 222) they inspire, and the existential
identification established between the reader's own life and the world disclosed by the work.

Umberto Eco likewise argues that every artistic text possesses multiple levels of meaning.
The first level consists of the literal meaning conveyed by letters and words, whereas the second
consists of the deeper significance disclosed through interpretation and understanding (Eco, 2020, p.
213). The profundity of aesthetic experience depends largely upon the individual's ability to penetrate
this second level of meaning.

Arthur Schopenhauer similarly maintains that when an individual contemplates a tree
aesthetically, one does not merely perceive its external form but apprehends the timeless Idea
manifested through that form (Schopenhauer, 2021, p. 166). Mikel Dufrenne likewise emphasizes
that works of art inherently embody meaning and that aesthetic experience transforms the observer
into a witness of that meaning (Dufrenne, 1973, p. 549). Consequently, the richer the semantic depth
embodied within an aesthetic object, the more profound the aesthetic experience it evokes.

From this perspective, the beauty of an object is inseparable from the depth of meaning it
discloses. The more profoundly an object stimulates thought, awakens emotion, and invites
existential reflection, the more fully it manifests beauty. Whenever emotional intensity and semantic
depth achieve genuine unity, beauty reveals itself most completely. Thus, the aesthetic object
becomes the source of a profound experience that transforms both thought and feeling
simultaneously.

The value of an aesthetic object therefore lies not merely in the pleasure it produces but in
its capacity to awaken imagination, intellectual contemplation, emotional depth, and existential
awareness. The highest form of beauty is that which reunites human beings with Being itself,
revealing the aesthetic dimensions of the universe and directing them toward the ultimate source of
existence. In this sense, both nature and works of art perform indispensable roles in awakening the
human sense of beauty (Kog, 2013, p. 59)

The semantic dimension of the aesthetic object also includes the reflections of the beliefs
and cultural background of the person who created the work, especially in architectural structures.
For example, architectural works of art are generally associated with the religious history and
symbolic systems of the period in which they were produced. In this context, it is not possible to
speak of complete freedom in the use of colours, forms, and arrangements during the creation of
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works of art; these choices are shaped by the individual's belief system and by meanings that are
socially accepted or rejected. A similar approach can be observed in Islamic art, where works are
sometimes interpreted through esoteric meanings and sometimes through interpretations based on
the Qur'an and the Hadith. The main reason for this is that forms created by human beings are
regarded as a means of establishing a connection with the Creator (Miilayim, 2010, pp. 16—18).

An example of this can be seen in the fountains located in the courtyards of mosques.
According to Burckhardt, most mosque courtyards contain a fountain where Muslims perform
ablution before prayer. This fountain is generally in the form of a pavilion and is protected by a small
dome. Located at the centre of the courtyard, the fountain irrigates the surrounding garden through
water channels extending in four directions, symbolizing Paradise. This design is inspired by the
descriptions in the Qur'an of the Gardens of Bliss beneath which rivers flow (Burckhardt, 2019, p.
150). This example shows that belief systems play a symbolic role in the semantic dimension of the
aesthetic object.

Symbols enable the observer to go beyond the material dimension and experience deeper
aesthetic experiences. According to Gadamer, the symbol presupposes the metaphysical relationship
between the visible and the invisible and expresses the inner unity between the ideal and appearance
in a work of art (Gadamer, 2023, pp. 171-172). Thus, the symbol deepens both the emotional and
the semantic dimensions of aesthetic experience.

Symbols function as the basic means of establishing relationships and communication
between different dimensions of reality. For example, a symbolic bodily or mental ritual enables a
religious person to reach the depths of the self and experience a strong sense of self-awareness; this
process may lead the individual toward transcendent dimensions and profound religious experiences
concerning the Sacred (Ertiirk, 2012, pp. 48—49). It can be said that religious symbols possess a
dimension that carries the individual from aesthetic experience to religious experience. However,
since religious experience is not the direct subject of this study, only a few examples will be given
here before returning to the main discussion.

The Kaaba, one of the most prominent symbols of Islam, attracts attention both because its
interior is empty and because there is no statue or image in the niche of the gibla wall. This
emphasizes the fact that God is present everywhere but is not directly visible anywhere, through the
absence of all objects (Garaudy, 2021, p. 154). Therefore, the rectangular form of the Kaaba contains
a semantic dimension related to faith, and those who visit the Kaaba and have profound experiences
are able to perceive this religious dimension of meaning.

Symbols in art also make it possible to experience deeper dimensions of meaning. For
example, Islamic calligraphy contains profound meanings. The letter alif, through its vertical form,
symbolizes Divine Majesty and the transcendent Being who is the source of everything. Such
symbols not only provide formal aesthetic pleasure but also activate the spiritual and intellectual
dimensions of the human being, thereby deepening aesthetic experience.

For example, while the letter a/if symbolizes Divine Majesty, greatness, and the transcendent
principle that is the source of all existence through its vertical form, the letter ba represents beauty
(jamal), which complements this majesty (Nasr, 2019, pp. 45-46). Such symbolic signs perform a
fundamental function in revealing the semantic dimension of aesthetic objects. However, aesthetic
meaning is expressed not only through symbols but also through abstraction. Indeed, in Islamic art,
works of art were produced by consciously preferring abstraction instead of a realist approach that
aims to imitate nature exactly.

The more the Muslim artist distances the forms and figures in a work of art from their natural
appearance through abstraction, the more the work is purified from its worldly context and reminds
the observer of supernatural and metaphysical concepts (Cam, 2008, p. 90). In this understanding,
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abstraction is not merely a formal preference; rather, it is regarded as a means of directing the
individual toward transcendent truth through aesthetic form. Therefore, symbols and abstraction
become the principal aesthetic means of making visible the semantic dimension inherent especially
in works of art.

On the other hand, the semantic dimension is not unique to works of art. Objects in nature
also bear the traces of the reality that brought them into existence. In this context, while experiencing
objects in nature, human beings undergo not only a sensory process of perception but also find the
possibility of turning toward the divine reality behind these objects. In other words, the experience
of nature can be understood as a field of signification opening onto metaphysical experience (Eco,
2020, p. 108).

According to Umberto Eco, the world is almost like a book written by the hand of God.
Human sensitivity to beauty is fundamentally directed toward the discovery of intelligible beauty.
The pleasures provided by the senses of sight, hearing, smell, and touch lead human beings to
recognize the aesthetic order of the world and to discover the traces of the Divine reflected in this
order. In this sense, all sensible objects are presented to human beings in order to signify and express
the unseen reality; visible beauty appears as the image of invisible beauty (Eco, 2020, pp. 108—109).

According to Schelling, nature is like a poem hidden within a mysterious and miraculous
script. For Schelling and the other German Romantic thinkers, nature is understood as a work of art
and therefore should be read like a language as a meaningful whole (Schiller, 2020, p. 22). Reading
both works of art and objects in nature as a language may be regarded as the fundamental condition
for penetrating their semantic dimension. Both Eco and Schelling agree that, besides being an
ontological structure composed of material elements, the universe also possesses a multilayered
structure containing signs that point to truth.

Conclusion

This study aimed to demonstrate that aesthetic experience cannot be reduced merely to
sensory perception; rather, it is an ontological and metaphysical experience that embraces human
existence as a whole. When the approaches of the thinkers examined in this study are evaluated
together, it becomes evident that aesthetic experience is a multilayered process that begins with the
senses but extends toward the dimensions of meaning, truth, and transcendence.

The principal conclusion reached in this article is that aesthetic experience is not limited to
perceiving the beauty of an object. Rather, it is a transformative experience that enables human
beings to reinterpret themselves, nature, and existence. Within this framework, aesthetics should be
regarded not only as a determining element of the human relationship with art but also of the human
relationship with existence.

Although the thinkers discussed in this study proceed from different conceptual frameworks,
they agree that aesthetic experience elevates human beings from the sensory level to a deeper level
of understanding. This demonstrates that aesthetics possesses not only an epistemological value but
also an ontological one.

In conclusion, aesthetic experience is a dynamic process that enables human beings to make
sense of their existence and to rediscover themselves and truth. Therefore, it has been concluded that
aesthetics should be approached not only within the philosophy of art but also as an interdisciplinary
subject in relation to the philosophy of religion, existential philosophy, and the understanding of the
human being.
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Estetik Tecriibe: Duyularin ve Maddenin Otesine Gegen Tecriibe

Giris

Insan, var oldugu giinden bu yana hem kendisini hem de icinde yasadigi diinyay:
anlamlandirma ¢abasi igerisinde olmustur. Bu anlam arayiginin en énemli boyutlarindan biri, insanin
giizelle kurdugu iligkidir. Giizel karsisinda duyulan hayranlik, begeni ve haz sadece estetik bir begeni
degidir. Bu, insanin varlikla kurdugu iligkinin temel goriintimlerinden biridir. Bu nedenle estetik,
sadece sanat eserlerini veya giizelligi konu edinen bir disiplin olmanin 6tesinde insanin varolusunu,
anlam arayisini ve diinyay1 tecriibe edis bigimini agiklayan temel felsefi alanlardan biri olarak
degerlendirilmektedir. Estetik tecriibe de bu iliskinin en somut tezahiirlerinden biri olarak insanin
giizelle karsilasmasi sirasinda ortaya ¢ikan ¢ok katmanli bir yasantiy1 ifade etmektedir.

Modern estetik literatiiriinde estetik tecriibe cogu zaman duyusal algi ve maddi giizellik
ekseninde agiklanmaktadir. Bunun sonucu olarak estetik tecriibe, insanin yalnizca duyularina hitap
eden bir deneyim alani olarak yorumlanabilmektedir. Bu indirgemeci yaklasim, estetik tecriibeyi
duyular diizeyine hapsetmekte ve insani, ¢ok katmanl varlik yapisindan kopararak tek boyutlu bir
algi 6znesine doniistiirmektedir. Oysa insan, salt duyusal algiya sahip bir varlik degildir. O duygu,
akil, hayal giicii ve sezgi gibi farkli varolussal boyutlar1 biinyesinde barindiran biitiinlikli bir
varliktir. Benzer sekilde, estetik tecriibenin konusu olan nesneler de salt maddi ve bi¢imsel varliklar
olarak goriilmemeli, anlam ve mana katmanlarini igeren ¢ok boyutlu yapilar olarak ele alinmalidir.

Bu ¢aligmanin temel amaci, estetik tecriibenin sadece duyusal algi diizeyinde gerceklesen bir
siire¢ olmadigini aksine insanin muhayyile, duygu, akil ve kalp gibi varolussal yetilerinin etkin
bigimde katildig biitlinciil bir tecriibe alan1 sundugunu ortaya koymaktir. Bu dogrultuda makalede,
estetik objenin de sadece oran, bi¢im ve uyum gibi formel 6zelliklerle sinirl bir maddi yapidan ibaret
olmadig1 ve bununla birlikte anlam ve mana boyutlarini igeren derinlikli bir ontolojik yapiya sahip
oldugu iddias1 temellendirilmeye ¢alisilacaktir. Boylece estetik tecriibenin insanin varlik ve anlam
arayistyla kurdugu iliskinin goriiniir kilinmasi hedeflenmektedir.

Estetik tecriibe {izerine yapilan c¢alismalarin 6nemli bir kismi, estetik objenin bigimsel
ozellikleri ile estetik siijenin duyusal ve psikolojik tepkileri iizerinde yogunlasmaktadir. Bununla
birlikte estetik tecriibenin anlam, askinlik ve varolus boyutlarini merkeze alan ¢aligmalarin sinirl
oldugu goriilmektedir. Ozellikle din felsefesi ile estetik arasinda kurulabilecek ontolojik ve
fenomenolojik iligkinin yeterince ele alinmadig: dikkat ¢cekmektedir. Bu ¢alisma, estetik tecriibeyi
yalnizca duyusal bir yasanti olarak degil, insanin varlik, anlam ve askinlikla iligkisinin agiga ¢iktig
¢ok katmanli bir tecriibe alan1 olarak degerlendirmektedir. Bu yoniiyle ¢aligma, estetik tecriibenin
metafizik boyutuna dikkat ¢cekerek estetik ve din felsefesi literatiirii arasindaki iliskiye katki sunmay1
amaclamaktadir.

Caligmada yontem olarak fenomenolojik yaklasim benimsenmistir. Fenomenoloji, Edmund
Husserl tarafindan sistematik bir felsefi yontem olarak gelistirilmis olup, temel hedefi fenomenlerin
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on kabullerden arindirilmis bicimde ele alinarak onlarin saf 6zlerine ulagsmaktir. Fenomenolojik
yontemde arastirmaci, dogal tavir igerisinde, teorik varsayimlari askiya alarak fenomenleri olduklar
gibi gérmeye yonelir. Bu siirecte karsilagtirma, ayirt etme, iliskilendirme ve ¢éztimleme gibi islemler
gerceklestirilir. Ancak bu islemler, kuramsal bir sistem insa etmek ya da tiimdengelimsel
aciklamalara ulagmak amaciyla degil, saf gorme ve idelestirme yoluyla 6zlere niifuz etmek igin
kullanilir. Fenomenolojik yaklasim, agiklayici olmaktan ziyade betimleyici bir karakter tasir ve
kavramsallastirmadan once tecriibenin kendisine yonelmeyi esas alir (Husserl, 2010, s.48).

Bu makalede de fenomenolojik yontem dogrultusunda estetik tecriibe, dncelikle betimleyici
bir perspektifle ele almmacak; duyusal, duygusal ve anlamsal boyutlariyla tecriibenin 6zii agiga
cikarilmaya calisilacaktir. Literatiirde estetik {izerine kapsamli calismalar bulunmakla birlikte,
estetik tecriibenin insanin ¢ok yonlii varolus yapisi baglaminda ele alindigi arastirmalarin sinirh
oldugu goriilmektedir. Bu baglamda estetik tecriibenin duyusal indirgemeciligin Stesinde ele alindigi
bu ¢aligsmanin literatiirdeki bosluga katki sunmasi hedeflenmektedir.

Bu calismada fenomenolojik yontem, estetik tecriibeyi agiklayan kuramsal sistemleri
karsilastirmak amaciyla degil, estetik tecriibenin 0zsel yapisini ortaya cikarmak amaciyla
kullanilmigtir. Bu dogrultuda estetik objenin insan bilincinde nasil goriindiigli, hangi anlam
katmanlarini icerdigi ve estetik siijenin duyusal, duygusal, akli ve sezgisel yonelimlerinin tecriibe
icerisinde nasil agiga ¢iktig1 betimleyici bir yaklasimla incelenmistir. Boylece estetik tecriibenin
Oziine iligkin temel unsurlarin gériiniir kilimmas1 amag¢lanmustir.

Amagc ve yontem g¢ercevesinin bu sekilde belirlenmesinin ardindan, estetik tecriibenin daha
saglikli bicimde kavranabilmesi i¢in Oncelikle estetik, giizellik ve tecriibe kavramlarinin felsefi
anlam cergevesi ele alinacaktir,

Kavramsal Cerceve: Estetik, Giizel ve Estetik Tecriibe Kavramlarimin Analizi

Estetik, genel olarak giizeli ve giizellikle iliskili olan iyi, ¢irkin, hos, yiice ve trajik gibi
kavramlar1 konu edinen hem dogal nesnelerde hem de insan eliyle {iretilmis sanat eserlerinde ortaya
cikan giizelliklere iligkin yargilari, degerleri, tutumlar1 ve bu baglamda deneyimlenen haz ve tatlar
analiz eden felsefe disiplinidir (Cevizci, 1997, s. 255).

Yunanca’da “ilk” ya da “temel duyum” anlamina gelen aisthesis ile var olan seyler karsisinda
duyumlari, duygular1 ve sezgileri araciligiyla duyarlilik gosteren kisiyi ifade eden aisthetikos
kavramlarindan tiireyen estetik, felsefenin bagimsiz bir disiplini olarak Alexander Gottlieb
Baumgarten tarafindan kurulmustur. Baumgarten, estetigi duyusal bilginin bilimi olarak
tanimlayarak onu epistemolojik bir zemine oturtmus ve bdylece estetigi felsefi arastirmanin miistakil
bir alan1 haline getirmistir (Cevizci, 1997, s. 255).

Estetigi ayr1 ve bagimsiz bir disiplin olarak sistemlestiren kisi Baumgarten olmakla birlikte,
estetik diisiincenin tarihsel kokenleri Antik Yunan felsefesine, ozellikle de Platon’a kadar
uzanmaktadir (Yetkin, 1972, s. 12). Platon’a gore estetigin temel konusu olan giizel, iyi ve amaca
uygun olanla igsel bir iliski igerisindedir. Glizel; iyi, hos ve faydali olanin birligini ifade eder ve bu
baglamda 6lcii ile oran giizelligin vazgegilmez unsurlaridir. Olgii ve oranm bulunmadifi yerde
giizellikten s6z etmek miimkiin degildir.

Platon, giizelligi ontolojik agidan iki diizeyde ele alir: kendiliginden giizel olan ve tek tek
varliklarda ortaya ¢ikan giizellik. “Kiz giizeldir” ifadesinde s6z konusu olan giizellik, belirli bir
varligin sahip oldugu tekil giizelliktir. Buna karsilik bu giizelligin dayandig1 ve onu miimkiin kilan
“giizellik ideas1” ya da “kendinde giizel”, giizelligin degismez ve askin formunu temsil eder.
Dolayisiyla tek tek giizel olan varliklar, ancak giizellik ideasina istirakleri dl¢iisiinde giizel olarak
nitelendirilebilir. Platon’a gdére insan, giizelligi tecriibe ederken asamali bir siireg izler. Once
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bedensel giizellikten hareket eder; ardindan ruhsal ve entelektiiel giizellige yonelir ve nihayetinde
kendinde giizele ulasir (Platon, 2014, s. 143; Akan, 2009, s. 28).

Bu diisiince c¢izgisi, Yeni-Platoncu felsefede Plotinus tarafindan metafizik bir derinlikle
yeniden yorumlanmistir. Plotinus’ta “kendinde giizel”, “Bir” kavramu ile ifade edilir. Plotinus’un
giizeli “Bir” merkezli bir ontoloji igerisinde ele almasi, estetik diigiincenin madde-Gtesi boyutunu
agiga cikarmasi bakimindan 6nemlidir. Ona gore giizel; ruhun bedende, aklin ruhta ve nihayet Bir’in
akilda tezahiir etmesiyle ortaya c¢ikar (Plotinus, 1996, s. 83; Arat, 2006, s. 130). Bu baglamda
giizellik, ‘Bir’ olarak ifade edilen mutlak iyi ve mutlak giizelin insandaki yansimasidir.

Giizelin Tann kaynakli oldugu diisiincesi, Plotinus’tan sonra Shaftesbury ve Berkeley gibi
diisiiniirlerde de farkli bi¢imlerde siirdiiriilmiistiir. Shaftesbury’ye gore giizel, bagimsiz, 6zgiin,
dogustan ve zorunlu bir niteliktir. Giizellik, deneyim yoluyla sonradan kazanilan bir icerik ya da
anlik bir duyusal etki degildir; aksine ruhun asli bir yetisi ve i¢kin bir giiciidiir (Necla Arat, 2006, s.
161). Bu gergevede Tanri, asil giizelligin kaynag olarak kabul edilir ve giizel ile iyi ayn1 metafizik
temelden neset eder (Tolstoy, 2022, s. 23).

Benzer bir yaklasim George Berkeley’in diisiincesinde de goriilmektedir. Berkeley’e gore,
giizelligin nihai ve 0zgilin kaynagi Tanri’dir; Tanr1 olmaksizin giizellikten s6z etmek miimkiin
degildir (Arat, 2006, s. 130). Bu baglamda giizellik, ontolojik olarak ilahi bir nitelik tasimakta ve
insandan bagimsiz olarak varligini stirdiirmektedir.

Immanuel Kant ise estetik diisiincede bu gelenege karsi ¢ikarak, gilizel ve iyiyi ayri kavramlar
olarak ele almistir. Kant’a gore giizel ne ahléki iyilikle ne de dogrulukla 6zdeslestirilebilir; otonom
ve bagimsiz bir deger olarak incelenmelidir (Kant, 2006, s. 85; Arat, 2013). Antik¢ag boyunca giizel
cogunlukla iyi ve dogru ile 6zdeslestirilmisken, Kant bunu ilk kez bagimsiz bir estetik kategori olarak
ele almistur.

Kant’in estetik kuraminda “hos” kavrami, giizelin sinirlarinin belirlenmesi agisindan énem
tasir. Ona gore hos, herhangi bir 6zneye haz veren ve tamamen duyusal temelli bir niteliktir. Ornegin
bir kokudan ya da belirli bir hava durumundan hoslanmak, duyusal hazin bir gostergesidir. Giizel ise
salt hosa gitmek anlamina gelmez; bir nesneye iligskin herhangi bir kavrama indirgenemeyen, 6znede
derin diisiinmeye yol acan ve estetik yargiy1 harekete geciren bir dzelliktir. Iyi ise degerlendirilen ve
kavramsal olarak kabul edilen seydir. Hos, akildan yoksun canlilarda da bulunabilirken, giizel
yalnizca akil sahibi insanlar i¢in s6z konusudur (Kant, 2016, s. 42; Tunali, 2020, s. 36). Bu ayrim,
estetik tecriibenin yalnizca duyusal haz ile sinirli olmadigini, ayn1 zamanda diisiinsel ve yargisal bir
boyutu oldugunu gdstermesi bakimindan énemlidir.

Giizellik, yalmzca fiziksel 6zelliklerle sinirli bir olgu degildir. Bir insanin giizel olarak
nitelendirilmesi, onun ayni zamanda manevi erdemlerle donanmis olmasina da baglidir. Manevi
erdemlerle siislenmis kisilerde maddi giizellik ve igsel bir parlaklik da ortaya ¢ikar. Bu baglamda,
Ibn Sina’nin giizellik anlayis1 dikkat gekicidir. Ona gére giizellik, insanin manevi halleriyle dogrudan
iliskilidir. Insan, iffet, adalet, hikmet, takva, iyilik yayma ve yakin-uzak ayirt etmeksizin herkese
sefkat gosterme gibi erdemlere sahip olmalidir. Bu erdemleri tasiyan kisilere maddi ve manevi
giizellik ve parlaklik liitfedilir (Ibn Sina, 2017, s. 68). Dolayisiyla giizellik yalmzca fiziksel varlikla
sinirli olmayan, ayni zamanda ahlaki ve ruhsal boyutlari olan ¢ok katmanli bir niteliktir.

Giizel kavramini ele aldiktan sonra, simdi de tecriibe kavramini incelemek gerekmektedir.
Tecriibe, olaylarla, duygularla ve tutkularla pratik yasama durumudur. Anlayis, kavrayis ve sahip
olunan bilgiyi artiric1 nitelikteki olgularla ¢okga karsilasmis olma halidir (Cevizci, 1997, s. 656).
Empirist diisiince geleneginde ise tecriibe, biiyilik 6l¢lide duyular ve duygular aracilifiyla ortaya
cikar; akil ise ikinci planda degerlendirilir. Empiristlere gore bir seyi tecriibe etmek, onu algilamak
ve bu algi lizerinde bilingli olmaktir (Tiizer, 2006, s. 17). Ancak bu yaklasim, tecriibeyi yalnizca
duyusal diizeyde sinirlandirdig icin elestirilmeye agiktir. Tecriibenin yalnizca duygu ve duyumlarla
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iligkili oldugu iddiasi, insan varliginin ¢ok boyutlu yapisini daraltmakta ve onu s1g bir alg1 6znesi
haline getirmektedir.

Oysaki insan, bir nesneyi tecriibeye 6nce duyulariyla baslasa da akil ve kalp boyutlarini da
devreye sokarak daha derin ve kapsamli bir tecriibe yasayabilir. Ornegin bir agaca bakildiginda, ilk
olarak yapraklar, dallar, renk ve bigim gibi fiziksel 6zellikler algilanir; bu asamada duyusal estetik
tecriibe gergeklesir. Ardindan akil devreye girerek agacin giizelliginin nedenini, varlik kosullarini ve
onu var eden yaraticiy1 diisiiniir; boylece estetik tecriibe kavramsal bir boyut kazanir. Daha ileri bir
diizeyde, agacin giizelligi ruhsal bir etkilenmeye yol agar; sevgi ve hayranlik gibi duygular, kiside
i¢sel bir tatmin ve mutluluk yaratir. Nihai olarak, kalbi boyut etkinlestiginde, insan agaci var eden
kudreti deneyimleyebilir ve bu siire¢ dini veya manevi bir tecriibeye doniisebilir.

Schelling’e gore estetik bir doga nesnesinin tecriibesi, sonlu ve maddi boyutun &tesinde,
sonsuz olan mana boyutunun idrak edilmesini igerir. Ona gore, giizeli tecriibbe etmek, sonlu
varliklarda sonsuzlugu tasavvur etmektir (Siimer, 2019; Tolstoy, 2022, s. 28). Benzer bigimde
Edmund Husserl ve Irwin Edman da tecriibenin ¢ok katmanli yapisina dikkat ¢eker. Edman,
tecriibeyi, mahiyeti ne olursa olsun, zaman iginde bir akis ve siireklilik olarak tanimlar; bu siirecte
tecriibe, renk renk ve 1s1ldayan bir olgu haline gelir. Ona gore tecriibe, 6nce maddi diinyay1 gozle
gormek ve elle tutmakla baslar, ardindan soyut fikirleri kavrama ve diizenleme boyutuna ulasir.
Tecriibe, zaman zaman yogun, bulanik veya karmasik olabilir; ancak dogru bir yonelim ve dikkatle
anlamli, canli ve derin bir hale getirilebilir (Edman, 1977, s. 3).

Hans-Georg Gadamer’e gore tecriibe, 0zii intentionalite (yonelimsellik) olan her biling
eyleminin kapsamli bir adidir. Tecriibelerin amaglilik ile de siki bir iligkisi bulunmaktadir. Zira
tecriibeler, yalnizca tecriibe edilen ve amaglanan bir sey olduklar 6l¢iide varlik kazanirlar. Baska bir
deyisle, her tecriibenin bir yonelimsellik ve amaca ydnelme boyutu vardir. Ornegin bir ¢ift¢i agaclara
ekonomik bir yarar elde etmek amaciyla yonelirken, bir sanat¢i ayni agaglara estetik bir tecriibe
yasamak i¢in yonelir (Gadamer, 2023, s. 161). Bu 6rnek, tecriibenin anlaminin ve yogunlugunun,
Oznenin niyet ve yonelimine bagl oldugunu gostermektedir.

Almanca’da tecriibe ile ilgili olarak kullanilan kavramlar, “erleben” ve “erlebmis’tir.
“Erleben”, bir seyin i¢inde bulunarak dogrudan ve canli bigimde tecriibe edilmesini ifade ederken,
“erlebnis” yasantinin bilingte bir biitlinlik haline gelmis, anlam kazanmis ve kiside iz birakmig
bicimini belirtir. “Erlebnis” kavrami, tecriibelerin hemen unutulmadigini ve igsellestirilmesinin
zaman aldig1 gergegini de igerir (Gadamer, 2023, s. 155,163). Derin tecriibelerin zaman iginde
kazanilmasi ve etkisinin uzun siirmesi, tecriibeyi yasayan kisinin ¢ok boyutlu olarak tecriibeyi
yasamasina baglidir. Bu baglamda, estetik tecriibeye derinlik katmak, insanin kendi maddi
sinirlarinin 6tesine gecebilmesini ve tecriibe edilen nesnenin maddi boyutunun 6tesine ulasabilmesini
gerektirir.

Estetik tecriibenin fenomenal yapisini anlamak igin, bu tecriibenin temel bilesenlerine
bakmak gerekmektedir. Estetik tecriibe etkinliginde, bir yanda “giizel” olarak adlandirilan bir
varlik—bu bir doga parcasi olabilecegi gibi bir sanat eseri de olabilir—diger yanda ise bu estetik
varlikla estetik bir ilgi iginde olan, onu estetik olarak algilayan ve ondan haz duyan estetik bir siije
vardir. Estetik siije, bir estetik objeyi algilayan, onu kavrayan ve ondan estetik haz duyan bilingli bir
varlik, yani bir “ben”dir. Estetik siije, bir estetik objeyi kavrarken ve ondan haz alirken, ayn1 zamanda
s0z konusu estetik obje karsisinda bir tavir gelistirmis olur. (Tunali, 1996, s.23)

Bu baglamda, estetik tecriibenin fenomenal yapisi li¢ temel 6geye indirgenebilir: estetik siije,
estetik obje ve estetik tavir. Estetik tecriibeyi analiz etmeye baslamadan once, oncelikle estetik
tecriibenin stijesi, yani estetik deneyimi yasayan insan ele alinmalidir.
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Estetik Tecriibeyi Duyular1 ve Daha Derin Yonleriyle Yasayan Varhk: insan

Insamin varligini anlamadan, onun estetik tecriibe yasarken hangi boyutlarnin etkin
oldugunu kavramak oldukca giictiir. Bu nedenle 6ncelikle insanin varolusunun hangi unsurlardan
olustugunu irdelemek gerekir. Insan, bedensel ve ruhani boyutlar1 olan bir varliktir. Bu ¢ergevede
estetik tecriibe sirasinda sadece bedensel yonlerinin degil, bununla birlikte ruhani boyutlarinin da
etkin olabilecegi sdylenebilir. Bu durumu fenomenolojik bir perspektifle degerlendirmek énemlidir.

Estetik tecriibe siirecinde insan 6nce duyularini devreye sokar. Duyular, giizeli algilamada
baslangic noktasidir. Farabi’ye gore duyular, en asagi derecede kavrama yetileridir. Ona gore
bilinenler arasinda en alt derecede olanlar, duyular araciligiyla algilanan nesnelerdir (Farabi, 2017,
s.16). Baska bir deyisle, duyu algilari, hayvan varolusunda da mevcut olan, insanin estetik tecriibeye
baslangic asamasindaki temel algi diizeyini olusturur (Tunali, 1971, s.85).

Duyusal algilarin ardindan estetik tecriibenin duygu boyutu devreye girer. Insan, duyulariyla
algiladigi estetik objeden haz, mutluluk veya seving gibi duygu boyutlu tecriibeler elde eder. Bu
duygusal tecriibeler, insana iyi gelen, rahatlatici ve tatmin edici bir islev goriir. Estetik tecriibe
bdylece yalnizca bir algisal siire¢ olmaktan g¢ikarak, aynm1 zamanda 6znenin ruhsal ve duygusal
boyutlarini da harekete geciren ¢ok katmanli bir siire¢ haline gelir.

Hayatin karmasik, yorucu ve {iiziicii etkileri, estetik tecriibe araciligiyla gecici de olsa
hafifletilebilir. ismail Tunali’ya gore estetik haz, insanin yasadig1 kendine 6zgii bir ruhsal durumdur.
Bu ruhsal durum, belli bir uyaricinin dogrudan duygusal tepkisi olmayip, belirli bir degere bagh
olarak ortaya ¢ikar ve ruhsal tiim gii¢leri uyum i¢ine sokar. Boylece yiiksek diizeyde bir ruhsal durum
olugur. Bu uyumlu ve harmonik ruh hali i¢cinde insan, kendini tatmin olmus, 6zgiir ve mutlu hisseder.
Estetik haz, bu anlamiyla bireye, insan olmanin varolussal olarak zirvelerinden birini deneyimleme
imkani sunar ve ona derin bir mutluluk saglar (Tunali, 1971, s.85).

Buradaki mutluluk, gecici ve anlik zevklerle karistirilmamalidir. Estetik tecriibe, derinden
yasanan bir ruhsal etkinligi ifade eder. Sanat yapitini tecriibe eden bireyde hem yiizeysel hem de
derin etkiler meydana gelir. Ornegin, bir mabedin insaniistii niteligi, insanda derin bir etki yaratr.
Yiizeysel etkiler ise daha ¢ok oyalayici ve eglendirici niteliktedir. Bu tiir etkiler, bireye yalnizca
ylizeyden dokunur. Sanatin derin etkisi ise insanda dogrudan bir mutluluk duygusu yaratir. Bu
mutluluk, bireyin benliginin sarsilmasi sonucu ortaya c¢ikar. Zevk, yiizeysel etkilerden
kaynaklanirken, mutluluk, derin ve biitiinciil bir etkilesim sonucunda dogar. Ornek olarak, yemek
zevki veya bedensel hazlar, insanin hayvani yonil ile ortak olan yiizeysel hazlardir; buna karsilik
sanatin derin etkisi, bireyi yiizeysel hazlardan mutluluk basamagina tasir (Geiger, 2019, s. 59).

Lalo da estetik tecriibenin, 6zellikle sanat etkinlikleri araciliiyla, insanda haz ve mutluluk
gibi duygularin ortaya ¢ikmasina yol agtigini belirtir. Ona gore sanat, insanin duygusal kapasitesini
besler ve gelistirir; estetik tecriibe, bireyin hassasiyetini artirarak onun ruhsal derinligini
zenginlestirir (Lalo, 2022, s. 181).

Insan bir tabloya veya bir romana derinlemesine yoneldiginde, giindelik hayatin ¢ikar
iligkilerinden ve varolusun aci veren yonlerinden gecici olarak uzaklasir. Bu yonelim sirasinda bireyi
cevreleyen dis diinya geri plana g¢ekilir; biling, biitiinliyle sanat eserine yonelir ve onunla dolar. Sanat
eserinin uyandirdig1 estetik haz ve heyecan, bireyi ¢ikar diinyasindan kopararak sanatin kendine
0zgii, saf alanina tasir. Bu siirecte, toplumsal konumlar1 ve maddi sartlar1 farkli olan bireyler—zengin
ya da yoksul—kendi paylarina diisen estetik tecriibeyi yasayarak iiziintiilerini bir siireligine de olsa
unutur (Yetkin, 1979, s. 62).

Arthur Schopenhauer’a gore estetik tecriibe, insanin tutkularini, isteklerini ve kaygilarini
askiya aldig1 6zel bir biling durumunu miimkiin kilar. Bu tecriibe esnasinda insan canlanir, neselenir
ve adeta iyilesir. Tutkunun firtinasi, istek ve korkunun baskisi, istemenin yol actig1 tiim acilar gegici
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olarak yatisir ve susar. Ciinkii birey, estetik tecriibe sirasinda istemeden kurtularak kendini saf ve
istemesiz bir bilme halinde kavrar (Schopenhauer, 2021, s. 153).

Estetik tecriibe yoluyla elde edilen bu saf bilme durumu, insanin ruhsal, bagka bir ifadeyle
sonsuzluk boyutunun kesfiyle yakindan iliskilidir. Bu boyutun sagladigi haz, giindelik hazlardan
farkli olarak, tanrisal nitelikte bir haz olarak tecriibe edilir. Benzer bicimde Hegel’e gore de giizeli
temasa eden birey, kendisini 6zgiir hisseder ve kendi sonsuz tabiatinin bilincine varir. Bu biling
halinde insan, varliginin giiclerinden kaynaklanan saf bir zevk ve tanrisal bir haz tecriibe eder. Bu
tiir haz, maddi hazlarla iligskilendirilemez; zira estetik tecriibe sirasinda ruh, saf olmayan unsurlardan
arinmis bir hal kazanir (Yetkin, 1972, s. 148).

Insanin estetik tecriibe yasarken etkin hale gelen varolugsal boyutlar: arasinda, duyu ve
duygu katmanlarindan sonra vehim ve miitehayyile (fahayyiil) yetileri énemli bir yer tutar. Bu
baglamda, Ibn Sind ve Farabi’nin s6z konusu yetilere dair yaklagimlarini ele almak aydinlatici
olacaktir.

Ibn Sina’ya gére estetik tecriibe, dncelikle duyular araciligryla estetik objenin algilanmasiyla
baslar. Algilamanin bir sonraki asamasinda vehim yetisi devreye girer. Vehim yetisi, 0zii itibariyla
maddi olmayan anlamlara ulagma kapasitesine sahiptir ve duyulur bir nesnenin estetik kavraniginda
belirleyici bir rol oynar. Bir nesnenin hos, sevimli ya da itici olduguna dair yargilar, vehim yetisinin
islevleri arasinda yer alir. Bu yoniiyle vehim, estetik tecriibenin yalnizca duyusal diizeyde kalmasini
engelleyerek, anlam boyutuna ge¢isi miimkiin kilar.

Estetik tecriibede etkin olan bir diger yeti ise miitehayyile, diger adiyla miifekkire yetisidir.
Bu yeti sayesinde estetik objenin hem icadi hem de kavranmasi miimkiin hale gelir. Miitehayyile
yetisi araciligiyla insan, nesneleri ya olduklari gibi ya benzerleriyle ya da zitlartyla taklit eder ve
yeniden kurar. Bu yetinin giicii bireyler arasinda farklilik gosterir; kimi insanlarda gii¢lii, kimilerinde
ise daha zayif bir bigcimde isler.

Farabi’ye gore insan, ge¢miste duyular yoluyla tecriibe ettigi ancak artik fiillen mevcut
olmayan duyusal nesnelerin izlenimlerini ruhunda muhafaza eder. Bu muhafaza faaliyeti muhayyile
kuvvesi sayesinde gerceklesir. Tahayyiil kuvvesinin merkezi kalptir. Bu kuvve, duyusal nesneler
artik bireyin karsisinda bulunmadiginda dahi, duyusallar1 koruma islevi goriir. Tabiat1 geregi
muhayyile, duyusal izlenimler iizerinde yargida bulunur ve tasarruf eder; zira bu yeti, s6z konusu
izlenimleri birbirinden ayirir, yeniden birlestirir ve farkli bigimlerde diizenler. Bu siiregte tahayytil
edilen baz1 seyler duyularla algilanan nesnelere uygun diiserken, bazilar1 onlara aykir olabilir.

Bir seyin tahayyiil edilmesi istendiginde bu farkli yollarla gerceklesir. Bunlardan biri,
umulan ya da beklenen bir seyin tahayyiil edilmesi bir digeri ise gegmiste meydana gelmis bir olayin
zihinde yeniden canlandirilmasidir. Ayrica tahayyiil kuvvetinin birlestirici faaliyeti sonucunda ortaya
¢ikan imgelerin temenni edilmesi de bu siirecin bir parcasidir (Cihan, 2009, s.22). Bu yoniiyle
tahayyiil, estetik tecriibenin hem yaratict hem de anlam kurucu boyutunu miimkiin kilan temel
yetilerden biri olarak ortaya ¢ikar.

Bu siireg, bir seyin kendinde korkulan ya da giivenilir olan baska bir seye doniistiiriilerek
tahayyiil edilmesi seklinde de gergeklesebilir. Farabi ve Ibn Sina’nin muhayyileye benzer bir yapiy
Shaftesbury, “i¢ duyu” kavramu ile ifade eder. Shaftesbury’ye gore insanda estetik tecriibeyi
algilayan yapilar yalnizca dis duyular degil, aym zamanda i¢ duyulardir. I¢ duyu; harmoni duyusu,
ahlaki duyu, begeni yetisi ve oran duyusu gibi adlarla anilir. Ona gore insan, dogadaki uyumu ve
insansal-ahlaki yagamin 6ziinii, bu i¢ duyum araciligiyla kavrar (Arat, 2006, s. 126).

Buraya kadar yapilan degerlendirmeleri 6zetlemek gerekirse, insan oncelikle duyular
aracilifiyla estetik bir objeyi algilar. Ardindan objenin daha derin bir tecriibesi vehim kuvvesi
yoluyla gerceklesir. Bu asamada algilanan seyin hos, sevimli ya da ¢ekici oldugu yoniinde bir kanaat
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olusur. Muhayyile kuvvesi sayesinde ise estetik obje fiilen orada bulunmasa bile onun ruhsal izlenimi
korunur ve estetik tecriibe sonraki zamanlarda da devam edebilir. Hayal kurma ve yaratici etkinlikler,
muhayyile kuvvesinin temel iglevleri arasinda yer alir.

Muhayyile kuvvesinin isleyisi sirasinda akil yetisi de devreye girer ve boylece estetik
tecriibeye bilissel bir boyut eklenir. Ibn Sina’ya gére akil, kendisine komsu olan diger yetilere kendi
1s1¢indan pay verdigi i¢in, onlarm gergeklestirdigi etkinliklerin degerini ve giizelligini artirir. Insan,
uyumlu sesleri, renkleri, tatlar1 ve kokular1, anlamli yapilar aklin aydinlatici islevi sayesinde kavrar
ve tecriibe eder. Duyulur nitelikteki uyum, aklin 1s181yla insanin bilgisine konu olur (Cihan, 2009, s.
22). Bu yoniiyle akil, estetik tecriibenin objesindeki uyumu ve anlamli yapilar1 kavramay1 miimkiin
kilar. Boylece estetik tecriibe, duyusal alg1 diizeyinin 6tesine gecerek derinlesir.

Insan, duyu, duygu ve akil yetileriyle estetik tecriibeyi yasarken, aym zamanda kendisini
tamima yolunda da ilerler. Mikel Dufrenne’e gore insan, estetik tecriibe aracilifiyla kendisini
kesfedebilir. Ornegin birey, bir okyanus firtinasinda kendi tutkularini; bir sonbahar manzarasinda ise
nostaljik yoniinii fark edebilir (Dufrenne, 1973, s. 548). Bu baglamda estetik tecriibe, yalnizca dig
diinyaya iligkin bir algi siireci degil, ayn1 zamanda insanin kendi varolusunu anlamasina imkan
taniyan bir kendilik tecriibesidir.

Bu cergevede estetik tecriibenin, insanin kendini tanima yolculugunda 6nemli bir durak
oldugu soylenebilir. Estetik tecriibeyi bizzat yasayan estetik siijjenin maddi ve mana boyutlar1 ele
alindiktan sonra, simdi de estetik tecriibenin gergeklesebilmesi igin zorunlu olan estetik objeyi
fenomenolojik bir bakis acistyla incelemek yerinde olacaktir.

Madde ile Baslayip Otesine Uzanan Yap: Estetik Obje

Bir doga nesnesine ya da bir sanat yapitina “estetik obje” diyebilmek i¢in, onun belirli
niteliklere sahip olmasi gerekir. Bu niteliklerin bir kism1 maddi ve bigimsel 6zelliklerden olusurken
bir kism1 da mana, bagka bir ifadeyle anlamsal boyuta iliskindir. Dolayisiyla bir objeyi estetik obje
kilan 6zellikler, maddi yapidan baslayarak maddi olanin &tesindeki mana boyutuna uzanan ¢ok
katmanli bir yap1 arz eder. Bu nedenle 6ncelikle bir objeyi estetik obje héline getiren maddi unsurlar
iizerinde durmak gerekmektedir.

Izlenimci (empresyonist) sanat anlayisina gore bir objeyi giizel kilan temel 6zellikler
arasinda harmoni, simetri, ritim ve denge yer alir (Tunali, 1960, s.2). Simetri, bir figiiriin ya da
biitiiniin parcalarinin belirli bir 6l¢iiye dayali olarak diizenlenmesini ifade eder. Bir dikey eksen
iizerinden bakildiginda biitiiniin, birbirini karsilayan ve uyum iginde olan iki yariya boliinmesi
simetrik diizenin gostergesidir. Simetri yalnizca sanat yapitlarinda degil, dogada da yaygin olarak
gozlemlenir. Ornegin canli varliklarin bedensel yapilar1 cogunlukla simetriktir; bir kelebegin ya da
bir kusun bedeni iki yarimdan olusur ve kanatlar biiylik dl¢iide birbiriyle ortiisiir. Harmoni, iki ya da
daha fazla izlenimin birlikli ve uyumlu bir yap1 hélinde birlesmesini ifade eder (Tunali, 1996, s. 216,
2020, s. 114).

Ritim ise ozellikle miizikte ezgi ve uyumla birlikte belirleyici bir unsur olarak, seslerin ve
duraklarin belirli araliklarla diizenli bicimde tekrarlanmasindan dogan yapiy1 ifade eder
(www.tdk.gov.tr, 2025). Bu unsurlar, estetik objenin algilanabilirligini ve diizen duygusunu miimkiin
kilan temel maddi niteliklerdir.

Baz1 diisiintirler, bir objenin giizel olarak nitelendirilebilmesi i¢in bu bigimsel unsurlara ek
olarak belirli bir biiyiikliige de sahip olmasi gerektigini savunur. Bu goriisii dile getirenlerden biri
Aristoteles’tir. Aristoteles’e gore bir objenin giizel olarak degerlendirilebilmesi, onun algilanabilir
bir biiyiikliige sahip olmasina baghdir; asir1 kiigiikk ya da asirt biiylik olan nesneler estetik
degerlendirme diginda kalir ve ancak zarif ya da yiice gibi farkl niteliklerle tanimlanabilir (Tunals,
2020, s. 72).
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Bir objenin estetik obje olmasini saglayan unsurlar arasina ahenk, biitiinliik ve 15181n varligini
ekleyen diisiiniirler de bulunmaktadir. Bu baglamda Thomas Aquinas’a goére bir objenin giizel olarak
nitelendirilebilmesi i¢in oran, biitliinliik ve 151k ya da parlaklik 6zelliklerini tasimasi gerekir.
Biitiinliige sahip olmayan seyler eksik kabul edilir ve bu nedenle bicimsizdir. Ayni sekilde, bir
objenin parcalar1 arasinda bulunmasi gereken ahenk de onun giizel olabilmesi igin zorunlu bir
kosuldur. Aquinas’a gore renkleri acik ve parlak olan nesneler giizellik atfina daha elverislidir
(Huxley, 2015, s. 92; Eco, 2006, s. 88).

Isigin estetik tecriibedeki rolii, insanin dogay1 algilayisinda agikga goriiliir. Insan, aksam
karanliginda tabiattaki pek ¢ok giizelligi tecriilbe edemez; Ornegin agaclart ya da kuslart 1518in
yoklugunda estetik bir obje olarak algilamak miimkiin degildir. Biitiinliikk kavramina insan varlig1
ornek olarak verilebilir. Insanm organlar1 arasindaki uyum, bedensel bir biitiinliik olusturur ve bu
biitiinliik, insan1 giizel kilan temel unsurlardan biridir. Insan bedeninin simetrik yapis1; sag, ten ve
g6z rengindeki uyum, estetik degerin olusmasina katki saglar. Aquinas’a gore insan bedeninin
giizelligi, uzuvlarin dogru oranlara sahip olmasi ve uygun renk parlakligi ile yakindan iliskilidir (Eco,
2006, s. 100).

Plotinus ise bir objeyi giizel kilan oran, simetri ve renk gibi unsurlar1 kabul etmekle birlikte,
giizelligin asil kaynaginin maddede degil, madde 6tesinde bulundugunu savunur. Ona gére maddeye
giizelligini veren esas kaynak Tanr1’dir. Ornegin, geceleyin yildizlarin giizel gériinmesinin nedeni,
maddi varliklarin {izerinde parlayan 15181n, ilahi kaynaktan gelen bir yansima olmasidir. Buradan
hareketle, tiim varliklarin 1g181n1 Tanr1’nin evrene yayilan nurundan aldigi sonucuna varilabilir (Eco,
2006, s. 100).

Giizel objelerdeki bu tanrisal boyut, objenin yiizeysel degil, derin boyutuyla ilgilidir. Nicolai
Hartmann, estetik objenin bu derin katmanini “irreel boyut” olarak adlandirir ve bu boyutu anlam
problemiyle baglantili bicimde ele alir. Ona gore estetik objeyi siradan nesnelerden ayiran temel
0zellik, onun yalnizca maddi ve reel bir varlik olmayip, ayn1 zamanda anlam tastyan irreel bir boyuta
sahip olmasidir. Nicolai Hartmann’in estetik ontolojisinde vurguladigi {izere, estetik obje yalnizca
maddi bir varlik olarak degil, anlam tastyan ¢ok katmanli bir yapi olarak ele alinmalidir. Ornegin bir
edebiyat eserinde kitabin dis yapisi, kagidi, yazi karakterleri ve kelimelerin dizilisi reel tabakay1
olustururken; bu maddi yapidan g¢ikarilan anlam ise irreel tabakaya karsilik gelir (Tunali, 1971, s.53;
2020, s.23).

Eserdeki kelimelerin belirli bir diizen i¢inde bir araya getirilmesi, kullanilan kagit, renk ve
bigim gibi unsurlar maddi nitelik tasir. Ancak insanda estetik tecriibeye yol agan asil unsur, bu maddi
unsurlarin 6tesinde, bireyin eserden ¢ikardigi anlamla iliskili olarak yasadigi duygulanim, yaptigi
akli ¢ikarimlar (Tunali, 2020, s.222). ya da kendi yasamu ile eser arasinda kurdugu 6zdesliktir. Bu
baglamda estetik tecriibe, maddi olanin asilmasiyla miimkiin hale gelir.

Umberto Eco’ya gore sanatsal bir metin, farkli diizeylerde anlam {iretme potansiyeline
sahiptir. Ik anlam diizeyi, metni olusturan harfler ve kelimeler aracihgiyla elde edilen yiizeysel
anlamdir. Tkinci anlam diizeyi ise metnin sdylemek istediginden cikarilan, yorum ve kavrayisa dayal
derin anlamdir (Eco, 2020, s.213). Estetik tecriibenin yogunlugu, biiyiik 6l¢iide bu ikinci anlam
diizeyine niifuz edebilme kapasitesine baghdir.

Benzer sekilde Schopenhauer da bireyin bir agaci estetik olarak tecriibe ettiginde, onun
yalnizca bigimsel Ozelliklerini degil, bigimin ardindaki saf anlami tecriibe ettigini ifade eder
(Shopenhauer, 2021, s. 166). Mikel Dufrenne ise sanatin ve sanatsal objelerin 6ziinde anlam
tagidigini, insanin estetik tecriibe araciligiyla bu anlamin tanig1 haline geldigini vurgular (Dufrenne,
1973, s. 549). Bu nedenle, bir eserdeki anlam boyutu ne kadar derinlikli ise, insanin yasadig1 estetik
tecriibe de o dlgiide derinlesir.
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Bu cergevede denebilir ki, insan sdylenmek istenenden ¢ikardigi anlam dogrultusunda ne
kadar derin diislinceye daliyor ve ne kadar yogun bir duygusal heyecan yasiyorsa, s6z konusu obje o
derece giizeldir. Duygu boyutu ile anlam boyutunun uyumlu ve biitiinliiklii bir bigimde birlestigi her
nesne, olay ya da durumda giizel kendisini agiga ¢ikarir. Estetik obje, bu uyum sayesinde insanda
hem diisiinsel hem de duygusal diizeyde derin bir tecriibbe meydana getirir.

Bir estetik objenin giizelligi, onu deneyimleyen kisi a¢isindan yalnizca digsal bir haz
uyandirmakla kalmaz; ayn1 zamanda genis bir hayal diinyasi, yogun haz duygusu, derin diisiince ve
yiiksek heyecan yaratiyorsa o denli degerlidir. En ylice ve tatmin edici giizellik, insanm1 varlikla
bulusturan, evrenin estetik boyutlarini insana agarak onu ait oldugu kaynaga yonelten giizelliktir. Bu
baglamda, giizellik duygusunun uyarilmasinda hem doga hem de sanat objeleri 6nemli rol oynar
(Kog, 2013, s. 59).

Estetik objenin anlam boyutu, 6zellikle mimari yapilarda, eseri meydana getiren kisinin
inang ve kiiltiirel birikimlerinin yansimalarim da igerir. Ornegin, mimari sanat eserleri genellikle
iiretildikleri donemin inang tarihleriyle ve sembolik sistemleriyle baglantilidir. Bu baglamda sanat
eserleri yaratilirken renk, bi¢im ve diizenlemelerde tam bir serbestlikten s6z etmek miimkiin degildir;
secimler, bireyin inang sistemi ve toplumsal olarak kabul goren veya reddedilen anlamlar 15181nda
sekillenir. Islam sanatinda da benzer bir yaklagim goriiliir; eserler bazen batini, bazen de Kur’an ve
Hadislere dayali yorumlarla aciklanir. Bunun temel nedeni, insan eliyle yapilan bigimlerin Yaratici
ile baglanti kuran bir arag olarak goriilmesidir (Miilayim, 2010, s. 16-18).

Mimari baglamda bunun Ornegini camilerin bahgelerindeki sadirvanlarda goérmek
miimkiindiir. Burckhardt’a gore, cogu caminin avlusunda, Miisliimanlarin namaz 6ncesi abdest aldig1
bir sadirvan bulunur. Bu ¢esme, genellikle ¢cardak bi¢iminde ve kiiciik bir kubbeyle korunur. Avlunun
merkezinde yer alan sadirvan, dort yone akan su kanallariyla g¢evrili bahgeyi sulayarak cenneti
simgeler. Bu tasarim, Kur’an’daki Naim cennetlerinden ve altindan 1rmaklarin aktig1
betimlemelerden esinlenmistir (Burckhardt, 2019, s. 150). Bu 0ornek, estetik objenin anlam
boyutunda inang sistemlerinin sembolik bir rol oynadigini géstermektedir.

Semboller, izleyicinin maddi boyutun 6tesine gecmesine ve daha derin estetik tecriibeler
yasamasina imkan tanir. Gadamer’e gore sembol, goriinen ile gériinmeyen arasindaki metafizik
iligkiyi varsayar ve sanat eserinde ideal ile goriiniis arasindaki i¢ birligi ifade eder (Gadamer, 2023,
s. 171-172). Boylelikle sembol, estetik tecriibenin hem duygusal hem de anlam boyutunu
derinlestirir.

Semboller, gercekligin farkli boyutlart arasinda kurulan iliski ve iletigimin temel araglari
olarak islev goriirler. Ornegin, sembolik nitelikli bedensel veya zihinsel bir ritiiel, dindar kisiyi
benliginin derinliklerine gotiirerek giiclii bir 6z biling deneyimi yasamasini saglar; bu siireg, onu
askin boyutlara, Kutsal hakkinda derin dini tecriibelere yonlendirebilir (Ertiirk, 2012, s. 48-49). Dini
sembollerin, kisiyi estetik tecriibeden dini tecriibeye tagiyan bir boyutu oldugu séylenebilir; ancak
dini tecriibe, caligmamizin dogrudan konusu olmadigindan, burada yalnizca birkag 6rnek verilerek
asil konumuza devam edilecektir.

Islam dininin en belirgin sembollerinden biri olan Kabe hem icinin bos olmasi hem de kible
duvarindaki oyukta herhangi bir heykel veya resmin bulunmamasi ile dikkat ¢eker. Bu durum,
Allah’in her yerde hazir ve nazir, ancak hi¢bir yerde dogrudan gozle goriilmeyen varligini, tiim
nesnelerin yoklugu tizerinden vurgular (Garaudy, 2021, s. 154). Kabe’nin dikdortgen bigiminin
altinda inangla baglantili bir mana boyutu bulunmaktadir; Kabe’yi ziyaret eden ve derin tecriibeler
yasayan kisiler, bu dini mana boyutunu algilayabilmektedir.

Sanatta da semboller, derin mana boyutlarmin tecriibe edilmesini saglar. Ornegin Hat sanati,
deruni anlamlar1 barmdirir; elif harfi, dikeyligi ile Ilahi Celal ve azameti, her seyin kaynagi olan
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askin varlig1 sembolize eder. Bu tiir semboller, yalnizca bigimsel bir estetik haz sunmakla kalmaz,
ayn1 zamanda insanin ruhsal ve diisiinsel boyutunu da harekete gegirir, tecriibeyi derinlestirir.

Ornegin elif harfi, dikey formu araciligiyla ilahi celali, azameti ve her seyin kaynagi olan
askin ilkeyi sembolize ederken; be harfi, bu azameti tamamlayan giizelligi, yani cemal boyutunu
temsil eder (Nasr, 2019, s. 45-46). Bu tiir sembolik gostergeler, estetik objelerdeki mana boyutunun
aciga cikarilmasinda temel bir iglev {istlenir. Bununla birlikte estetik anlam yalnizca semboller
araciligiyla degil, aym zamanda soyutlama yoluyla da ifade edilmeye calisilir. Nitekim Islam
sanatinda, tabiat1 birebir taklit etmeyi amaglayan realist anlay1s yerine, bilingli bir soyutlama tercih
edilerek sanat eserleri meydana getirilmistir.

Miisliiman sanatkar, bir sanat eserindeki sekil ve figiirleri tabii goriiniimlerden ne Slgiide
uzaklastirir ve soyutlarsa, eserin diinyevi baglamdan o 6l¢iide arinacagina ve tabiatiistii, metafizik
kavramlar1 hatirlatacagina inanir (Cam, 2008, s.90). Bu anlayista soyutlama, yalnizca bigimsel bir
tercih degil; aksine, estetik form araciligiyla askin hakikate yonelmenin bir imké&mi olarak
degerlendirilir. Bu nedenle semboller ve soyutlama yontemi, 6zellikle sanatsal objelerde igkin
bulunan ména boyutunun goriiniir kilinmasini amaglayan temel estetik araglar haline gelir.

Ote yandan ména boyutu yalnizca sanatsal objelere 6zgii degildir; tabiattaki nesneler de
kendilerini var eden hakikatin izlerini tasir. Bu baglamda insan, tabiattaki objeleri tecriibe ederken
yalnizca duyusal bir alg1 siireci yasamaz; ayni zamanda daha derin bir diizlemde, bu nesnelerin
ardindaki ilahi hakikate yonelme imkani bulur. Bagka bir ifadeyle, tabiat tecriibesi, metafizik bir
tecriibeye acilan bir imleme alani olarak kavranabilir (Eco, 2020, s. 108).

Umberto Eco’ya gore diinya, neredeyse Tanri’nin eliyle yazilmis bir kitap gibidir. insana
0zgl gilizellik duyarliligi, temelde kavranabilir giizelligin kesfine yoneliktir. Gorme, isitme, koku
alma ve dokunma gibi duyularin sagladig1 hazlar, insan1 diinyanin estetik diizenini fark etmeye ve
bu diizen i¢inde Tanrisal yansimanin izlerini kesfetmeye sevk eder. Bu anlamda tiim duyulur
nesneler, goriillmeyen hakikati imlemek ve dile getirmek iizere insana sunulmustur; goriilebilir
giizellik, goriilemez giizelligin bir imgesi olarak ortaya ¢ikar. (Eco, 2020, s. 108-109).

Schelling’e gore ise doga, gizemli ve mucizevi bir yazinin iginde sakli bulunan bir siir
gibidir. Schelling ve diger Alman romantik diisiiniirlerinde doga, bir sanat eseri olarak kavranir ve
bu nedenle anlam yiiklii bir biitiinliik olarak, bir dil gibi okunmalidir (Schiller, 2020, s.22). Gerek
sanatsal objelerin gerekse tabiattaki nesnelerin bir dil gibi okunmasi, onlarin tagidigi mana boyutuna
niifuz edebilmenin temel kosulu olarak degerlendirilebilir. Gerek Eco gerekse Schelling, dlemin
maddi unusurlardan olusan ontolojik bir yapi olmasinin yaninda hakikate dair isaretler tasiyan ¢ok
katmanl1 bir yapiya sahip oldugu gériisiinde birlesirler.

Sonug¢

Bu calisma, estetik tecriibenin sadece duyusal algiya indirgenemeyecegini aksine insanin
varolusunu biitiinciil bigimde kusatan ontolojik ve metafizik bir tecriilbe oldugunu ortaya koymayi
amaglamistir. Incelenen diisiiniirlerin yaklasimlar birlikte degerlendirildiginde, estetik tecriibenin
duyularla baslayan ancak anlam, hakikat ve askinlik boyutlarina yonelen ¢ok katmanli bir siire¢
oldugu goriilmektedir.

Makalenin ulastig1 temel sonug, estetik tecriibenin nesnenin giizelligini algilamaktan ibaret
olmadig1 bununla birlikte insanin kendisini, tabiat1 ve varlig1 yeniden yorumlamasina imkan saglayan
dondstiiriicti bir tecriibe oldugudur. Bu gergevede estetik, insanin sadece sanatla kurdugu iligkinin
degil varlikla kurdugu iliskinin de belirleyici unsurlarindan biri olarak degerlendirilmelidir.

Caligmada ele alinan diisiiniirler farkli kavramsal gercevelerden hareket etseler de estetik
tecrilbenin insan1 duyusal olandan daha derin bir idrak seviyesine tasidigi konusunda
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ortaklasmaktadir. Bu durum, estetigin epistemolojik oldugu kadar ontolojik bir deger de tasidigini
gostermektedir.

Sonu¢ olarak estetik tecriibe, insanin varolusunu anlamlandiran, kendisini ve hakikati
yeniden kavramasina imkén veren dinamik bir siiregtir. Bu nedenle estetigin sadece sanat felsefesinin
degil din felsefesi, varolus felsefesi ve insan anlayis1 bakimindan da disiplinler arasi olarak ele
alimmasi gerektigi kanaatine ulagilmgtir.
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