Asa work of art and as 2 description of realiy, we

dnnasupcrﬁdalwayauﬂ,inmyodmtlma i
perimental manner. Can we really see this work as ap
sion of another reality by simply, rationally, and anicall
to ourselves a list of all the details that contribi w0 1t7 Assuredly
Now, of course, we can make such rational ponderings before :
after we have had our moment of insight into this other world, bug it
does not appear that we can have that very insight except in a nonra- i
tional way. And an experimental, trial-and-etror method tor rmhing %*
such a nonrational insight seems 1o be the method we most often em-
ploy toward this end. ok

A few comments on the subject of classical music generally and
ptano music in particular may shed more light. This latter subjee is
one | have been familiar with for a long time. Speaking from singular,
personal experience in such matters is of course highly risky if gener-

alizable principles are sought, but perhaps one or two personal obser-
vations will not hinder our inquiry. [ can clearly recall a handful of oc-
casions when, as a concert player, all the aspects involved in a
performance “clicked” into place. All the preparations, hundreds of
hours of practicing, rehearsals, deciphering of musical scores, and so
forth, seemed to have been bur an enormous rational, bur mostly
“hidden,” prologue to a sustained moment of nonrational, artistic en-
lightenment. My belief that these occasions were not merely moments
of subjective self-delusion or indulgence was bolstered by the fact chat
audiences seemed likewise to have been “inspired.” Audiences know,
after all, when a performer is insincere, when there seems to bea
tradiction between what the performer is actually doing and w
or she is presumably attempring; and they know this, at least
at a nonrational level.




tachment from the activity itself. One seems, at one and the
ame, to be a deeply involved participant and yet also a detach I
most neutral, observer. No reasoning whatsoever seems involved at
such moments, and no recipe or mechanically executed routine will

produce this end. The subject of music is, thus, an elusive one 1o ex-
amine for these purposes.

30 1t seems indeed to be the case in some religious, emotional, and i
artistic matters that nonrational insight, gained through a kind of ex:
perimentation racher than attempred through a kind of rote, mecha-
nstic routine, has a redoubtable role to play in our acquisition and de-

velopment of knowledge. But there are. of course, limits to the scope
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of nonrational msigne. We would hnd « gute unsﬂulmg‘ for instance,
should 2 judge and iun pron

$

nounce a verdict, a medical organization
decide about an organ transplant, the Internal Revenue Service pon-
or a umiversity professor record a semester’s
grade based solely on a supposed nonrational insight. No one would
or should, for example, accepr a failing grade in a course when the
professor in charge claims che following as the rationale: “Well, 1 had
a really intense nonrarional insight into all of this business about your
grade for the term, and so I have decided rhat you are going to get an
F in this course because (4} God spoke to me and told me that thisis
the grade you should receive, or (h) emotionally | detest you, so [ will
psychologically. erode you with this grade, or () your physical
ence 1s aesthetically repulsive to me, so | will drive you awayw%
grade. The grades you may have actually earned during this cours
completely irrelevant in the marter.” ‘
"‘Y“Qn

der adien on our properry,




 siderations is u e more than a
ion, while a conclusion based on obje
in comparison to matters that are, to gree at least,
of personal opinion. The affair concerning the grade is of
jective matter, one that asserts a contradiction between recorded
formance and the final grade that supposedly reflects such pe;
mance. In contrast, the conclusion that water, under ertain
identifiable and repeatable conditions, boils at 212 degrees Fahrenheit
is based on the occurrence of a phenomenon whose occurrence itself
is completely independent of whar we may think of'it. As indispens-
able as creative, experimental exercises of nonrational insight are for
the acquisition and development of our knowledge, however, they
themselves, being at the moment of their very occurrence indepen-

dent of our reasoning processes, cannot be rationally justified in that
mament. That is, how could we nonrationally challenge our protessor
friend in such as way as to demonstrace, objectively and unequivocally,
that his supposedly nonrational religious, emotional, and aesthetical
insights were just plain wrong’

The problem, of course. is that we cannot construct such a chal-
lenge, precisely considered, on solely nonrational grounds, and we are
prevented from doing so because, given the nature of nonrational in-
sight, the best we can hope for is but a different expression of subjec-
tivism, a contradictory expression of the same fundamental problem.
In principle, this sort of seemingly irresolvable conflict must have
been on the mind of the pianist Artur Schnabel (1882-1951) when
he commented that “the classification of right or wrong [has no} va-
lidity for music, which is beyond being measured and judged by
quantity or by ‘moral’ standards” (Schnabel 1942: 16). A nonrational
insight in and of itself is not capable of rational criticism. But its

tical effects, both observable and conceivable, are subject




do not become irrational. The nonrational insigh

criticism may become knowledge. Thus, again 1

comments about music analogically to the issue of nonra

overall. we find that our nonrational insight and subsequent deve
ments of human knowledge may yet move us “rowasd that other shore
which, to be sure, can only be sighted but never reached” (Schnabel
1942: 14). 1 will argue in the final dxapter;hai nonrational insight
must be sustained by pragmatic criticism if irrational consequences
are 10 be avoided. It is important, theny that we become familiar with
some basic principles of reasoning that contribute 1o pragmatic, ra-
tional criticism and fixations of belief. Such principles are focused in
studies of logic.




Logic and Creativity

o5: one Sort is narrow and technical, discipline (.

B Logic comes in two varieti
many find a littie frightening: the ather i broader and more ingrained in UL R
daily lives. the sort represented Dy ouv agmatic Jogic of events. Our pmgrmx
epends on the narrower variety. and creativity and
ther type of logic propesty. In distinguishing the

criticism are required (o use &4
hese two forms of logic, we find that the Peirce-

m of the modern gomputer, can actually

logic itself. howeves ofteni g

sssential differences betw
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perform the operations

term “logic.” the response is often
a in the older, broader sense, the

overall pragmatic logic of events described in chapter 1, is not ordi-
narily the object of this fear. Fear of logic generally comes from expo-
f the narrower and more technical forms of syllogistic,
uantificational logic. We shall have occasion to find
and propositional logic useful for the de-
f events. But because fear is only likely v
on. let us look further into this issue

HEN THE ordinary pesson hears the
mixture of fear and confusion. Logic

sure to one o
propositional, or g
some irems from syllogistic
ductive phase of our logic 0
get in the way of our investigati
of fear and logic.




e will also see that logic s commonly and reasonably associated in
people’s minds with computers. in fact, we shall investigate an intee-
esting connection berween logic and computers a lirtle later.

Those people who have a “deer in the headlights” response to logic
asually have the mistaken noton (hat it is something horribly com=
plicated, dry, and dull in the extreme, riddled with hair-splitiing in-
rellectual traps, and therefore cither a tiresome drudgery of something
to be feared. Because of those vague associations between logic on t
one hand and mathematics and computers On the other, those pe
may think that to become fuent in logic they must learn t© think a

bdwc cather like machines, which is not an attractive pros

-




pect, the other, atthcverymmm‘_. n
claiming that something s nor the case. For exa
electrical switch is now on” and “this electrical
resents, given that “now” refers to the same

“pmpic are really machines, at root” and "

root” represents a contradiction. The sovcalled law c?f mnm
tion, as a basic ingredient of our 1h<mghc and undemandmg, fe

this sort of pairing of mmmdmnw notions. So, if we use ‘P'

cate people’, the sign “~ to represent

sent comuncuon or ‘and’, our dilemma, .and thc !:aw n? non-cof
diction, can be tidily summarized as follows: we cannot have ‘P . wf""
(P and not ‘P :

Thus, from our present case arises 2 scemingly irresolvable friction
of a definite sort between two strongly held beliefs, these beliefs bt:mg
. For how could it be, we ask, that we as
human beirgs are just logical or calculating machiness How can the

&

represented by ‘1" and

creative part of us- : part that makes puesses and mistakes, the part
that uses a “wrial and error,” experimental, pragmatic approach to solve
pruhn ms, the part of us that seems to learn, to expand our knowledge,
and to allow life to be enjoyable-~how can that part of us remain alive
if we are defined as and required to behave like such machines? For
many of us, this is a serious question that expresses a fundamental
doubrt about our starus in our current era: surely human behavior can-
not be utrerly standardized and so potentially mechanized, bmm
people are not machines. Yet we can, in principle at least, logi
solve this doubt and arendant contradicrion,

We have already applied the conjuncrive law of non-cont
as ﬁm mdc nf a coin, o our prcdmmmt. Wc can now




duwdmmeddmunmm m&unwhdnachmm ety
posed components can be made. But how can we actually
seemingly sterile piece of reasoning to our problem of people and
chines? Again, in principle at least, a relatively easy solution is at
if we can answer the question, Are human beings teally different from
machines, be they mathematical machines, logical machines, or oth-
erwise? We can answer this question athrmatively because our creative
capacities clearly exceed the limits of machine computability, the lim-
its of following a type of recipe that all computing machines muse fol-
low. Put another way, our abilities exceed che limits of following the
“fixed method” diagnosed by Peirce 1 “Our Senses as Reasoning Ma-
chines” (1900),

Obvio

perimental ability o

logic or geology or literature or any other learnable subject mateer,

dersianding that persists over time and can be

experimentally, and then discarded or retained or im-

+ really do have to employ all the creativity we can

muster. The genuine acquisition and development of human knowl-

edge, therefore, hinges on a crinical creativiey that allows for chat trust

and use, encourages testing, permits rejection or maintenance, and de-

lights in conceivable improvement of our knowledge. This long-term
creative process is known as experimentalism or pragmatism.

We must make this acquisiion and development of knowledge
“our own,” so to speak. Simple mechanical repetitions or rote memo-
rization of “facts” in the name of satisfying an immediate but transi-
tory demand, like passing an academic or training cxaﬂwmm
ally have a predictable outcome. We memorize what is requi
some unmdmcpurpose mdassoonasdmpwpmm J




ond outcome and the cxpmmcmai ;prwm'mnm thix sa

This brings us to an often-overlooked yet important point abou
creativity, experimental method, and pragmatism. A certain mmx&
mdxspcusablc amount of what we sometimes call rote memy '

qumng and d:‘*«'chrcgs-mt, genuine meiedgc. Hn& s pzrtmtﬂady true
when we enter some departroent of knowledge that iwcompletely new
to us. Embarking on such a study may require us te memonze some
new and tund tal tools, like a specialized vo
miliar system of abstract notation or some other set of facts and rela-
LIONs, JUst  the pame of g 5t -4, Afver the nuvelw of a new
field or rask has passed and the new knnv. u.dy: associated with it can
be handled with facility or even habitually, our entative beginning cf-
forts are often forgotten. By then, we sce why certain faces and relations
hehiave as they do and not just bow th s0 behave. Yer we still recain
che basic tools or raw materials that we initially needed to begin ous
experimental journey toward this region of facility, and we retain these
tools by a far more secure procedure than rote memorization. Even
though we may sometimes forget information that we think we have
carefully stored, we can, in fact, bring it back into play and act upon
it. Everyone knows the value of clinging to some facts through rote
memorization just long enough to parrot them back for an examina-
cion. But it is only through application of those facts and resule:
through accounting for why and not just how, that we Ea& af
dcvclopmcm of knowledge. The often misunde
evolution, zbosuwbnchwaduﬁm

-




FLEMENTS OF KNOWLEDGE

knowledge. Conversely, 2 mechanical, uncreative and dogmatic
tion of any particular “knowledge creed,” including misunderstood va-
rieties of pragmatism itself, only blocks the road of inquiry. e

An analog in the field of music may help o illustrate at least pare
of the meaning here. There is a black key roughly in the middle of the
keyboard on an ordinary piano, forty-dhree keys from the bottom of
the keyboard and forty-six keys from the top, known as an “E Hat.”
There are six other keys on an ordinary piano keyboard also known as
“F far.” but our focus is on the one in the middle. Ordinary mus&;:al
DOLAUON ASSPNS 2 Written mark or sign that corresponds o mh '3!’2{*
every key on an ordinary piano kevboard. So this one key of note that
we call “F flat” has its own, individual, notational sign.

And this particular notation, this mark or sign, corresponds exactly
co that one note on the piano keyboard and to notother. Each of the
other six E Bats has its specific and characrenistic notanion as well. In ok
the ninereenth cenrury the Hunganan-born plamist and composer
Franz Liszt composed two piano concertos, the hrst of which is in the
key of E-flae major. Without going inte a complicated explanation of
what “key” means in this more general sense, it is sufficient for our put-
poses here to say that this concerto, this work for piano soloist and or-
chestra, is absolutely loaded with hundreds of E-flats. Here is the point:
if one does not somehow already know, through memorization and re-
call, that these various spots on the musical score correspond exactly
and without any exception whatsoever to certain keys on the keyboard,
one cannot even begin to learn, much less understand and p i,

this concerto. Once the musical and not just the optical ass
cween notation and piano key has been sufhcienty esta
or unconscious response, this mechanical sort of recall can
with. But in the beginning, wmgnp&tm
memorization is required for learn




