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INTRODUCTION

Among Stoics paradoxes, the assertion that only a wiseman may be an artist caused some astonishment in Ancient times. Indeed, art requires specific knowledge and appropriate exercise. That is just what makes its specificity in Stoic definitions of art, since τέχνη is known either as a methodic state of mind or as a set of 'comprehensive representations' ( καταλεπτική φαντασα / représentation compréhensive ) carried out together, that is to say it assumes in both cases a set of rules. We may add that, in the opinion of some Stoics, art requires an "of intellect sensation" ( §πιστηµονική α ‡σθησις ) impossible to obtain without repeated exercices. 1 Daily artistic practice, music in our situation, is made of learned, known, repeated, automated gestures more in the form of an intellectual control over the sound than of a bodily one over the sensation. Western musical training is more a to-and-fro between 'theoretical intellect' and 'practical intellect' than a work on the relation between intention and carrying out of gesture, or a discernment based on sensation. Our purpose in this paper is to highlight the level at which intention is conceived in order to solve the Stoic paradox mentioned above, in particular by schematizing the relations between the physical world where gestures are executed and repeated, the notional world where the world is structured in concepts and principles, and the third world on which we will focus and in which we can find a connection between Greek Stoic and Chinese Daoist thoughts.

ABOUT A SINGLE GESTURE

While devoting to his art, a musician cannot miss, now and then -in an unforeseeable manner -, the feeling of a rare sensation, the sensation of the 'right' gesture, the one which he feels in harmony with Universe, in harmony between the Universe and the work being expressed by the sounds produced in this moment. Such a sensation is for Li Xiangting 李祥莛, a Chinese guqin zither contemporary musician, a "particular inspiration appearing in the moments where the musician reaches the supernatural. It is a supra-normal condition, and this supernatural is not measurable". 2 GESTURE SENSATION This sensation is first of all spontaneous, a coincidence, because that artistic mastery does not seem to come from a control by the mind but, on the contrary, appears in a momentary loss of control of it. Numerous artists have been presenting evidence of a magic 'unthought' ( impensé ) while performing and creating, which was a privileged moment of communing with Universe ( Surrealists made it a complete aesthetics ). That is probably one reason why, in China, artists openly say that a state of inebriation play a role in their talent or creativity.

Therefore, one may wish to cross from an 'unthought' sensation ( like the Husserl's 'feeling intuition'3 ) up to a 'thinking the sensation' state, sensation which thus becomes 'of intellect' ( conscious mastery ) in a similar meaning as expounded by Diogenes the Babylonian:

The Stoic theory of knowledge allows to establish the existence of an artistic sensation distinct from an ordinary sensation. Such a sensation is both rational and true, since it does not exist without πνε˵α ( breath ). […] 'Comprehensive representation' ( καταλεπτική φαντασα ) explains the "exercised ear" of Ariston and the "of intellect sensation" of Diogenes the Babylonian: as a result of exercises, sensation and assent merge into a 'comprehensive representation' that becomes intuitive. 4 It then becomes a perpetual quest because the artist's mind try to find such a 'true' sensation experienced by senses again. It is a sensation out of the ordinary ( 奇 qi ) in which appears the breath-energy ( 气qi ) of the Universe. Through this qi, and its principle ( 理 li ), we encounter the « experience of a moment of self-sufficient absolute immanence » 5 . It generates a loop in one's thinking process focusing on the intention of the gesture in order to reexperience such a sensation, re-create the conditions of such a sensation, to move from the spontaneity-coincidence towards the mastery of the phenomenon, and to reproduce the conditions of its appearance.

THOUGHT
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Figure 1 Indeed, the musician's 'exercised ear' is used for appraising the result and technical components of success because, simultaneously to one's appraisal of the sensation the gesture sends back to the mind ( at a thought level ) informations about the technical accuracy of the gesture: rational observation of pitch, respect for rhythms and nuances ( lights and shades ), in other words, appropriateness according to the model ( Figure 1: oblique red stroke on the left ). This kind of assessment is actually a learned one; it is not a sensation, but a judgment. Incidentally, it is the main mode of learning found in Western countries which focuses above all on technical and theoretical components since sensation is considered much too subjective. Nevertheless, however scientifically, rationally, we would calculate the speed of the bow, its weight on the string, the quantity of colophony, the number and the thickness of the bristles on the bow, the angle of the position on the string, the impulse and so on, with the aim at producing a gesture performing such a perfect result, in order to recreate a gesture of similar quality, our best guide would be the inner sensation. It is the one which, by analogy with mental images previously formed, will send back to the gesture an intuitive knowledge of the mastery ( Figure 1: horizontal red stroke ) and not the rational calculus of components: an imaginative gesture contains life, inspired breath, which the mechanical one lacks.

I have been interested in a musical training based on supports that are neither as abstract as concepts, nor as mechanical as rules, but rather pay a closer attention at the intention of gesture, i.e. the metaphors that refers to animated ( movement-essence ) postures ( position-form ) and which contribute, in China to the formation of the mental images that allow the memorization of a reference about the gesture sensation ( Figure 1: oblique red stroke on the right ). Such a sensation reaches the conceptual level and completes the ordinary transmission of theoretical and technical references to a gesture by a specific intention formed through the 'comprehensive representation' of a 5 J-M. Schaeffer (2000: 16).

Transmission Interiority Exteriority natural phenomenon. Lets take the example of learning to do vibratos for strings players. Caricaturing classical teaching, we may say that it prescribes: set the finger on the string ( whatever the pitch may be ) and oscillate from nothing to half a tone on both sides of the note, and this for ten minutes a day. It is a physical training of muscular stimulus, a purely physical sensation. Let us take a look at the metaphoric used in Chinese music:

Technical explanation (right): yóu yín (thumb, middle finger, or ring finger) means that the pressuring finger floats and travels with the vibrato, and extend beyond the position either a little or more than half a 'hui'.

Metaphor (left): Fallen flowers floating at the mercy of waves. Flowers fallen on water, swinging in the current, accompany running waves, wishing to resist, can nothing but give way to their intensity; Let use the metaphor to get a sense of the idea and make it understandable. Such a tossing seems to be under the control of the current but, on the contrary, it takes on the idea of the natural motion of water. In other words, when a musician tries to control the process, i.e. to impose a rational control, a 'let go' of the mind may take place, thus releasing tension and generating a state of complete freedom, both natural and irrational, appropriate for performance. Here we find again Diogenes the Babylonian whose 'of intellect sensation' seems to us not exactly the same as the one Ariston was speaking about, but rather one, 'duale' ( double ), of aesthetic pleasure resulting from quality discernment according to criteria due to music learning, combined with pleasure of an harmony which is due not to reason but to accomplishment and to being in the natural course of things ( Daoist being ). The place here is neither the notional world, nor the physical world, but this sensitive world, of imagination, where the invisible is deciphered beyond the visible, and where some people put passions. Thus, Diogenes the Babylonian's theory is said to be as follows 7 :

For Diogenes, aesthetic pleasure is natural, at least concerning music. Music is perceived by οκεωσις of each of us like a fragment of reality, of same nature as our inner life. That is what Stoics called an 'alike'(τ ıµο›ον). The conjunction of this 'alike' with our own natural affinity produces pleasure.

A distinctive feature of metaphors consists in proceeding analogically, it says much more than what one sees. For example, it is possible to grasp by analogy the pertinence of such an opposite movement beginning just before the previous movement finishes, like a contrariety which is, actually, a full agreement because it is an anticipation of what will follow, a preparation of an inversion without a hitch. Indeed, in such a conjunction between a finishing movement and the same movement beginning but reverse, we may recognize the anticipation made by the violonist's wrist at the end of the 'pull' or 'push' of the bow by bracking, before -and more than -the hand which continues the gesture to finish it alone.

Knowledge genesis not only implies it takes its starting point within a sensitive experience, but also that the perception in this case contains a truth distinct from a discursive truth, a more founding truth that J. Moreau calls 'ante-predicative truth'. Such a truth, wrote J. Moreau, is one "of 'sensitive perception', which constitutes a 'revelation of the thing', a 'truth of the thing'." […] For Aristote, things exists on their own initiative ; they are not constituted by the perceiving man, but are revealing themselves to him. 8

Metaphor and gesture are constituted in exteriority because they are visible (Figure 3).
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Figure 3 7 M-A Zagdoun (2000: 199). The formulation of technical methods guides the technical realization and the principles generating them, with an educational purpose ( theoretical and technical acquisition )9 : Principles THOUGHT GESTURE Figure 4 but only partially, or at least at the conscious level, as also discussed in a recent paper about cognitive unconscious10 :

The classic information-processing model, by regarding attention and rehearsal as prerequisites for a full-fledged cognitive analysis of the stimulus, and by implicitely identifying consciousness with higher mental processes, leaves little or no room for the psychological unconscious. Quite a different perspective on nonconscious mental life is provided by more recent revisions of information processing theory. […] Procedural knowledge appears to be unconscious in the strict sense of the term. We are aware of the goals and conditions of procedures, and the products of their execution, but not of the operations themselves.

This unconscious mental process is located in the unformulated space, in an inner space -named heart-mind ( 心 xin ) by Chinese philosophers -where such metaphors take place, between an appropriation through sensation from the physical world ( body ), and an assent through judgment-discernment towards the notional world ( brain ) where is carried out the wording when necessary. That has also been noticed in Stoics texts11 : I think the Stoic texts show that a perceptual appearance which is propositional in the sense explained does not depend on being verbalised by its owner. For the texts repeatedly insist on using the modal idea that such propositional appearances are verbalisable, not that they are verbalised. If they are in fact verbalised, this is due to an independent operation of the mind. For example the Stoics say not that perceptual appearance sets out in words what appears, but that it comes first ( proêgeita i), and that subsequently ( eita ) thought ( dianoia ) sets out in words ( ekpherei logôi ) how one is affected by the perceptual appearance.

Between the visible exteriority of artistic realization and the conceptual level priori to realization, an interiorization from sensation is visible in the Chinese literati art as well as in Stoic thought, in the form of a 'va-et-vient' ( to-and-fro ) between sensitive perception ( trying to understand the world ), understanding ( using intellect ), and conceptualization ( in order to explain the world ).

The power of Chinese metaphors comes from their ability to pick up animated things in themselves as representing phenomena that artists and wisemen will understand through appropriation ( οκεωσις ) and assent ( συνκατάθεσις ), and use again, wisely, when the situation gives rise to a conscious or unconscious analogy. Now, the link Stoics established between sensation and thought based on φαντασία ( representation ) is of the same nature: « It [ φαντασία ] is mingled with the sensation print in the vital part of soul ( ηγεµονκόν ), taking a material shape in which merge perception of external object and formation of mental image ». 12 THOUGHT SENSATION Figure 5 The relation between sensation and thought (Figure 5) splits into what will remain in the imaginary world and what will be structured in the notional one, as said in two different ways by Daoist and Greek thinkers: Unify your attention. Don't listen with your ears, but with your mind. Don't listen with your mind but with your energy. Because ear can only listen, mind can only recognize while energy is an entirely available emptyness. The Way [Daoist way] takes shape only in this emptyness. This emptyness is the mind's fast. 13 Platon established a lexical distinction which immediately shows a difference between thought and language : dianoia is dialogue of soul with itself, an inner and silent dialogue, without voice. Logos is characterized as follows : "the current emanating from soul and coming out through mouth in vocal emission has been named discourse (236 e 7-8)". 14 This 'fast of mind', is, in a way, stopping thinking in order to leave space to the subconscious, to all these sensations imprinted in it. Thus one gets a sudden appearance of subsconscious, between 'conscious' and 'unconscious'.

12 M-A. Zagdoun (2000: 162). French text: " Elle [φαντασία] se confond avec l'empreinte de la sensation dans la partie vitale de l'âme ( ηγεµονκόν ), prenant une forme matérielle dans laquelle se confondent la perception de l'objet extérieur et la formation de l'image mentale." 13 J-F. Billeter (2002: 96). French text: " Unifie ton attention. N'écoute pas avec ton oreille, mais avec ton esprit. N'écoutes pas avec ton esprit mais avec ton énergie. Car l'oreille ne peut faire plus qu'écouter, l'esprit ne peut faire plus que reconnaître tandis que l'énergie est un vide entièrement disponible. La voie s'assemble seulement dans ce vide. Ce vide, c'est le jeûne de l'esprit." 14 C. Chiesa (1991: 301-303). French text: " Platon établit une distinction lexicale qui indique immédiatement une différence entre la pensée et le langage : la dianoia est le dialogue de l'âme avec elle-même, un dialogue intérieur et silencieux, sans voix. Le logos pour sa part est caractérisé comme suit : "le courant qui émane de l'âme et sort par la bouche en émission vocale a reçu le nom de discours (236 e 7-8)"."

Method

Intuition : ' thinking -understanding? ' Feedback loops THOUGHT SENSATION Figure 6 It is now possible to give a general view of cognitive relations as a globalizing representation ( Figure 7 below).

Intention ( from thought to gesture ) and effect ( from gesture to sensation ) enclose this instant of perception ( instant t of realization ), and all together constitute, in three instants of this instant, phases of infinitesimal duration, the global perception of the artistic act moment {intuition-action-perception}.

Thus we have seen that the instant of a gesture may be one of an 'of intellect sensation' and that this instant reveals a three phases perception constituting together a global perception, because trying to re-create such a sensation leads to think about the act in order to understand it, and consequently by conceptualizing it, in order to convey the appropriate impulsion to the gesture according to the aesthetics aimed at. This diagram which represents a single gesture is generic for all gestures (I have developed the relation between instinct and wisdom in another paper).
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Figure 7 ABOUT A SERIES OF GESTURES

Once mind ( thought ) has in turn grasped the sensation which has becomed 'of intellect', one may say it improves the knowledge through experience. Gesture and the passing from one gesture to another are henceforth directly controlled by mind which, independently of sensation, registers the technical adequacy between implementation and realization. Last but not least, a single gesture is one element in a series of gestures that all follow the same process.

There is a repetition of the producing gestures activity ( as shown on the figure 8 and named 'feedback loops' ) in two ways: on the one hand, repetition of the gesture itself as an exercise to reach an 'ideal' ( through time ), looping phenomenon with the aim to improve and enhance the performance; and, on the other, repetition of gestures, that is to say succession of gestures similar and different for a time in order to accomplish the whole work.

The timely process, in both cases, may be represented as follows (Figure 9). Ideally, each gesture is one and indivisible, and the succession occurs instant after instant, here characterized by the indexed notation n, then n+1 ( to reach the next diagram with the sum Σ of these instants ). However, sensation is much more complex, because just before the instant of a touch, sensation is in the intuition of the act and just after, it is in the appreciation of it. This fragment ε of instant which happens just before and just after the instant t, is characterized by the indexed notation n-ε, (n), n+ε. The instant n is in the subtext because in the moment of this instant t, at the core of this instant t, gesture takes precedence over sensation ( which is more passive than in the 'ε epsilon' previous and following instants ).

GESTURE SENSATION

The following example shows this process: sound produced at instant t, vocal or instrumental, is the inner sound, the sensation of which is in our head at the moment to produce it. The produced sound is then an absolute sound ( externalized and measurable ), the sensation of which then a relative value ( difference between what we intend to emit and what has been emitted ). This is notably what is called phonatory feedback ( in the case of voice ): hearing of voice coming from an external space instead of an inner one, in other words from a different acoustic space. This sensation of appreciation may then generate a rectification of the sound to harmonize ouside and within perceptions, for example by raising or lowering slightly the voice.

So, in this context an orchestra conductor may ask from the musicians to obtain immediately the right sound and not adjust it a posteriori -with various adaptation speeds according to the individuals -, even if it is possible to use vibrato when the difference is small in order to give the impression that the sound was directly 'right'. This is also the reason why technical exercise is practised without vibrato to obtain such a direct mastery. Vibrato must emanate from an aesthetic necessity independently of a necessity to reduce the impact of a deficiency.

If to-and-fro movements were only between gesture and sensation, artists would stay in the world of sensory perception. With the return of gesture ( rational point of view from reality and consciousness ) and sensation ( irrational point of view from image of Nature and subconsciousness ) towards thought ( mind ), the artist reaches the notional world and may, in this way, contribute to -all in all -the Thought on Art. This seems to naturally emerge from the thought of gesture in the literati art since its aesthetical order reflects, a convergence of all arts, a certain conception of the world. The same from Stoics thought on art since « for them art does not imitate Nature, it is identical with it on a cosmic level » 15 .

Thus, moral principles, technical methods and aesthetic rules can get organized in a diagram quite similar to the previous one. We may consider it is an aggregation of a series of particular diagrams. This new diagram will differ according to periods or eras, but its structure, generic, remains similar. It is then possible to formulate a view on art within a whole which is the result of relations between 15 M-A. Zagdoun, (2000: 67).

technique ( act of creation or interpretation ) at the concrete level of realization, aesthetics ( receiving attitude ) at the subjective level of appreciation, and ethics ( act of structuration ) at the abstract level of conception (bottom half of figure 10, the last figure and synthesis poster).

We can formulate a complementary triad (red), which shows that the relation between artistic gestures and aesthetic thought passes through sensitive perception. In a way, this receiving-perception, a return of things towards consciousness, is the reciprocity of this 'intentionality' that Husserl described as the projection of consciousness towards things.

Sensitive experience confronts us to things in themselves.

[…] This privilege enjoyed by perception explains that Aristote performed a rehabilitation of sensitivity after Platon's discrediting. First of all, Aristote did not introduce a discrediting clear-cut opposition between science and sensation; one passes from the second to the first by a continuous movement.

[…] Eleates fell into a kind of madness "when they went beyond sensation and neglected it on the pretext that one must follow reason only".16 

CONCLUSION

Between reason and sensation, there is no place for conflict so much is great the benefit of combining their specific virtues. For Stoics, reason comes after sensation: « The primary contents of human rationality in Stoicism are derived from direct acquaintance with empirical events » 17 . But Western way of thinking tends to consider states ( static point of view ) and to settle for one or the other as true, whereas Chinese way of thinking considers that two debating propositions may be true ( dynamic point of view ), because they complete each other, similarly to the Chinese fundamental principle yin-yang of opposition and complementarity or, more specifically, as shown in the given example about the two opposite movements 'push' and 'pull' which together become a whole.

That is why, to conclude, it seems to me that the synthesis made by Jean-Michel Fortis states a paradox the veracity of which might be proved by our argument about a decisive pole of continuity between sensitive appreciation and judgment activity. One must recognize here the contribution made by art ( non-verbalised language ) and aesthetic thought ( verbalised language ). The progression considered here from sensation ( pre-conception ) to thought ( conception ) through the stage of judgment on the veracity/quality of perception, incites me to add two words to his own words ( [ ] ) in the quotation below:

While is asserted starting from Descartes the pregnancy of two metaphors, the mind as a mirror and the capture of phenomena as intuition, we observe simultaneously that the judicative form remains the attribute of certain mental operations. So, perception is considered as trueconditional stage culminating in perceptive judgment [through assent]. [START_REF] Fortis | Alors que s'affirme à partir de Descartes la prégnance de la métaphore de l'esprit comme miroir et de la saisie du phénoménal comme intuition, nous constatons simultanément que la forme judicative demeure le propre de certaines opérations mentales. C'est ainsi que la perception est considérée en tant que stade vériconditionnel culminant en jugement perceptif[END_REF] Artists, and especially musicians, are endowed with an inner language, which can be expressed through other ways than words. Stoics thought a sign « is an obvious truth. Thanks to it an unclear truth is revealed ». Apart from the fact that they built their mode of thinking on figuration ( a language shaped by images rather than by words ), Chinese thinkers consider that:

Diagrams summarize or condense wording, even go beyond it. These writings must be grasped outright, but what is expressed goes far beyond words: within them "are enclosed all the principles of the Universe" (Shao Yong, 1012-1077). "A millions words cannot express the intention of a single diagram" (Wang Bo, 1197-1274). "The principles they hold are not easy to express by words [added Zhu Xi (1130-1200)], because, simply and directly, they can talk to eyes". [START_REF] Arrault | Les diagrammes résument ou condensent l'écrit -une qualité commune à la schématisation -et le dépassent[END_REF] In this way, the following diagram (Figure 10, next page) resumes and synthetizes the whole communication as well as my doctorate thesis 20 ( La Pensée du geste dans les arts du lettré / Thought of gesture in literati art, Paris VII-Denis Diderot ). Theoretically, it is self-sufficient, calling on everyone's discernment, the same one which, for example, guides perception towards judicative form (validationveracity of phenomenon). [START_REF]I am very grateful to Bruno Deschênes[END_REF] 

Figure 2 :

 2 Figure 2: source Fengxuan xuanpin 風宣玄品 (1539). Qinqu jicheng 琴曲集成 (1963: 406). 6

  French text: "Le plaisir esthétique pour Diogène est naturel, en ce qui concerne la musique, du moins. La musique est perçue par l'οκεωσις de chacun d'entre nous comme un fragment de la réalité, de même nature que notre vie intérieure. C'est ce que les
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	Stoïciens appelaient un semblable. La rencontre de ce semblable et de
	notre propre affinité naturelle produit le plaisir."
	8 G. Romeyer Dherbey (1983: 156). French text: " Non seulement la ge-
	nèse du savoir implique qu'il prenne son point de départ dans une expé-
	rience sensible, mais encore la perception contient une vérité qui
	n'emprunte rien à la vérité discursive, une vérité plus originaire que J.
	Moreau nomme 'vérité antéprédicative'. Une telle vérité, écrit J. Mo-
	reau, est celle "de la 'perception sensible', laquelle constitue une 'révé-

lation de la chose', une 'vérité de la chose'."

[…] 

Pour Aristote, les choses ont l'initiative de leur être ; elles ne sont pas constituées par l'homme percevant, mais se révèlent à lui."

M-A. Zagdoun (2000: 

240). She precises (in a footnote) that she follows M. Isnardi Parente's interpretation, Gli Stoici, vol.II, p. 1232 (Greek text: "Móνον δέ φασι τòν σόφον καì µάντιν άγαθòν εỉναι καì ποιτήν καì ρήτορα καì διαλεκτικòν καì κριτικόν, οủ πάντα δέ , διά τò προσδεĩσθαι έτι τινά τούτων καì θεωηµάτων τινών άνλήφεως"). French text: "Parmi les paradoxes stoïciens, l'affirmation que le sage seul est artiste ne manquait pas de susciter un certain étonnement dans l'Antiquité. L'art exige en effet un savoir spécifique et un exercice approprié. C'est même ce qui constitue sa spécificité dans les définitions stoïciennes de l'art, puisque la τέχνη y est présentée soit comme une disposition méthodique, soit comme un ensemble de représentations compréhensives exercées ensemble, ce qui, dans les deux cas suppose un ensemble de règles. Ajoutons que pour certains Stoïciens l'art nécessite une " sensation savante", qui ne s'acquiert qu'au prix d'un exercice répété."

Li Xianting (1994: 8).

Cf. J. Hintikka (2003: 184).

M-AZagdoun (2000: 37). French text: "La théorie stoïcienne de la connaissance permet d'établir l'existence d'une sensation artistique par rapport à la sensation ordinaire. Celle-ci est à la fois rationnelle et vraie, puisqu'elle ne peut se faire sans le pneuma (souffle). […] La représentation compréhensive explique "l'oreille exercée" d'Ariston et la "sensation savante" de Diogène de Babylone : par suite d'exercice, la sensation et l'assentiment ne font plus qu'un dans une représentation compréhensive rendue intuitive."

The thirty-three metaphors for the play of guqin zither are all translated (in French) in my Ph.D thesis: La Cithare chinoise qin : Texte-Image-Musique.

Cf. distinction made by Diogenes the Babylonian between "some things simply perceived by the inborn sense of hearing while others, such as the harmony and tropes, judged by that sense of hearing which functionned together with reason" (D.Blank, 1994: 61).

J. F.[START_REF] Kihlstrom | The cognitive inconscious[END_REF]Kihlstrom ( : 1446)).

R.Sorabji (1990: 309).

G. RomeyerDherbey (1983: 156). French text: "L'expérience sensible nous met en présence des choses elles-mêmes. […] Ce privilège dont jouit la perception explique qu'Aristote se livre, après sa dévalorisation par Platon, à une véritable réhabilitation du sensible. Tout d'abord Aristote n'instaure pas d'opposition tranchée entre science et sensation ; c'est par un mouvement continu que l'on passe de la seconde à la première. […] Les Eléates sont tombés dans une sorte de folie logique 'en outrepassant la sensation et en la négligeant sous prétexte qu'il ne faut suivre que la raison'."

Sensitive perception
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Abstract level of conception