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Introduction

Wulf Schiefenhovel

The evolutionary turn has so far mostly taken pladhe individual disciplines, i.e.
musicologists discuss biopsychological foundatiohsnaking and perceiving music,
the scholars dealing with works of literature studgrwinian building blocks of
written texts etc. Still rare, therefore, are wolike that of Gregor Paul (1988) who
stresses, from a philosophical and historic poinview, the “universal validity of
aesthetic judgements on beauty” or that of EllessBinayake who argues (1992) that
the sense for beauty is an integral part of thedmoondition, whether expressed in
ritual, visual, verbal or musical art. The planrExbk is designed to contribute to the
incipient interdisciplinarity in the field of evdionary art research. This, we hope,
will be achieved by having representatives of uasidackgrounds discussing the
possibilities and also the problems connected tethological approach to understand
art.

Internationally recognised scholars who utilises thovel and promising approach
or are interested in it were invited to the firdsh&rts symposium, held in February
2011 at the Max Planck Institute in Andechs. Itvidled one of the rare fora for
discussion across the four fields and facilitatée tdevelopment of a more
encompassing evolutionary paradigm to understanivations, forms and functions
connected to producing the various works of arie Ohthe key questions addressed is
whether the four forms of art can be traced to ewmelved principle of aesthetic
perception or whether different types of repres@mashould be seen as outcomes of
more specific adaptations which occurred, indepetiglethroughout the stages of
hominization and the shaping of our own speciessibty both play a role.

Whereas evolutionary psychologists and sociobistsgusually focus their studies
on “ultimate” functions of behaviour, in this caasistic behaviour, human ethology
centres on real behaviour in real, naturalistiosations and, of particular importance,
also on the repercussions of such behaviour ogrihgp and the group’s reaction. The
symposium thus combined the discussion of posSililienate” benefits of producing
art (how does it contribute to the artist’'s surViaad, to reproductive success?), of
“proximate” (physiological, neurobiological, psydbgical) mechanisms and of group
effects.

Artistic expression, often involving symbolism,dse of the core characteristics of
our species. Aurignacian human and animals figsrared the world oldest flutes from
caves in Swabia (Conard 2009, Conard et al. 2008 plify the quest for beauty, for
the extraordinary. It must have been a strong feh@ping human behaviour.

Rather than culture specificity, which is stresseagl by cultural anthropology and
branches of sociology, history and similar discip8, universal human tendencies to
perceive, feel, think and behave are postulatedoun approach. Evolutionary
scenarios, derived from a phylogenetic, palaeoaptitogical and cross-cultural
approach as well as adaptive functionality rathanta constructivist position form the
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base from which we try to understand the works oflawide art, the motivation of
their creators as well as the possible perceptamusreactions of their addressees, as
individuals or groups. Also in this respect, thelationary way to examine human
artistic expression widens the scope of its sdierdnalysis. In the classic tradition to
study the different forms of art the focus is uBuan the painter, the composer,
architect or writer whose biography and style aralysed.

Several book publications, inspired by this noygbraach, have appeared, among
them "Homo Aestheticus" (1992) by Ellen Dissanayalee "Mating Mind" (2000)
by Geoffrey Miller, Literary Darwinism (2004) by Seph Carroll, "Animal Poeta"
(2004) by Karl Eibl; "An Anthropology of Art" (2006 edited by Howard Murphey
und Morgan Perkins, "The Singing Neanderthals" @08y Steven Mithen, "The Art
Instinct" by Dennis Dutton (2009). "Weltsprache Ikstinby Irendus Eibl-Eibesfeldt
and Christa Sutterlin (2007) is a comprehensive pavative diachronic and cross-
cultural study of paintings and sculptures basedhenevolutionary paradigm. In a
previous publication "Im Banne der Angst" (19929 same authors demonstrated the
cross-cultural psychological functionality of apgiaic symbols - pieces of art be-
lieved to be effective in banning evil powers.

New approaches aiming at a better understandingeo¥arious facets represented
by the arts are characterised by taking into fqoossible phylogenetic adaptations
which have shaped the artistic capacities of owestors. This line of reasoning
argues that it must have been advantageous foy Earho to be a good singer, a
skilful dancer, a convincing story teller, a pamté breathtaking images, the mind
behind such awe inspiring architectural undertakiag Stonehenge, the Acropolis and
Borobudur, a carver of suggestive figurines or thaker and player of a musical
instrument.

With this reader we hope to elicit, among colleague the various field of
academia, interest in the evolutionary analysialbhuman art. At the same time this
collection of abstracts is hoped to have an appgtisffect for possible publishers. A
book with extended versions of the contributionseasbled here plus some additional
chapters is gaining shape. We hope to have itypthdéend of the year.

References:
Dissanayake, Ellen (1992) Homo aestheticus. FregesPNew York
Carroll, Joseph (2004) Literary Darwinism. Routledijew York/London

Conard, Nicholas (2009) A female figurine from thesal Aurignacian of Hohle Fels Cave in
southwestern Germany. Nature: 459: 248-252

Conard, Nicholas, Malina, Maria & Miunzel, Susan?@09) New flutes document the earliest
musical tradition in southwestern Germany. Natg@: #37-740

Dutton, Denis (2009) The art instinct. Beauty, plea, and human evolution. Bloomsbury Press,
New York

Eibl. Karl (2004) Animal Poeta. Mentis, Paderborn

Eibl-Eibesfeldt, Irendus & Satterlin, Christa (20@¥eltsprache Kunst. Zur Natur- und
Kunstgeschichte bildlicher Kommunikation. Brands&tWien

Miller, Geoffrey (2000) The mating mind. Doubled&ew York
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Mithen, Steven (2005) The singing neanderthalsgi@siof music, language, mind and body.
Weidenfeld & Nicholson, London
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General Issues

A specifically ethological view of art: the artification hypothesis

Ellen Dissanayake

In order to understand the emergence of art in Inuevalution, | use two concepts
from the science of ethology: (1) | treat art dsehavior (“artification”): as something
that people do, and (2) | trace its origin to elateeof a ritualized communicative
interaction between ancestral mothers and infants.

Artification, in my scheme, is the capacity and ivation to deliberately make
ordinary things extra-ordinary. It occurs, for exaey when adorning or elaborating
ordinary bodies, artifacts, and surroundings, @itetbody movements in dance or
vocal sounds in song, and elaborating and fornmaiztords in literary (as opposed to
ordinary) language — that is, | view it as a “commuenominator” that underlies all
the arts. In this view, artification is a biolodigadistinctive and noteworthy evolved
characteristic of humans and the artification higpets is a new and specifically
ethological way to address the subject of art.

Prehistorians have described two early adaptationdiominin evolution —
bipedality and brain enlargement — that resultedesiuced gestation and premature
birth of highly altricial (helpless) infants who,nlike other primates, required
prolonged and assiduous care by their mothers.dbioeas this adaptive problem, a
universally-observable and well-documented intévacbehavior evolved in which
mothers present affinitive communicative signal$ack, voice, and body to receptive
infants. Derived from already existent visual, Mp@and gestural signals of friendli-
ness and accord performed among adults, a “rieglizehavior” (as described by
pioneers of ethology such as Konrad Lorenz, Nikab&rgen, and Irenaus Eibl-
Eibesfeldt) evolved over time between ancestralherst and their babies, perhaps as
early as 1.6 million years ago. Fundamental affiaisignals of the face (e.g., mutual
gaze, smile, head bob, nod, open eyes and moudlte Ysoft, slowed, undulating,
repetitive) and body (touch, pat, stroke, rub, hkigs) were simplified, repeated,
exaggerated, and elaborated. Popularly called “daly today, these packages of
altered (or ritualized) signals attracted infarterast and positive response and at the
same time inadvertently reinforced the mother’s om&ural circuits and brain
chemistry for affiliation, thereby motivating hey give requisite care to her infant.
This ritualized interaction assisted infant suriaad maternal reproductive success.

Ancestral infants themselves evolved receptivity tteese evolved maternal
“operations” on affinitive signals, thereby prowidi an emotional reservoir for what
later could be exapted as a deliberate behaviartification. | propose that these
operations - formalization (which includes shapic@gnposing, patterning, organizing,
schematizing, simplifying), repetition, exaggerati@nd elaboration - are also per-
formed by artifiers when they make ordinary thif{gsy., skin, hair, rock surfaces,
natural surroundings, common artifacts, voices,ybodvements, words, narratives)
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extra-ordinary. The operations of artification, s the precursor mother-infant
interaction, attract attention, sustain interestl shape and mold emotion.

| trace the motivation for actual deliberate acation to a much later stage of
human evolution in which higher mental capacitiemmemory and foresight led to (a)
anxiety about securing food, safety, health, fgrtiland other biologically or
psychologically important needs and (b) a strongjirdeto control or influence their
attainment. In all known societies, transitional wrcertain contexts lead to ritual
practices that are composed of visually, vocalhgd gesturally artified behaviors —
that is, visual art, song, and dance — which oftecur all together in a multi-modal
performance (as in the antecedent mother-infaataction).

The operations of artification can be viewed asgies$eatures that address two
adaptive problems, individual debilitating stregssiaty and group cooperation, by
providing tension-reducing and group coordinatictvéties — organized, patterned,
unifying, and emotionally-satisfying behavior irsmal, vocal, and gestural modalities.
Artifications draw interest and attention to rityahctices, making them particularly
compelling and powerful. Such costly (extra-ordynasignals indicate the degree of
importance of (and emotional investment in) theasaan they adorn. They signal to
higher powers, to others, to one’s group, and teseli “See how much | (we) care
about this matter (artifact, occasion).”

Calling these activities examples of “artificatiofrather than calling their products
“art”) avoids the connotations of aesthetic valbeauty, skill, depiction, creativity,
and self-expression inherent in the modern Westentept. When applied to non-
Western, folk, popular, and paleoarts, the apprqaclvides new ways of thinking
about motivation, function, and meaning even okilegl or non-iconic forms.



Art and Tinbergen’s four questions

Nancy E. Aiken

Ethologists ask why individual members of speciehdve the way they do.
Human beings are art makers and responders tecadn ethologist would ask why
humans make and respond to art, which are behaWiatset them apart, somewhat,
from other animals. An ethologist would begin tiody these behaviors by describing
the behaviors under natural circumstances. Childgantaneously draw and keep a
musical beat. From archaeological finds we know #ramaking behavior has been
going on for, possibly, at least as long as we HaenHomo sapiensBecause art
was made, it might be assumed that art was alpomegd to thousands of years ago.

People respond to art emotionally. The respongétiie pleasurable resulting in a
smile and a feeling of rightness or the responggtibe thrilling resulting in a feeling
of excitement. These are the basic emotions ofspleaand fear. The question
ethologists ask is: “ Why do people respond ematigrio art?”

One of the founders of ethology, Nikdnbergen, broke the primary question of
why individuals behave the way they do into fouespions (Tinbergen, 1963). This
paper will briefly answer each of these questidmsud how and why people respond
to art.

1. What is the proximate cause of the behaviot; ifyavhat mechanism within and
without causes the behavior? For art the answeritigeleasers and the response to
those releasers (unconditioned stimuli and res@ne fear and the mammalian
bonding mechanism for pleasure.

The releaser is an unconditioned stimulus that @alise a response more or less
predictably every time it is presented. As | suggg<elsewhere (Aiken, 1998dhe
response may be subject to habituation and corttextit is still a reliable response.
A couple of releasers used in visual art to evakeeslevel of fear are eye spots and
zig zag lines. Masks often offer excellent exampudéshe eye spot releaser (Aiken,
1998a & 1998b; Coss, 1965).

The mammalian bonding mechanism consists of rhythm@vement which releases
dopamine, the opioids, and oxytocin resulting eagure and trust, and, thus, bonding
(Panksepp, 1998; Young, et al, 2001; Keverne & &ur2004; Kosfeld, et al, 2005).
The temporal arts, singing and dancing, providertilyghmic movement that promotes
bonding among individuals.

2. The second of Tinbergen’s four questions is: atMexperiences promote the
behavior during the individual's development? Bdt conditioned responses to both
fearful and pleasurable stimuli form individual pesse to art. Unconditioned stimuli
evoking fear and the mammalian bonding mechanismkieg pleasure, when
associated with neutral stimuli, create conditiomedponses that evoke the same
emotion. For example, monumentality appears to beelaaser of fear; thus,
monumental statues of leaders would by associatieste fear or awe of the leaders.

3. Tinbergen’s third question is, “What is the adapfunction of the behavior?”
That is, why does this behavior enhance survival eproductive success? My
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answer is that art promotes cooperative behavidhowt conscious awareness, by
evoking fear and pleasure. Fear is a great motivdygrants have proven over and
over again that an enemy at the gate will createigim fear to cause people to give up
everything to keep the enemy (real or imagined) dime school yard bully uses

gangster tactics to get what he or she wants. Hepebple will do what the leader

wants, but they may plot rebellion. However, if teader uses artful tactics to create
fear, the people will do what the leader wants authrealizing they have been

manipulated by fear because they do not recogh&eriesponse as fear.

Pleasure is an even more effective way to get jeetmpfollow the leader. Moving
together in time provides pleasurable feelingsltieguin bonding and trust. Pleasure
In the extreme can make “true believers” who willtle bidding of a leader for good
or evil (Sargant (1974); Aiken (2010).

4. Tinbergen’s fourth questions is, “What is theolationary history of the
behavior?* Humans evolved as social animals bandatgther to gain survival
potential. As childhood became more and more extgncooperation from caregivers
other than mother became critical (Hrdy, 2009).nBehunters and gatherers also
required extreme cooperation. Behaviors which eraged care giving from others
such as baby talk became enhanced into the temadsa(Dissanayake, 2000), and
brute force threats became subliminal so that catipe could be promoted without
second guessing. Humans evolved as easily inflageimckviduals responding to what
we call art in order to maintain cooperation wittiie group.
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On resonance, faces, signs, archetypes, beauty, tirain, ethology,
and the purpose of art

Discussion between Ugo Dossi, Irendus Eibl-Eibdgfé€hrista Sitterlin
Sutterlin: You have called your faces “Resonances.” Howistthbe understood?

Dossi: As literally as possible. | understand resonamcthé sense of to resonate, to
stir, to set swinging. It is the governing prinepdf the series of works. They are
large-format table panel paintings that rely on itinenediate transmission effect of
faces. Facial movements trigger emotions, moodsesspd in the face cause similar
moods to resonate in the viewer. My focus has bamernvery specific emotional
dispositions that | want to stir in the viewer. Misathat are important for myself and
that | would like to also activate inside of mesmbsitions such as inner awareness,
meditative contemplation, or simply equanimity.

Sutterlin: The faces in these works of art appear to hav@deg glow radiating from
inside and they have an inexplicable spatial effdoiv does this come about?

Doss: It is meant to remain something inexplicablemsthing that evades the

superficial and suggests immateriality. Maybe comapk to the golden background
in medieval painting. Our habits of perception act prepared for this holographic

effect and thus it is difficult to categorize vilya And whatever has not been

categorized also remains movable as far as asemsaire concerned. | see this very
positively. It helps to keep the windows of peraaptopen for what the pictures

convey.

Sutterlin: And that would be?

Dossi: The faces and the signs contain emotions and idispositions. They are to
convey them and transfer them onto the viewer. Asadist, | work with the
phenomenon of the transfer of emotions, while efhists study it. From your point of
view, what are the mechanics of this transfer?

Eibl-Eibesfeldt: There are various ways to achieve this. We knoat th the brain
alone there is a multitude of amines whose legelsriand falls, influencing moods. On
the one hand, this happens on the basis of en@scrion the other hand, whole
networks are linked of course. After all, the brasnan immensely complicated
apparatus. Assuming there are 10 billion nervesceich of which is capable of
having about 10,000 links with every other onecdmes as no surprise that some
impressions are filtered out by consciousness.iBusee the same face again, even
after ten years, | know precisely: | have seen pleison before, he or she has merely
changed a bit. The transfer of emotions we expeeias “feelings” requires that our
communication partner is able to perceptibly traih$éms moods through his behavior.
For this transmission, we have facial movementst@rto all human beings. We do
not know of any culture where people do not smilery. Smiling causes a friendly
reaction, crying makes sad and often makes thagrajbin in the crying. All this
requires specific configurations in the centralvoes system. There are those for
recognizing faces and those specialized in recoyniacial movements.

Sdtterlin: The system needs a perceptible trigger for thestea of emotions. And this
-12 -



already brings us to the signs and signals, whch,certain sense, can be regarded as
symbols because they selectively elicit specifiaitents that activate a similar
experience in different people. This is an areare/th@vould say that the unconscious
of both parties is communicating and where arche#psigns address more the
collective than the personal unconscious. Furthegntbere are surveys, which prove
that we evaluate and process what is verbalized |léas strongly than the
accompanying facial movements. If our facial movetseare friendly, the basic
response from the other person remains friendlynabeve use relatively coarse
language. On the other hand, someone may saynbedtiof words with a grim facial
expression and we will judge them as being unfilien@ihere is a clear hierarchy
involved and we will interpret any discrepancy aseaand then evaluate the overall
iImpression according to the facial movements.

Dossi: What happens if the signals come from a compleddfgrent culture with a
different language of facial movements?

Eibl-Eibesfeldt:Facial movements are never completely foreignstadiven before we
get to know strangers personally, we see them simdevay we do, cry the way we
do, and use the same eyebrow flashes we do. Doevety details, they use the same
facial movements, such as in the case of embaregswhich is the result of an
overlap-ping of two basic tendencies of human $oo&havior: friendly contact
readiness and contact avoidance springing from-deafed mistrust.

Sutterlin: Friendly facial signals are also able to bridge tihtal language deficit when
one doesn’t understand a single word of the for&gguage.

Dossi: Nonverbal expression obviously touches us moreectdy and more
existentially. The language of facial movementsas and also highly complex. What
Is of special interest to me is how facial moversdgrdansmit moods. For me, this is a
kind of inner pitch one uses to make oneself regoaad tune into a similar mood . . .

Sdtterlin . .. empathy . . .

Eibl-Eibesfeldt . . . which is already shown by a newborn babyolu play various
tapes to newborn babies, they start to cry if thegr crying. And it is highly probable
that they feel the same we do when we cry. Theesgore movements of the face per
se have a mood-transmitting effect. If | yawn,sitcontagious, which possibly made
sense in earlier times because a group synchrothieadfalling asleep, nobody would
wander around at night, an action which can be dangerous for daylight creatures
like us.

Dossi: Isn’'t there an unconscious and, to a large exsrtmatic imitative instinct?
Small children already show it. They see someonisand react with a smile. If you
stick out your tongue, they show you their tongtieu blink your eye and they don't
know how to do that yet, but they try, often makiadgunny grimace. They try to
imitate the facial expression they see and thig, Iselieve, quite involuntarily, as if
wanting to feel what is going on in the other parby becoming aware of their own,
changed facial expression.

Eibl-Eibesfeldt:Which is already apparent in the fact that, obMipumsed on pre-
knowledge, on an evolutionary programming, a babprdy a few days has whole
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repertoire of expressive facial movements at iteroand and uses this to mirror what
it perceives. A whole series of surveys existshos topic. It has been found that there
are areas in the brain with so-called mirror nearn@hich make this possible. There is
a network of nerve cells -from perception to maotivity - that cause us to react by
reflex.

Sdtterlin: The question is whether this causes the mood tramsmitted directly. |
think sign systems are important since, like arngriork, they facilitate the mutual
tuning-in. Communication without language would eammuch too vague. We all
absorb moods via their physical signs. These mamibac, gestural, or also verbal.
Nonverbal language is certainly more universal muode reliable. But an instrument is
required.

Eibl-Eibesfeldt: This is a communication system based on phylogerelaptation.
We know that children born deaf and blind have dasipressive movements of the
face even though they have grown up in eternaltragld silence. The sign system is
present, as well as the ability to mirror thesesig hey consistently express the same
moods. The children born blind do not just smiledily into the world but when their
mothers play with them, and they do not cry when rtiothers are friendly towards
them but when they have been put down and arealefte. Learning itself is
channeled so that at certain stages there is arprafe for learning specific things.
There are also specific brain areas for recognimdgidual faces and, separate from
these areas, others for recognizing faces in ger@tiaer areas in turn are specialized
for recognizing objects. There is no chaos in thanb Evolutionary history has
worked on this for a long time - and with success.

Sdtterlin: The face is a highly important instrument of comioation . . .

Eibl-Eibesfeldt:. . . and it is, after all, also the mirror of teeul since, as talking
beings, we naturally orient ourselves toward angairtAll social behavior hinges on
the faces of the people around us. This starteyl e in evolution. It cannot be
detected before the mother-young relationship éentig apes. Earlier on, the primates
were buttocks- oriented. This re-orientation igaeafy connected with the intimacy of
bonding and with vocalization, and later in humaith speech. Only mammals that
recognize each other by their voice, such as sea,litake up contact from snout to
snout immediately after birth and developed rubliiregr noses as a ritual of greeting.
In addition to the exchange of pheromones, the Ivexkahange increasingly gains
importance. In this the face is already a fundaalgmbint of reference. The face is
recognized but the facial expressions are stilldmtinctive.

Sutterlin: Yet independent of facial movements a physiognbiay also evolved that

Is the prerequisite for our facial communicationt for emotions alone. And if one

looks at the face of Nefertiti, there is more pbgsiomy than emotion. It is hard to say
what the face transmits. There is not much of aqmeal system in this face, it is

simply lovely. It does not show strong facial mowsts. | don’t know what moods it

transmit, a certain kind of disposition, however .

Eibl-Eibesfeldt: . . this inner glow you address is an expressibsublimity. This
being-removed, as if one were looking towards tisgde in order not to be distracted
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by an obtrusive reality. | see in it the tendenmydrds retreat characteristic of sages
and saints. The faces Ugo uses in his pictureglast faces that express this attitude
of being above- things.

Sutterlin: If we look at a Nefertiti by Ugo, we can see tbla¢ is lovely yet she doesn’t
affect us with emotions, moods, intentions. Shevdsaus in contemplation, she
doesn’t interact with us, she somehow remains sli. .

Eibl-Eibesfeldt:. . . to be sublime, distanced, is also a dispmsitone that is for
instance referred to in Buddhism time and againmEster one’s passion is an ideal
worth striving for. This is about the idea of agr@hodel and a lot can be said on this
subject. For a role model is not defined by perbaharacteristics but is meant to
portray a human being that is valid for everybodlgd there the Minerva is a very
good example. She is, so to speak, a kind of prmwher, the protective cloak of the
Madonna as well as a metaphor for the birth ofre@eand art. The patroness of all the
achievements that make man a cultural being. ilttexesting that you have overlaid
this head with a drawing representing an embnatillaunborn human being.

Sdtterlin: What made you choose this specific drawing? Werena afraid it could
distract from the face?

Dossi: Of course the drawing is meant to distract, de$teand then again attract the
attention. The face and the sign are on two diffepecture planes and also represent
different levels of meaning entering into a dialeguith each other. In two different
languages, they address two different worlds, thdtate and at the same time
stimulate each other. Picture and sign are proddsgdwo different parts of pictorial
perception. The actual picture as a whole probainlly grows inside the viewer,
through the interference of these two processes.si§as or drawings, | have
consistently used unconsciously created scribbliagsomatic drawings, which, by
their spontaneous nature, are diametrically oppasetie idealized and very much
intentionally formed faces. The heads create a damiopposite into whose eyes we
look directly. The signs run across the faces $keatches, like an alien element, and
this involuntarily raises questions. And that iscalwhat it should do, it keeps the
mind working.

Sutterlin: Are you saying: the face talks with the drawingl ahe viewer is the
listener?

Dossi: For me it's a bit as if you were hearing two diéfiet things with the left and
right ear, which only make sense when combined.effey they make a statement
without creating a common sound. The faces anddtiagiings are not meant to
somehow formally configurate. They play on the ymetformat they share but are
independent of each other. It is their content thahdependently absorbed and thus
creates the actual picture.

Eibl-Eibesfeldt:. . . it challenges me, the overlaying of the ldrawing draws my
attention. | wonder what it means, it awakens mgiosity, my thinking apparatus
starts working and begins to interpret, to try amdsp the message that might be
concealed: In this way, | look at the picture irrewmore detail. There is a foreground
and a background and | oscillate between them.

-15 -



Sdtterlin.. . it forms attention guiding structures . . .

Dossi: . . . Ernst Poppel said in this respect that thegeelements are processed in
two different areas of the brain. | am absolutedypwinced of this. It would now be
interesting to find out what exactly happens ifampatible pictorial information
reaches different areas simultaneously . . .

Eibl-Eibesfeldt.. . . it creates tensions. It's like a dissonatickeads to harmonies of a
new kind that cannot be predicted. All the sanieelieve that the artist is aware of his
intentions . . .

Dossi: . . . the picture is the sender and in the picisiréne face. This doesn’t work
with every face. The transpersonal character of fde® is very important. The
individual features, which Christa calls an achraeat in the cultural history of
portraiture, are of no use to me. They are a distgrperiphery which | remove as far
as possible.

Eibl-Eibesfeldt:. . . because these features have no common waueare interested
In portraying a canon of values...

Sdtterlin:.. . as an artist, you may of course say: | do@hiall these embellishments,
after all, | want to created magic, transmit modsist when | talk about portraits, |
don’t talk about photographic realism. A good paittst similarly reduces his picture.
He is also more interested in the potential offgoe than its momentary features. In a
portrait, a large amount of time is condensed, maeynories and associations are
brought together, and this is a process photograglmnot really achieve. | believe
every portrait is always also an abstraction, gaEnfratures creep into it via the
individual, something which is very important to.me

Eibl-Eibesfeldt:. . . this follows the laws of gestalt perceptidirivial matter is
reduced, there is a focus, an emphasis on theteds&embrandt for instance makes
his faces glow out of the depth, out of a backgdooonsisting only of darkness. This
Isn’t reality either but an artistic representatiamich makes his faces stand out in this
way by omitting all the details of the backgrouitdis a bit like with the faces Ugo
uses, they also always surface from the pool a@frk, eempty background.

Dossi: Please let me once again return to the phenomenmoa@d. A mood can be a
reflex, for example caused by an exterior evekég & kind of inner meteorology. But
there are also inner moods that, from my pointietw are an accomplished product
of our culture. An inner disposition that is thepeassion of wisdom or serenity, of
being above trivial matters, of a perception of #gternal in the here and now. It is
these moods | want to transmit with the help of whanderstand by art.
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Music

An anthropological toolbox for music analysis
Christian Lehmann

The Darwinian approach to human music has led tegolausible explanations for
the evolutionary origins of musical behaviour: Téosearly humans who were
equipped with relative pitch perception, rhythmeeling and a good singing voice
(and who enjoyed to make use of all this) were &bl@meet some essential challenges
in their hunter-gatherer society, had more offgprithan their non-musical
conspecifics — and became our ancestors. That ysweh(except approx. 3% of the
human population) are more or less musical people.

Evolutionary studies of music offer hypotheses vitgymo sapienss a “musical
ape”. But beyond that? Is the quest for evolutigraigins of music also relevant for
our understanding of music as “art” or “entertaimti¢hat we are used to consider as
autonomous, as independent from extra-musical ifums?

When musicologists analyse a piece of western arsion they describe the
structure of a composition and break it apart istoaller constituent elements.
‘Analysis’ in this sense — restricted to form artdusture — is distinguished from
‘hermeneutics’, the interpretation of music witlspect to extra-musical relations in an
historical context.

The evolutionary study of music, however, providsswith a toolbox for a new
approach in music analysis which resolves this sagmpposition by understanding
structural elements in the context of a biologiighalling system and of emotional
response.

Tooby and Cosmides (2001) developed the concephef‘functional” and the
“organizational” mode of a behavioural adaptatiorthe context, particularly in the
context of story-telling and literature. To give arample: When we protect our
partner and children from danger, the functionalden@f our adapted mind is in
action. But when we face these situations in a heekead, sitting comfortably in a
chair, and yet feel the same emotions although waewkthe situation is purely
fictional, the “organizational mode” of our adaptednd is working: the mind
processes strong stimuli as a sort of training layground for real problems we
should be prepared for. The good poetic transfoomatf these topics might be the
main secret of literary success.

Let us apply this approach to music: Musical attivn a context of social functions
such as mother-infant interaction or group syncizagion is a functional mode of
musical behaviour. It is not necessarily “art”, lpuimarily a mode of communication
and interaction.

A musical work of art, however, which isot produced and performed in a
functional context but exclusively made for an ande to listen to it, can cause strong
emotional responses as well. The reason we hypnéhes
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Any musical product of a human mind is composecthaferial that is rooted in the
behavioural contexts that have shaped the musical throughout human evolution.
In addition, we have to consider a number of nesyopological and psychoacoustic
universals that are based on perceptual prefererianally, physical aspects of
performance, particularly the biological signalgieé sexually dimorphic human voice

have to be taken into account.

This leads us to a tentative checklist (making lagcto be complete) for a toolbox

of music analysis in evolutionary perspective:

1. Allusion to basic functional categories

Category

Examples

Signal

Lullaby character

Mozart: Zerlina’s aria

Intimate bonding, closeness

Batti batti from Don
Giovanni Piano sonata
A major KV 311, 2¢
mov.

tenderness, reassurance

collective movement

Synchrony of emaotion,
mating, group cohesion,
steady beat. OrflO cooperation, defense,
Fortuna aggression

Marches, dance music,
popular music with

Rhythmic chorusing /

Vocal coloratura; tenors’Honest signal, fithess
“high C”; violin music | indicator, physical
by Paganini, piano musicattractiveness

Artistic virtuosity

by Liszt
Ritualized speech Recitative, song, duet| “Making special’/
lament “artification” of a verbal

message

2. Micro-structure with regard to harmonic, struatiand temporal preferences
Relation consonance/dissonance

Regular/irregular rhythm

meter and its tempo (preference for 60-120 beatspwite)

motive length (in view of the ‘3-second-window’, iiel/Turner 1988)

motive repetition (common device in any music — gyaical of ritualized signals)

3. Representation of external subjects

Musical composition as ,tone painting” of evolutayg significant issues and situ
ations.

imitation of natural acoustic environment (by meahmstrumentation)

matters of movement: accelerating, slowing, apgroag departing (modulation
of tempoand volume)

spatial condition: closeness and distance, narrssviaad wideness (instrumenta
tion, melodic and harmonic structure)
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individual and group: integration, confrontatiorgkssion, isolation. (instrumen-
tation, solo/tutti, choir etc.)

4. Physical aspects of performance — in particil@aman voice as a biological
signal

performance and body presentation (cues of reptoguitness)
human voice (= sexually dimorphic trait): low maleice as testosterone indicator,
high male chest register (tenor) as an honest Isighaody control and high
performance, falsetto as expression of androgyngh Hemale voice (soprano)
associated with youth, attractiveness and fertiktyinstruments can imitate human
voice types!
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Aesthetics: a universal quality of musics worldwideand a biological need
Gerhard Apfelauer

Aesthetical musical judgments may be linked to eomstand partially embodied in
our physical reactions. Judgments of aestheticevehn become linked to judgments
of economic, political, or moral value. Aestheticdgments may be based on the
senses, emotions, intellectual opinions, will, cessiculture, preferences, values, sub-
conscious behaviour, conscious decision, trainmgjinct, sociological institutions, or
some complex combination of these, depending oatkxahich theory one employs.

Music aesthetics has been instrumentalised in Euagpa bourgeois instrument of
social distinctioh However, music aesthetics is subjective: Taddayses Dahlhaus
and Adorno to have a distorted relationship to shbjective side of music, which
leads, in his opinion, into a blind alley of muakesthetics, a logocentric objectivity of
cognitive value judgements.

The significance of dancing is not only the relealsemotions stimulated by music,
but also in parallel a social and artistic means communication. Aesthetic
movements of the body and the extremities, bodyupesand facial expression may
express thoughts or social meanings. A special bndagy of dance is defined in
various cultures to communicate similarly to podtguage. Rhythm of music
accompanying the dance synchronizes most of the kiath artistic expressions. In
Western Europe, dance as well as rhythm and rhgddmnstruments have been
banished historically from the sacral area. Culthes modified dramatically a
universal human feature.

There are worldwide significant and objective pagtars of music aesthetics, based
on subjective judgements. But this subjectivity strikely, has an evolved biopsychic
base. Worldwide and universal signatures in hunesthaticsare described to be

1. Expertise or virtuosity: Technical artistic $kilare cultivated, recognized, and

admired.

2. Nonutilitarian pleasure: People enjoy art fdtsasake, and don't demand that it

keep them warm or put food on the table.

3. Style: Artistic objects and performances satisfgs of composition that place

them in a recognizable style.

4. Criticism: People make a point of judging, agpa®ng, and interpreting works
of art.

5. Imitation: With a few important exceptions, weref art simulate experiences of
the world, physical or spiritual.

'Ulrich Tadday: "Musikalische Kérper — kérperlicheusik. ZurAsthetik auch der Popularen Musik"
in Helga de la Motte-Haber (Hrsg.): Musikasthettafdbuch der Systematischen
Musikwissenschaft Band 1)

2 Denis Dutton's Aesthetic Universals summarize®tgyven Pinker in ,The Blank Slate*, Harvard
2002.
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6. Special focus: Art is set aside from ordinafg nd made a dramatic focus of
experience.

Crafting of art, like composing or playing musicasparticular kind of aesthetic
human activity that involves both the creativity tbk producer and the capacity of
others to respond to and make use of the produartofWithout the two parties,
producer and receiver, involved a piece of art du#gpossess aesthetic value.

Ellen Dissanayake describes art as a means of pmalgpecial, making
memorable®.

Investigating art — in particular musical art —imvestigating behaviour rather
investigating artefacts only. Elements of art edsin early human history and got
enabled towards the creation of art, because tleeg wmherently gratifying (sensorial,
emotional and intellectual), embellishing, outsitie daily routine, and not strictly
utilitarian, but more than strictly necessary. Thasdist takes the protoaesthetic
elements out of their natural context and domestscdhem. The desire to make
something special is a biologically endowed (giveeed. Dissanayake speaks of
.,Domesticating the natural“. Art shares the ,makisgecial® aspect with play and
ritual. All three are elements tightly related tasit and dance.

Aesthetics of music is a philosophy which invediega (not: defines) basic
structures of music, basic criteria, relation teevtarts and sciences (mathematical and
linguistic) as well as regarding its relevancedoiture and community

Universal aspects of music aesthetics seem to be

- musical tensions and relaxation: every culturesusis principle, which was, for
a long time in Europe’s past, alternation betweamsonances and dissonances,
for Africa tensions being produced by overlay afterns and sound qualittes

- gamut and scale, respectively intervals whichpareeived aesthetically,

- aesthetically effective rhythmical patterns,

- creation and manipulation of expectations,

- the appreciation of competence (not of virtudity

Formal aspects seem to me another universal qualitgusic aesthetics as well, in
particular in absolute and autonomous music, e.g.:

- Sequencing of comparable musical parts (IntradoctRepetition, Modification)
are valid in European music as well as for cladsmusic of India and the
Arabic world:

- Grouping and contrasts ("horizontal" in musiclmadia or polyphonic music like
fugues by Bach) and "vertical", e.g. choral by Ba&xamples for forms in classical
music in Europe areVordersatz, Nachsatz, Fortspinnung, Epilog, Ubéulag,
Reprise,for the music of Indiaalap, gatandjala, as well asorakar (variations of

° Ellen Dissanayake, Homo Aestheticus, Seattle 1995.
* Klaus-Ernst Behne, Asthetik, contribution in MGG.
®Further examples will be given in the long text.
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rhythmical patterns, callethla). Grouping satisfies aesthetically the holostiglf-s
organizing tendencies of the human brain, the g=teception approaéh

- Coherence of musical progressions, like cadeandspaths of tonal modulations
in Western music, the latter exists in a differemanner in Arabic music when
changing from one magam into another.

- Composition based on a few motives and musicamés, especially used by
Brahms and his ,Entwickelnde Variation“ and by tipo in Western Newguinea.

John Kaemmeérproposes an allocation of three different typesnofical meanings
worldwide. Music has a meaning regarding what it

,Says” (symbolical, referential), denotative: isohear meanings, or connotative:
only perceived by the listener. This deals with bgia, metaphors and metonyms.

JAS* (the non-referential, absolute, autonomosgexts).

,does" (pragmatic, valuable), more closely relatedadaptive cultufethan to
expressive culture.

In contrast to paintings, sculptures and architettaesthetics, aesthetics of music
and dance pose challenges regarding its post-dvaiyadue to the fact, that
,appearance of a piece of music is fluctuant, fgtih Since some 100 years only,
recording machines help music and dance to catcbnupon-volatility and permit
post-evaluation, with similar restrictions like @&waion of visual art, which is the
missing ethnological meta information about theiaoenvironment of the process of
creating art, in particular for art created in tomtext of rituals.

Philosophically, music aesthetics means the thebisensorial cognition or - in a
broader sense - the sociological theory of musmpiéic aesthetics collects criteria
used to decide whether specific persons classifgctd to be beautiful or ugly or
ascribe some other qualities to them, like funmgtesque, humorous, caricaturesque.
Aesthetics encompasses studies of sensory or sa@rsmotional values, the
judgments of sentiment and taste. With this comgmelve approach, aesthetics is
definitely a universal quality of music and artaaghole.

® Konrad Lorenz: Die Naturwissenschaft vom Mensciimchen 1992.
’ Kaemmer, John: Music in Human Life, Austin 1998,198 - 141.
8 _ adaptive culture: area of ideas, beliefs, valaes customs

- material culture: manufactured objects (buiggh, consumer goods)
® Mersmann, Hans: Musikasthetik, Berlin 1926
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Visual arts

About the Nature of Beauty and the History of Aestktics

Christa Sitterlin

The term beauty enjoys the fame of an exclusiveupelecoded natural mystery
that every culture nurses in its own treasuriessr@fis aesthetics as a topic with its
deep roots of literary tradition appears as a pmammn that is widely and historically
discussed. It seems indeed much easier to graspesitbetical approach, since from
the beginning it is connected with sensual expeaenThe origin of the word traces
back to the Greek termisthetikemeaning “sensible by perception” and even more:
what we evaluate by our senses. The fact, thatwakiate everything we experience
and perceive, the ugly, sublime and repulsive a$ wsentributes to the unrestricted
large experimental and semantic base of the aesthietd. Only some of the
sensations for instance are dedicated to the pleasad even less of them are
approached in art. What might be the selectiveevaluphenomena like ,beauty“ as a
exclusive kind of human judgment, of ,beautifyings an adaptive behavior, and of
.art* as a substantial work of high price and estiion?

There is no need to explain the saturating functdnvisual abundance and
opulence in terms of evolutionary benefit. Alreatiiye amount of skill and time
invested in the making of precious objects witnegbe excess of vital competences
of members of a group. Wealth and ornament ingpieefeeling of awe and power
from early manifestations up to recent ones, amdpkes and towering churches
belong to cultural world heritage of humankind.

Up to our days there is a common sense or meanitigei many definitions found
about beauty throughout the different cultures.iddesthe affinity to qualities like the
good, achieved or beneficial, there is a strongebel supernatural or super-ordinate
effects.

In European thinking as well, the first emphasigde$cribable (sensual) qualities
like smoothness, shine and glamour evolves to weatcould call more immanent
(cognitive) structural properties. Heraklit speakghe invisible coherence that binds
scattered external phenomena into harmony, Demokrjtneasure” and ,balance®,
Plato of ,proportions* and ,symmetry®. In gener#hjs power is associated with the
Essence of things or the Divine. Beauty for a lpegod was a property of the objects
and formed the spiritual and substantial part dfgae cosmology. This remained
valid for medieval and even Renaissance thinkingigls only that art appeared now
in the service of a personalized God, or the Halpity.

It always exceeded reality by something summarizeddensed, accomplished or
outlined.
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There was an early germ of critical conscience ablmiquestion, how humans are
able to seize beauty then, if its qualities areobeyhuman capacities. Aristotle solved
the problem in the vision of an artistic endowniat completed in art the incomplete
in nature. For Plato any access to the beautifsl matricted to human mind, in some
cases to human memory, while the human sense®stapied with the sampling of
the scattered and ,manifold” (events, items, thiaggs). A third route however Plato
proposed for mimesis - the emulation of naturgpeerlly in the field of art.

But again: how should humans come to create bahatyselves - by mimesis - if
they haven't ,seen” and perceived it? If the notadrbeauty referred hitherto to rather
abstract properties, the claim for the reproductbbeauty appeals to more concrete
measures.

Latest since the notion of mimesis - which concertsn particular - a persistent
dualism between a holistic and structural concénowledge and a more passive
and subordinate concept of perception becomes mviderd this gap stays as a
rationale - and an open question - within the I@sging discussion on aesthetics, the
beautiful and the arts in European philosophy. Himawisdom and knowledge come
into experience? The answer laid in the hands isteapology.

Only with the age of early Enlightenment (Empiristmd Sensualism) philosophy
took the effort to look more closely to what isnséerred by our senses. Leibnitz,
Descartes, Spinoza etc. still defended the ratiti@atredo that only human mind can
be the source of knowledge about the world. Entgif®wever, like Locke, Hobbes
and Hume, claimed that nothing comes to our mirad tlasn’t been in our senses
before! The high price for this novelty was: thelical bias for ontogeny. Human
knowledge therefore begins with what is taken ug stored from birth. The tabula-
rasa-concept took up its long run up to our dayamihs are what they have
experienced and learned. There is nothing like mamunature. The gap remained
open.

It was a precursor of Immanuel Kant, Alexander [BditBaumgarten (1714-1762),
who inaugurated a first art criticism in a propense, and was the first to define the
sensual access to the world as a sister-discipfik@owledge. To sensory experience
he assigned a genuine package of competencesctHateaan “analogon rationis”, as
Intuition, taste, humor, anticipation etc. The téamsthetics” attained the dignity of a
“gnoseologia inferior”, a capacity which contribsit® human nature and precedes any
information input as an a-priori sensory gift. Kaag well as Goethe and Schiller,
referred to Baumgartens work, and the notion of‘teautiful soul” in which sensual
and rational impulses (inclination and sense of/date in a balance, belongs to the
main achievements in the philosophy of the Weinmaciassics.
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Subsequently perceptual sensory processes becam#odbs of interest in the
natural sciences. The turn was sensible in thd 6épsychology. Besides association-
psychology, which restricted all knowledge to thegwork of acquired experiences,
Theodor Fechner and a new group of Gestalt psygisiéo analyzed the
psychophysical impact of certain formal propert®@s reactions and sensations of
individuals: first steps in a bottom-up-aestheti®dilnelm Wundt, professor of
philosophy, became the director of the worldwidstfinstitute of psychology, and
was also the first to look at prehistoric and namepean art systematically.

The focus on perceptual processes brought abouparsons with mechanical
achievements of the time, especially optical onks the photographical camera.
Apparent defects in optical reproduction in the haneye for instance (Helmholtz)
turned out to be active functions of visual permgptand thus considered as
sophisticated performances of the human brain (igeriA brilliant research about
human perception took its course, in which thevagtof human sensory mechanisms
proved to come much more close to creative prosefke the filtering out of
disturbing signals, to focus on relevant informatiand to highlight stimulating
features. Perception was found to behavior-oriersed as creative as the human
mind.

What actually resulted from all investigations wHet the human senses provide
exactly for the structural and cohesive manageméwisual and auditory stimulation
that was originally assigned to the effects ofaartl beauty - as effects of objective
properties. The concept of beauty laying in theseyfethe beholder was certainly one
important outcome, but with a significant differerto all “empiristic” attempts before
and after: “the eye of the beholder” is not restdlcto the individual eye, but includes
sensory neurobiological structures that are pahurhan nature. And subjectivity is
not any more defined by ontogeny only, but to aydaextent by phylogenetic
adaptations.

Art takes an important part in picturing the wondh all the concepts and sensory
biases involved by which humans are powered - hackfore promote the process of
communication between external and inner world. Andreminds the fact that all
perception is a picture of this world and that teey first pictures of it originated in
our minds.
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The evolution of artistic expressions — a view fim palaeoanthropology
Miriam Noél Haidle

Major problems in evaluating the evolution of drtisexpressions are the
incomplete materialization and the fragmentary @netion. It is only around 35,000
years ago that undisputable elements of visual aad music occur in the
archaeological record; ornaments reach back sor@@Q0 years. The three artefact
groups are nearly exclusively associated \Witimo sapienseven if there is also some
evidence of aesthetic perceptions in other speoiedHoma Although artistic
expressions seem to be limited to our speciegjigtebution of the material evidence
is rather patchy and appears to be strongly affidayesocial/cultural factors.

Artistic expressions can be seen as tools for comration, working either in a
monologic way referring to the sender him/herseiha dialogic way directed toward
another addressee. These communication tools mayodua verbal narrative, they
may be used as mnemonic, and they may represemdapendent channel for
emotional information. Like all cultural represeidas of cognition, also artistic
expressions possess a phylogenetic basis, a hatatltural component, and an
individual part. Different factors within these egories have to concur to produce a
cognitive-cultural space that allows art to be digved. Artistic representations are
probably neither the mere outcome of one evolvédcimie of aesthetic perception,
nor of several adaptations specific to the diffefenms of art. Rather, they may be
founded on exaptations with only subordinated benif natural or sexual selection.
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The T-shaped monuments of Gobekli Tepe: posture de arms
Erika Qasim

In the history of mankind, in the beginning worksad must have been designed in
perishable material. Body painting, matting, baskating, wood carving and flute
making have survived, but we can not give any exsdeof very early prehistoric
predecessors. Rare objects of "art" in non-perighalaterial like bone, slate, ivory
and the well hidden, well preserved cave paintimgge been found — as is usual with
archaelogical finds: these come to light by chaaod,to attempt an outline of the
history of the arts is like setting up a criminake on some random pieces of
evidence, scattered over the millenia, not to forgke picture which so many of the
interested scientists try to gain has to fit hurhahits in any case. Human habits may
have been very much the same for all groups of heapiens sapiens, but ranking
significance and impact on life do change withebas. From the start, handicraft is
one of two segments of human life which will resnlartefacts, the other likewise
from the start being believes formed for whateeason, and usually subsumed under
“religion”.

Pre-christian times — to speak for the western bph@re — were dominated by
dreaded evils and ills, and people consequenthth&dep thinking of remedies.
Scientists of animal behavior and human ethologwever, have opened their
readers' eyes to a few of the remedies applied apghicable with a book titled "In
the spell of fear" (Eibl-Eibesfeldt and Sitterli@9PR): female breast presentation,
genital display, hand gestures, facial gesturépealormed resp. depicted, in pictures
grotesc faces are displayed. Ethnological (behaalpmodern parallels can
contribute to typologization.

Before a history of the arts could be tackled katsatting up a history of the
apotropaic would be helpful. The artefacts ardehding evidence. The quality of
artefacts in the field of averting evils and illayrange from awkward and clumsy
over nice to not uncanny and artful. As a meardiwing the evil away clumsiness or
artfulness were secondary, the maker's intentidnbatieve was the driving force.

Although the history of apotropaics, of the dreadedm and of the means of
coping with it cannot be written at the moment,tabations do appear in the
literature of the religious science, of prehistand of human ethology. When
undertaking a typology of figurines, statues aradsgsorting the finds any scientist
will look for the demarcation between pieces ofcfical character and those of non-
practical intention, that is, of expressing ideas.

With the digging campaigns on Gobekli Tepe hither&nown works of masonry
and sculpture both in megalithic dimensions camghd. The architecture is dated
into the 18 and the 8 millenia BC, a dating which makes it sensatioAdlstract
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monumental sculptures of 5 %2 m height, set up mgdnegatherers have to be
interpreted.

Despite the abstractness it became clear soomttia sculptures of Gobekli Tepe
male beings had been depicted. Rare finds of gleaale depictions — usually
guardian figures and other genital presenting sstatlettes — were there for
comparison.

This led to differ between (1) upright guardinguiigs (example given: the Urfa
statue), (2) crouched male genital presentionn@pe demons an@) the T-shaped
pillars from Gobekli Tepe. So, typology will incladjuardian figures with round
staring eyes in a face without a mouth, with m&eawm and hands joined to stress
the genital display, then fetal crouched figurethviands on the knees, then demons
in the proportions of new born children with gratégce and oversize male genitals,
and finally the T-shaped pillars which do have acefat all, show a special posture of
the arms independent from male genital displaydespite the size do have no lower
legs. There are ten or more of the pillars standiraycircle or oval surrounding two
of the T-shaped pillars as center figures in aadédnclosure.

Hands in Priapus-figurines or reliefs can signaiiztheir own right, they may be
lifted, even can hold objects or they rest on theds or can be joined in the front of
the body. In any case the phallic or itiphallicreéant is central and bent arms, not
flexed at 90°, support the central formula. Gesttioeward off evil belong to very old
human knowledge. Much later than Gobekli Tepefitsechurches that were built in
hostile environment, very frequently do show apaaiio figures on their outside walls
(Eibl-Eibesfeldt and Sutterlin 1992). When in latenturies churches were built in
Christian environment, they will still be equippeith grotesc faces and breast
presenting female busts, repellent gestures andagirbut the character is no longer
as aggressive as in the beginning. It must be rtbdstonemasons of all historical
periods have known all about the relevant icondgyayd warding off evil,
appeasement und mental state. The excavations loeks®epe bring finds from a
period of established rites, that is a period seatpof garanteed safety. Figurines and
pieces of masonry that were done outside G.T. prably belong to a later time. In
those later periods people had split, villages veeggarate corporate identities without
a landmark centre. The peaceful mythology in them@in sanctuaries was
characteristic of its time. Periods af change, thiédwed, were in need of different
pictures.

The paper could not have been prepared withoutxbellent seminaries held by
the excavator of Gobekli Tepe himself in Erlangenvgrsity over a period of five
years, not to forget the accompanying lectures lwhleays had the brand new fotos
from Gobekli Tepe. My thanks go to Prof. Dr. Kl.Haidt.
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Then the soul is reached
Wolf E. Schultz

Theory

One of the most impressive experiences, aftenfeags of sculpturing, was Hans
Arp’s marble sculpture ,Menschliche Konkretion“which | only saw a photograph.
Until that time | had mostly produced figurativepes. | was totally obsessed by this
round, powerful “concretion”, radiating, as | fedl encompassing and compact
representation of a female being. Other piecesrpf &lso those | saw in exhibitions,
did not touch me so much. | couldn’t think of angthelse for weeks, was shocked by
the effect one single work of a well-known man cbladve on me. | bought a one and
half ton bloc of marble. By working on it with hghto unknown energy my ability to
produce free forms was released like a waterfalid Inot copy Arp’s sculpture but
found my own way of expression. This experienceewow warned me that | should
not get involved in the works of other artists bohcentrate on my own feelings and
the way they found their expression in oak, stetexl and bronze.

Motives

My personal life was not easy in these days. | wdrthrough the conflicts in my
.atelier. The source of the conflicts was the s®uof my artistic energy. The stronger
the disruptive experiences were, the more harmarii@eame my forms. | think,
~Sublimation“ is a good word to express this. Jengiodel of ,archetypes” has always
fascinated me. Many of my sculptures are inspiretib ideas, like that of ,anima“
and ,animus”“. Woman-Man, Softness-Hardness, LovwadPunent, Conflict-
Resolution, Aggression-Tenderness, Life-Death,irgehcting are concepts
expressed in my forms.

The whole world, | saw, was governed by ,,Angstyself was also infringed by
this deep fearful feeling. | decided to dissolvet, to fight it in my work. | gained
independence in this way. That was the time | ssdpporking as an employed
photographer and PR-clerk in Hamburg to becomeaedrtist. | learned to let my
Inner, often unconscious, concept flow directlyitite work-piece without
interference from ,outside”; thoughts, calculatia@ts. Straight from the brain to
muscle.

Tools

This speed is best achieved by the chain sawloltvalthe sculptor to create the
piece, preconceived in the archaic layers of thedmin very short time. The quasi-
orgiastic act of creation takes possession of m#hi$ process nothing else should
interfere. Since 1970 the chain saw is an impottaoltin my wood-work. The rest is
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achieved with chisels and other classic instrumengsach fitting the material and
work to be done. | love good tools, have aboutt®8eais just for wood and have made
suggestions to the company producing them how poawe their quality and
durability. One type of chain saw was further depeld according to my advice. The
physical tools should, | believe, correspond toitimer tools.

The Ethology of the Arts

Why am | producing art? Human ethologists, in casttto most art critiques,
include the recipient of art in their concept ofvshart became an essential part of the
human condition. My work primarily stems from thend within myself. We are
Homo symbolicud get a tremendous amount of reward (and this weli/be a
biopsychological process) already while | am shg@impiece of wood, stone or metal.
Actually, the making of it is more important thdretfinished product. Of course | am
happy when people are looking at my sculpturesl deel that there is some
resonance between their own experiences and itelasyasymbolic representations.
Especially when older artists are finding wordpise for my work. The viewers,
the recipients of my sculptures are the last lihthe chain in the artistic process.
They complete the work. Is it not a wonderful ththgt between them and myself a
deep interaction happens, empowered by empathgmptironesis (Wulf
Schiefenhével’s term for “Theory of Mind”)? Wheimdve done my work well then
my artistic intention goes straight into the soulhe recipient. This may happen in 20
years. But when it happens, it happens with poMeen the inner self of the other is
in synchrony with mine: embodied communication, reess.
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Built environment
The ethology of the built environment (EBE): creathg school habitats

Johanna Forster

Any form of architecture, in fact any built enviment effect perception,
behaviour, psychological and physical parametergjaes any natural environmental
setting. Structures, forms and colours not onlyycan aesthetic, but also a specific
semantic meaning and symbolism, and can triggeplgeeoted responses that have
evolved through human evolution.

These basic effects have been researched by utthalogists for 20 years using an
evolutionary approach. More recently, research besn done on built settings, in
particular on the function and influence of urbaublpc places, school buildings,
private homes and work surroundings, with a viewestablishing human-friendly
spaces. The ensuing results not only give plausikganations for numerous effects,
but also support city planners and architects @irthbility to generate environments
that answer human needs and optimize human welgbei

Current studies have also investigated school img¢das example of particularly
distinct forms of built environments, designed wpgort learning, communication and
achievement. Numerous effects of settings’ strattdesigns have been reviewed and
guality criteria of the specific built environmearte being developed.

In the following, the classical ethological termathtat’ will be introduced to
discuss school buildings as one example of EBESsarch focuses. ‘Habitat’ covers
the physical and structural attributes and qualigéthe environment, as well private
living surroundings as environments with speciaictions to the individual, such as
the work place. A habitat is researched in termgso$uitability for communication,
social behaviour, somatic well-being, and how welanswers human’s needs In
respect to its special function given. Regarding,tschools are a multifunctional
habitat, ideally fostering learning and achievemesbcial, emotional and
communicative development of students. In addiéiad bearing in mind that today’s
students spend substantial parts of their daié/diid developmental time in schools,
the habitat created by a school building becomesrdral aspect of pupils’ living
environment. Accordingly, an adequate structuredesign is pivotal.

School buildings are far more than just an outetlsdnd architectural surround of
schooling. Forms, colours, materials, lighting,mostructure and design influence the
physical and psychological well-being and behavioliistudents and teachers in a
multitude of ways. Knowledge of such effects pr@adscope to create and define
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criteria on the quality parameters of suitable sth@and fuller understanding of how
these influence the biological and social needseople performing ‘school’.

Colour design, for example may soothe or stimullate to direct somatic effects of
light's wavelength. Whereas colours on red-oranmesum are somatically calming,
colours of the blue-green spectrum stimulate. Thphgsiological effects are
measured by using so-called stress indicators. n@reowness in highly populated
class rooms, a major characteristic of today’s slshand playgrounds, also affects the
somatic well-being. Social density, as Human Ethpldefines the phenomenon, may
result in children’s avoidance behaviour and/orrmagfec and aggressive behaviour
being overwhelmed by too many social signals gibgntheir peers. Retreat or
offensiveness are usual behavioural responsesilofrer not having yet learned to
regulate or appropriately cover reactions. Theeefoffering enough available space
for learning and interaction is a key quality aiib@, and ethological studies offer
explicit information.

The inner design covers basic elements for spati@htation that in turn influences
the assessment of a room and in turn effects $pabéion, and so-called motion
choreography in response to built structures. A$ thvel, neuralgic spaces in a
school’'s public areas are assembly halls, corridamgrances, learning areas and play
grounds.

Some architectural and structural effects are paran especially compound
stimulus-behaviour interplay of influences. Offeyisuitable or inappropriate space for
learning, working, play activities and prosociateiraction the school’s architecture
acts as an indirect impulse for complex phenomemngh sas motivation,
communication and even learning performance. Thiddr example seen in class
rooms where suitable inner structuring of roomsvedl multimodalities of teaching
and learning.

For more private communication and small groupvédsts further demands are
made upon spaces’ structure. Humans mostly préfetes and areas placed on the
boundaries of open places offering both, prosped aefuge. This structural
preference can well be observed by looking at mgkl and seating structures in
public places and even in restaurants. Observatistmiaies on elementary school
playgrounds, done with hidden camera, provide coaipa data. Results show that in
smaller, structured areas children become espgcralblved in prosocial activities.
Accordingly, such space structures are paramouptaygrounds, learning areas and
in holding areas or public waiting rooms.

The effects of architectural design and structueecamplex and specific situations
are influenced by individual aspects, cultural adbods and parameters of the actual
situation need to be regarded. However, the EBgsaach and studies reveal a basis
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that allows for the creation of quality criteriasaful for any architectural and
pedagogical concept of human friendly and suitableol buildings.
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Verbal Art

Four revolutions

Joseph Carroll

In 1831, when Charles Darwin set out on his nefug-year voyage on HMS
Beagle, he took with him the first volume, just psified, of Charles Lyell’'s Principles
of Geology. The other two volumes reached him & ¢burse of the voyage. Lyell’s
work hanged Darwin’s vision of the world, channelesl observations, and helped to
transform him from an amateur naturalist into a gotted professional scientist. Lyell
brought together the speculations and discovefidsegast centuries, integrated them
with the idea of gradual minute changes taking @laver deep time, and thus
produced the lasting foundation of modern sciengfology. That foundation was the
necessary precondition without which Darwin coutd have developed his theory of
evolution by means of natural selection.

The sequence of embedded scientific revolutionskibgins with Lyell and Darwin
contains two subsequent revolutions, one in théabkgciences, and the other in the
humanities. The theory of adaptation by means tirahselection was a necessary
precondition for creating a biologically groundedyghology; and biologically
grounded psychology was a necessary preconditiorddgeloping an evolutionary
understanding of literature and the other arts.

Darwin’s revolution followed hard on Lyell’s, buhén, an enormous time lag
opened up between Lyell's revolution and the retoiu in the social sciences.
Darwin himself wrote two classic studies in evadaary anthropology and
psychology, The Descent of Man and The Expressiothe Emotions in Man and
Animals. And around the turn of the century Willidimames probed the possibilities of
a biologically grounded psychology. But then altisiefforts abruptly ceased. This
story has now often been told—how Durkheim, Kroehekvie and others, striving to
establish the social sciences as distinct dis@plinlecisively severed all explanatory
ties with biology. They had two reasons for thss @f secession, one ideological and
the other disciplinary. The ideological reason s wish to affirm that humans,
through culture, could shape their own destiny aooadance with humane values,
unimpeded by biological constraint. They could tlegsape the injustice, oppression,
war, inequality, and other such misfortunes that halked so distressingly large in
their history. The disciplinary reason was the wishcreate a conceptual space for
categories that were distinctly social and cultuféough ill-judged and ill-fated, this
disciplinary venture sustained its momentum wetbithe fourth quarter of the
twentieth century. It is dying now but is by no meadead. Evolutionists still
approach it the way paleolithic hunters, speatbateady, might approach a mortally
wounded buffalo that, though dazed and trembliragilct still lash out dangerously
with hooves or horns.
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Lyell's revolution was consolidated in his own tifae. Darwin was not so lucky.
Serious and troubling questions about the mechat$nmheritance and about the age
of the earth stalled full acceptance of his thaamil long after his death in 1882. He
had quickly succeeded in gaining reasoned consem@ushis argument that
evolution—"descent with modification”—had actualbccurred. It wasn’t until the
1930s, though, that most scientists accepted Dawargument that “natural
selection” was indeed the central mechanism produadaptive evolutionary change.

The final two phases in the sequence of revolutpparadigm shifts initiated by
Lyell are still in progress. Robust programs in lationary psychology have been
established in many major universities but haveyedtproduced universal reasoned
consensus. Ordinary institutional inertia—scienagpessing one obituary at a time—
is part of the reason for delay. But the evolustsihave themselves given grounds for
reasoned skepticism. They have not yet developeduade models of “culture.” The
idea that genetically transmitted dispositionsraté with culture—what E. O. Wilson
dubbed “gene-culture co-evolution”—has finally begio emerge as a usable
theoretical framework, but it has not yet produeedch array of detailed cultural
analysis. And there is one further problem: theleh@f “human nature” most widely
accepted in the evolutionary social sciences doégjime a good explanation for one
crucial element of human nature: the imaginatioat tmanifests itself in the arts,
myths, religions, and ideologies.

As the instances of Lyell and Darwin suggest, pgradchanges can take place
quickly, slowly, or somewhere in between. The papadchange now in progress in
the social sciences falls into the category “sonerehn between.” Over the past
forty years or so, major changes have taken placevblutionary theories about
human nature, with each change bringing us clasea tomprehensively adequate
understanding.

Across the whole spectrum of current evolutiondmyking about human nature,
there are thus now three main models: narrow-scB&plbroad-school EP, and what
I'll call humanist EP. Broad-school EP containsrgtteing narrow-school EP contains
but adds general intelligence. Humanist EP contawesything in broad-school EP
but adds imagination (figures 2). Imagination cadically modify or even stifle the
expression of the most basic human impulses. Wgrkimough cultural norms,
imagination can affect child-rearing, mating, sbdrderactions within or between
groups, and even the instinct for survival. It caake some people celibate and lead
others to suicide; compel some populations to loeddren without restriction and
strictly limit procreation among others; idealizeottherly love or glorify cruelty and
brutality; and it can make romantic love the cdntmative in life or stigmatize it as a
foolish self-indulgence that violates the sanctfythe family. Human nature is not
infinitely flexible. Every form of human behavios prompted by some biologically
grounded impulse. Nonetheless, those impulses cemim ways that produce
behavioral variations wider than those in any otbhpecies—wider by orders of
magnitude.
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Within each individual human mind, all motives doeked into a total system.
Change one part of the system—suppress sex, sayordly war—and you alter the
behavioral output and emotional tone of the whdlarks of imagination—myths,
songs, stories, paintings—make this total motivetieystem subjectively intelligible,
illuminating the underlying structures in ways vancense and feel. We live or die by
ideas not because they make good logical senss, touti because we can feel their
emotional force. Works of imagination help us datth

The imagination brings new things into the worldt those things are not made out
of nothing. They are made out of human nature, wincludes the imagination. The
most mature form of interpretive critique will thnecessarily take account of human
nature. And there’s a flip side to that coin: thesmmature form of evolutionary
psychology will necessarily take account of the gmation. All human beings are
heavily influenced by the art that surrounds theny—yths, religious beliefs,
ideologies, music, stories, poems, films, cartooasd other products of the
imagination. To gain a full understanding of hunmature, one must necessarily take
the humanities into account. The time is right. B first time in history, we now
have the conceptual equipment necessary to makat$ici sense of imaginative
experience, assimilating it to the whole, integiidtedy of our scientific knowledge.
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Evolutionary prototypes of literary behaviour

Katja Mellmann

What is writing poems, playing dramas and tellirigriss seen from an eco-
ethological viewpoint? What are the evolutionangims of ‘literary behavior'?

The projected article starts with the assumptiat titerature’ (like ‘art’, ‘music’,
etc.) is not, as a whole, a specific biological @daon but the product of very
complex and instable aggregations saveral behavioural mechanisms, which are
executed in a culturally conventionalised way. &ample, some arts make use of our
preference for symmetrical patterns, but the ewmbatry origin of this cognitive
preference is not necessarily found in art contextsrather, presumably, in mating
preferences for indicators of health and wellnass @ognitive rules for information
processing.

Other arts make use of our capacity for rhythmmgirig, while the evolutionary
context of emergence of this capacity might befrlan any forms of music, dance, or
poetry. The origin of human rhythmic behavioumdeed unknown. Perhaps it is only
a by-product of physical traits in the motor systembrain mechanisms. Or, as it
seems to occur in comparable forms among our arkinghip only rarely, perhaps it
emerged from a specific selection pressure charstoteto the human species, like the
Increase in social group size, for instance, winnopht have produced the necessity of
temporal coordination of actions. There are somggsstions for specified
behavioural adaptations for rhythmic timing; one tfem is the rhythmic
accommodation behaviour in male bonding ritualsliggv¥n H. McNeill), another one
the rhythmic interaction in mother-infant dyads|€gl Dissanayake). It is for those
cases that | use the conceppodto-formor proto-typeof art: for the assumed context
of emergence (like mating, bonding, or child cayiofjan adaptation which later in
human history became central to some forms oflie (rhythmic behaviour’). To
call an assumed paleolithic behaviour a proto-fofrart does not mean, however, that
this prototype is ‘the ancestor’ of this or thatdkiof art as we know it today; it rather
means that it was among the (many!) ancestorst af &nat it is the ancestor of one of
the (many!)behavioural component&hich are optionally employed in art today.
Indeed, what today we call ‘art’ or ‘music’ or &itature’ seems to rely on a literally
hetero-geneoumultitude of behaviours, as Lorenz Welker, ChaistLehmann et al.
have plausibly shown for music, which they consitteinvolve traits from at least
five different behavioural domains.

| take their work as a model when | ask for thela@vonary proto-forms of literary
behaviour in the projected article, and | shalhgaiand discuss existing candidates for
such prototypes. In particular, | will follow a hibby Goethe, who once spoke of
drama, epic and lyric poetry as of the three ‘ratforms’ of poetry. The so-called
genre triad on the one hand is an invention ofeilgbteenth century, because before
we only have open lists of subgenres. On the otterd, Goethe might have
discovered some biological ground in that modeissification of the epical, the
dramatic and the lyrical. My supposition, which lllwextend in the projected
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contribution, is that these three natural ‘clas¢es’the intuitive plausibility of such a
classification) come from the fact that their regpe sine qua non condition emerged
in separate evolutionary periods. Accordingly, bgest the capacity for imitation
(Aristotle’s mimesis) as the sine qua non condidrrama. As the original context
of this capacity | suspect social learning, andhallsdiscuss the question if the
premodern poetics of admiration perhaps ipratotypical characteristic of drama
stemming from this original context. As the sineaqguon condition of the epic
(Aristotle’s diegesis) | will put language. Like Have already argued elsewhere,
narrative has probably evolved together with lamgguais language itself, one could
also say, at the very beginning — and this probbbfypened in quite many contexts of
emergence, the primary among them perhaps beingcdh@munication of social
information. The third ‘natural form’, lyric poetrghall be defined not by its rhythmic
character or, more general, its sound qualitypitximity to music, as is often said),
but by the capacity for metaphoric articulationisTtapacity prerequires language (or
any comparably complex symbolic system) and thusldvonake the most recent step
in a three-step model of the evolution of verbal ar

The way of defining genres that | choose here is tikthat of André Jolles in that
he always asked for the ‘typical mental activitgriaining to and defining a genre. It
Is important to add, however, that | understand tipicality in a strictly historical
sense, that is, in the sense of an evolutionaryogypicality. Speaking of ‘natural
forms’ of poetry, | do not mean to unravel the tmat of things’ but to reconstruct a
few particular points in the in the much largergianof the evolutionary prehistory of
the arts.
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Of the emeritive

Karl Eibl

LA is a very imprecise cluster-term with roota idealistic tradition. All too
quickly it hypostatises a chimaerean ,essence’ rof $etting out to determine the
biological part of cultural phenomena one always twareckon with the possibility
that cultural phenomena indeed make use of bicdbgyceconditions and underlie
biological constraints, but that biological factase by no means in a one-to-one
relationship with cultural representations.

1. I will, therefore, suggest to distinguish atdietwo tiers. The first one concerns a
property which one can, with tolerably good consces ascribe to all arts, namely the
playful manipulation of inborn dispositions, whicls not motivated to serve
Immediate ends, but by sheer pleasure. This pleasaif is a product of evolution. It
motivates individuals to actions which have no irdrage benefit but are indeed
useful because they serve the function of exegisind calibrating the respective
abilities. Under conditions of culture the proximahechanisms can be very flexibly
manipulated (e.g. by dummies or re-interpretatioi$lese, however, are activities
which surpass by far the familiar connotative speutof ,art’ and also comprise the
,art’ of playing football or cards.

2. On this general facilitation of all arts througllay, on a second tier different arts
are based whose main characteristics are defindoeimaterial they use. Here it is
possible to distinguish between semantic and nameé&c elements. Consequently
non-semantic activities, like for instance abstrpainting or Islamic arabesques,
would have to be seen, however, as liminal casdsaffl Hanslick’'s 19th century
conception of instrumental music as ,soundinglywetform“ without any ‘program’
belongs, in theory, to this category, but in piaititerms a semantic element is of
course put into action through the relationshipceftain tone sequences and tone
combinations to particular modes of sentiment. et art of dealing with semantic
material par excellence is doubtlessly the aranglage.

3. Language is a human specific. This does, ofsmunot catapult humans out of
evolution: Also the human ability to speak is aufesf biological evolution and there
is a playful usage of language which is comparabldiuman playing with other
abilities. It spans from the babbling of infantdfte linguistic playfulness of Dadaism.
This, as it were, concerns play with the matersplezt of language, roughly speaking,
the ,signifiant’-side. But on the ,signifié¢’-sideahguage can express (because of its
representational function) almost everything ergstin the world as concept or term
and, beyond that, things which do not exist inwloeld. This is the rational nucleus of
what is sometimes, in the name of ,constructivisn@ppropriately radicalised: The
verbal fixation of facts creates a communal wordyi a big intermediate realm of
preformed understanding and ,knowledge’ which wi ,calture’. When one implies
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the idea of play to verbal art then this art islaypwhich has, in principle, at its
disposal the entire culture as ,material’.

4. Poetic texts are perceived with the same cagndéipparatus as are non-poetic
representations of the world and usually the repmesl objects correspondent to those
which are represented in non-poetic texts. Inwagy it is trivial that one can find, in
the figures of poetic texts, biologically evolveehaviours. If these behaviours exist in
reality they of course also exist anywhere in &itare. More ambitious is the attempt
to detect evolved cognitive schemata as constsuehtiterature and the horizon of
expectations of reception; in this respect resegochgrammes derived from
evolutionary epistemology and evolutionary psychglacan place the theory of
literary forms on new grounds.

5. As specific characteristic of the literary attsvould like to highlight the
figurative, non-literal quality of speech. It engomsses an enormous and
heterogeneous field of speech; of course metaphdraflegory, but also all other
forms of tropic speech: auxesis, parable, irony €&ictionality can generally be
subsumed under this, as well. Previously, | haeel to identify such modal functions
of figurative speech and — semi-seriously - termisd grammatical quality as
.emeritive’ (in analogy to indicative, conjunctivg: As mode of speech absolved
from responsibity and prima facie freed of Griceanversation maximes, which must
not and does not want to be taken ad literam,r@awertheless is not without meaning
and function. The broadest usage the emeritiveikslyl to have as mode of
entertaining conversation, the weightless, is tlezety playful moving of cognitive
content (which, still, facilitates a high degree eshotional sharing - yet void of
consequences), from humour to epos. In this corntextwell known considerations
regarding bonding function, handicap-principle atidnation would have to be taken
into account.

6. These functions of non-responsible speech cam bie joined by elements of a
new sincerity: the emeritive makes it possible Isn apeak about things of which -
because of very different, trivial as well as smoigireasons - one actually does not or
does not want or must speak at all. To put it hrieBeemingly non-responsible
speech facilitates speaking of the unspeakable, tbainspeakable body parts, pieces
of clothes to the unspeakable secrets of religitmchv can only be formulated as
paradoxical signals of liminality.
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The quest for beauty and powerful expression. Exanmes from New Guinean
poetry

Wulf Schiefenhovel

The products of verbal art, especially when, intten form, they are available for
intellectual scrutiny, have long been subject talgses of the various kinds. Greek
and Roman writers, for instance, dealt with essagems, historic accounts, religious,
political and other texts of their colleagues, cefitprs, friends and enemies very
much like art critiques today. Style, novelty, ity were among the criteria along
which pieces of written and sometimes spoken #e (§peeches) were examined.
Chinese, European, Arab and other traditions efdity criticism, therefore, exist
since long.

Quite new, on the other hand, is the evolutiongyreach to understand verbal art.
Obviously, it is, like singing and other musicat, atancing, decorative, pictorial or
architectural art a universal heritage of humankihlgis very simple fact has rarely
been mentioned in the history of art criticism, theellectual dealing with, in this
case, the writings of others. Literary analysts sgrecialists on one or perhaps a few
cultures or traditions or periods. A scientist wogkon Homer's epoi would rarely be
knowledgeable in the heroic sagas of African oraviekian tribes, not even in those
of Nordic origin. This points to the fact that degl with "literature", which does not
necessarily require, in my view, the "litera", leways been and still is, a very ethno-
centric enterprise. Very much in the vein of modeuttural anthropology, where the
singularity of the respective culture is what mates authors and readers.

Universality is, alas, not so fashionable thesesdaet, if our aim is, in the course
of all our busy scientific undertakings, to undanst something about theonditio
humana(hopefully the primum movensf the intellectual's searching mind) then there
IS, | believe, no better way to look at those wayperceive, feel, think and behave
which unite the different cultures on this eartmdA if once one has accepted
universality as an important criterion, then eviolnary explanations are likely (not
necessarily though) the ones which can provided gwbund to understand why and
how the members of all human societies make art.

My contribution deals with verbal art, unwritteteliature, "oraltur” if there were a
thing like this, from Melanesia. The inhabitantstbis second largest island of the
world have arrived at its shores about 50,000 yagosand have lived, for very long
periods of their existence, i.e. for tens of thowsaof years, in a degree of isolation to
which can probably not found anywhere else on tamgi. These Papuan societies are
the products of a veritable and long-term cultlasbratory and the formerly isolated
highland societies are particularly interesting fbe anthropologist. Their social
structures, their men's houses, warfare, cosmaogyreligious practices, subsistence
techniques (partly based on thousands of yearsmkdticating plants), their alliance
systems, cultural sexual dimorphism, love affamsl #orms of symbolic expression
have arisen from the archetypical ground of ourmm@m human origin.
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I will, in this presentation, examine some of theem-like pieces of verbal art
found in this part of the world, especially in tbelture of the Eipo (Schiefenhovel,
1976, 1991), members of the Mek group of languaged cultures in the
Western/Indonesian half of New Guinea In 1974, Eimo, an isolated Papuan ethnic
group in the rugged Highlands of West-New Guinesd kA neolithic tool kit and a
meritocratic society with horticulture, gatherimgdehunting as subsistence techniques.
They can well be seen as “modern models of thé'.pasthe course of ethnographic
and linguistic fieldwork among them it became appéarthat they had a very rich
repertoire of orally transmitted verbal art. Notlyorembodied in mythological
accounts, stories and the like (see the monograpN®lker Heeschen 1987, 1998),
but, especially, expressed in love poems and laatients over the death of a close
relative.

In these mourning songs the Eipo speak about tlipi@rmgualities of the deceased
and the fact that the bond to her or him has beetrievably lost - therimum
movensof probably all mourning in the cultures of thendo The ductus of these
songs follows real crying, probably another unigér$he words are carefully chosen
and the songs are grounded in rich metaphors piaatysign ofAnimal poeta(Karl
Eibl 2004).

The use ofertia comperationiss most striking in the texts speaking of falliagd
being in love. Women and men cast their romantidirigs in poetry, which usually
also takes the form of songs, some of them becbit& and are sung by members
of the community. The structural order and thegng imagery utilized in these texts
are exemplified in the love song created by Olebo fell in love with a married man
and expresses her feelings, drives, thoughts,amging in a way which is not second
to any high quality love poetry in sophisticatadrary urban cultures.

Why doesHomo sapienslo this? Why not express the sorrow of grief drallure
of love in everyday prose? Which are the enginésnldethe production of texts which
create mirrored emotions in the audience (cp. Eibksfeldt & Sitterlin 2007)? The
author of such poetry achieves a number of posjolals”: she/he

- can elegantly inform (especially in love songsg taddressee about the own
feelings;

- demonstrates, on the stage of the village squas#er intellectual, creative,
emotional, social, and artistic competence, thusdsing her/himself as attractive
mate (in the classic Darwinian paradigm of sexa&dcion);

- can regulate the volcanic nature of the undeglygmotion by transforming it into
poetry; this leads, in a positive feed-back, | dead, to a heightened sensation of the
feeling - this seems to be important for the foiorabf a well-functioning brain (cp.
Johnson-Laird & Oatley, 2008, who speak of “underding” emotions better through
art). Tooby and Cosmides (2008), on the other hapdak of down-recalibration
necessary to reintegrate the individual into sgciet
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- makes the case, the occasion, the experienceiéspéEllen Dissanayake 1992),
l.e. meaningful also for the others in the groumeréby contributes to the inner
condition of the community.

A number of proximate mechanisms will play a roldacilitating the production of
verbal and other art which, in the evolutionary tpas least, lives of beauty and
powerful expression.

For a foreigner to a culture like that of the Eipts by no means impossible, not
even very difficult, to understand vital elementgleeir cognitive concepts and their
symbolism - as one is made to believe if one takesoriginal version of the Sapir-
Whorf hypothesis for granted. On the contrary, cemmon origin and our common
equipment with brain functions, psychological aogmtive modules produce forms,
structures and symbolisms which an anthropologishfa completely different part of
the world has little problems to grasp. Knowledgehe local language is, of course,
essential for such enterprise, even more importatiie assistance of local teachers.
That they, true stone-age intellectuals themselerist and, even more astounding,
that they would not only be willing but keen todrret their world and their art for us
Is another, very impressive sign of universalitymans areHomo discengndHomo
docensand they look for and are fascinated by the pavdyeautiful words and that
of convincing symbolism, by stories about the exttdianary and by lyrics which elicit
tears and laughter.
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