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Summary

This thesis attempts to extract and reconstruct an aesthetic theory after the philosophy of Gilles 

Deleuze. We argue that one of the first conditions of such an aesthetics is the formula ‘without 

judgment,’ which should be read as a declaration of distantiation from what is perhaps the founding 

text of European aesthetics: Immanuel Kant’s Critique of Judgment. A major philosophical problem with 

Kant’s system is the ambiguity of the term ‘aesthetics’ which refers, on the one hand, to the science of 

a priori sensibility and, on the other, to the judgment of beauty and the creation of art through genius. 

For our purposes, ‘without judgment’ points to a theory of aesthetics subtracted from the notion of 

beauty and, more generally, subtracted from the power of judgment that ultimately depends upon a 

transcendent Law. If we apply this formula to Kant’s schema, aesthetics is immediately reduced to the 

sciences of sensation and creation. That is, it roughly corresponds to the ancient Greek concepts of 

aisthesis and poiesis. And if we consider seriously the often neglected second-half of Kant’s third Critique 

— on the teleology of nature — as an important aspect for the study of aesthetics, we can add a third 

concept: phusis. Phusis, aisthesis, poiesis: this is the framework we adopt in constructing a post-Deleuzian 

aesthetics. Each of  these concepts inform, in sequence, one of  the three chapters of  this thesis. 

 The term ‘cine-aesthetics’ refers to two further conditions of the aesthetic theory being drawn-

out here. First is the observation that Deleuze’s books on the philosophy of cinema actually thematize 

and put to work the most important concepts of his aesthetics. And they do this, more than any of his 

other considerations of the various arts — literature, theater, music, painting — in a way that comes 

the closest to forming a coherent system. So, while we analyze all of Deleuze’s writings on art and 

aesthetics, we present our findings in the language of the cinematic. Second, and more generally, we 

argue that any contemporary aesthetics must be thought within the frame of the epistemic regime of 

art that roughly defines the character of our current historical moment. In line with the Greek term  

kinesis, we call this regime ‘cinematic’ since it might be best understood by the ways in which the 

concept of movement — as well as the related concepts of time and speed — has shifted over the past 

hundred years. We show how the cinematic, understood in this way, offers a lens through which we can 

recast the last century of art history in a new  light, dispensing with any traces of Romanticism as well 

as the easy anti-aesthetics of postmodernism. But, looking back from our current ‘post-medium 

condition’ — to borrow an important term from Rosalind Krauss — the question should be not simply 

‘What is the cinematic after film?’ but rather ‘What is the cinematic without film?’ The task of the first 

chapter is to address this latter question.

 In chapter two, we analyze Deleuze’s paradoxical-sounding formulation ‘transcendental 

empiricism,’ which proposes to be an alternative to Kant’s transcendental idealism. A significant part of 
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this transcendental empiricism involves a new conception of aisthesis based upon a particular reading of 

Bergsonian and Leibnizian intuition as well as Gustav Fechner’s ‘experimental aesthetics.’ Although 

Deleuze doesn’t explicate this theory of aisthesis  in a systematic way, we attempt to reconstruct it from 

various points throughout his work. What emerges is a non-Romantic theory of intuition — devoid of 

any pious overtones of presence — that may be useful for analyzing cinematic art. In order to go 

beyond ideas concerning beauty, genius, and the ‘faculty’ of judgment — none of which are particularly 

tenable after late-19th century philosophy and aesthetics — we develop a theory of aisthesis after 

Deleuze’s transcendental empiricism. We consider this transcendental empiricism to be a particular 

manifestation of the minor lineage of ‘radical empiricism’ from William James forward, a tradition 

which combines ideas from Hume and Leibniz in a way completely other than that of  Kant. 

 While chapter two offers an alternative to Kantian aisthesis, the third chapter attempts to 

conceive of a post-Heideggarian poiesis. Although Heidegger was an insightful interpreter of Nietzsche, 

and indeed initiated a major current in Nietzsche studies, there is one very important way in which he 

consciously rejects the Nietzschian intervention in philosophy. This is Heidegger’s adherence to a 

notion of truth, even though he radically rearticulates its significance. In this thesis, ‘without judgment’ 

means not only an aesthetics subtracted from the concept of beauty, but also from the Kantian Law — 

the categorical imperative — which, despite all of Kant’s efforts to the contrary, compelled him to 

resurrect the transcendent truths or ‘ideas’ of World, Soul, and God as the postulates of practical 

reason. Poiesis for Heidegger means ‘bringing forth.’ It is the unconcealing of a world and, as such, is 

strongly associated with his conception of Ereignis, an event that ultimately bears all the marks of a 

transcendent truth. Against Heidegger’s retention of the category of truth for works of art, we offer a 

more Nietzschean conception of poiesis as fabulation. Here, the creation of art is understood as a 

‘power of the false’ that necessarily erases the cliches and habits of the status quo. This power of the 

false replaces Kant’s ‘power of judgment’ (Urteilskraft) and allows for a completely different kind of 

ethics and politics than Kant’s philosophy has allowed for.

 Finally, each chapter ends with a consideration of the cinematic art of Henri Michaux. 

Although he only produced one film, Michaux often describes his entire oeuvre — whether poetry, 

prose, ink drawings, or tachiste paintings — as ‘cinematic attempts to draw the flow of time.’ We build 

upon this sentiment and show that Michaux’s experimentation with different media was, in fact, 

motivated by the much larger aim of developing a cinematic art that adequately dealt with the problem 

of expressing time, speed, and movement. Ultimately, we argue that Michaux’s work displays the 

qualities of  what we are calling here cine-aesthetics.
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