HEIDEGGER’S “ORIGIN OF THE WORK OF ART”

I
"Art as a Site of Truth"

Truth as accordance or the "correctness" of statements is derivative of the essence of truth. Thus, measuring the truth-value of art in terms of its poor accordance (homoiosis) with a pre-given model, measuring art within the representative determination of truth, is also derivative. Truth is not an "abstract universality." The essence of truth reveals itself as the sited disclosedness that allows beings to come into the region of unconcealment; the essence of truth accompanies the founding of essential history and the ek-sistent questioning, essential to humanity, that is philosophy.


It is here that the discordance of truth (as model) and art (as poor copy) breaks down, when we look to art and truth in their essence. That is, rather than the "false" copy that presents a pale shadow of little resemblance to the original, art in its essence is a site for the founding project that is essential truth. But for this to be the case we must rethink that which constitutes the essence of the work of art: if the work of art is not to be referred to an external, pre-given model for its measure of truth, what is its standard, its end, its arche and telos? What is the origin of the work of art?


Origin means that from and by which something is what it is as it is. What something is, as it is, we call its essence, nature, or Being. The origin of something is the source of its nature. Perhaps we will jump to the assertion, if our bent is a broadly romantic one, that the source of the work of art in its essence is the artist. Or, perhaps, we see the work of art as a result of contextual relations beyond its usually determined frame of reference, or even that of the artist; the work of art is a reflection of socio-economic conditions; or, the work is a function of discursive and non-discursive forces. Before we jump to these obvious conclusions we should keep in mind that the work of art's essence is to be held open; we are not to quickly plug in the representational concept and move on to more pressing matters. We have said that the source of the work of art is not necessarily an external, pre-given standard. But certainly the work of art needs an artist, and certainly the artist is somehow integral to the work. So the work needs artist, but is the chain of "causality" finished here? What makes the artist an artist? Artists are artists in as much as they relate in some way to a third term: art. But where does "art" exist? What is art? Certainly art cannot exist apart from particular works of art. We only find art where we have found a work of art. The circle is now complete: work needs artist, artist needs art, and art needs work. We must inquire, then, into the work of art in terms of the totality of this circle.


What is the work of art, and what makes it a work of art, if none of the three elements in themselves is a singular cause? What is common to all works of art?  All works of art are things. "The picture hangs on the wall like a rifle or a hat....Works of art are shipped like coal from the Ruhr and logs from the Black Forest. During the First World War Hölderlin's hymns were packed in the soldier's knapsack together with cleaning gear. Beethoven's quartets lie in the storerooms of the publishing house like potatoes in a cellar" (Heidegger, "The Origin of the Work of Art" 1971a, 19; hereafter cited as "OWA"). All works of art have a particular "thingly" character. At first glance this does not seem to get at anything important or essential in the work. Certainly the work is a thing, we say, but it is also more; the work of art "says something other than the mere thing itself is, allo agoreuei" ("OWA" 19). But this allegorical or symbolic interpretation of the work itself presumes the work as thing or substance to which the "something more" is attached. "But even the much-vaunted aesthetic experience cannot get around the thingly aspect of the art work. There is something stony in a work of architecture, wooden in a carving, colored in a painting, spoken in a linguistic work, sonorous in a musical composition" ("OWA" 19). What, then, is this thingly character?

ii
"Thing and Work"

What is a thing as thing? One prevalent notion of the thing is that it is the union of an irreducible stuff and the manner in which that stuff is distributed: "That which gives things their constancy and pith but is also at the same time the source of their particular mode of sensuous pressure--colored, resonant, hard, massive--is the matter in things. In this analysis of the thing as matter (hule), form (morphe) is already co-posited. What is constant in a thing, its consistency, lies in the fact that matter stands together with a form. The thing is formed matter. This interpretation appeals to the immediate view with which the thing solicits us by its looks (eidos). In this synthesis of matter and form a thing-concept has finally been found which applies equally to things of nature and to use-objects" ("OWA" 26-7).


Does this definition of the thing arrive at what, first of all, strikes us "thingly": "its independent, self-contained character" ("OWA" 25)? (Let us call this its "phusis-quality"). Throughout the metaphysical tradition the form-matter (or form-content) distinction has proved a formidable concept: "Form and content are the most hackneyed concepts under which anything and everything may be subsumed. And if form is correlated with the rational and matter with the irrational; if the rational is taken to be the logical and the irrational the alogical; if in addition the subject-object relation is coupled with the conceptual pair form-matter; then representation has at its command a conceptual machinery that nothing is capable of withstanding" ("OWA" 27).


The form-matter distinction speaks most directly to the character of that type of thing that is also equipment. Equipment is what is made through the distribution or forming of matter in a particular way. The usefulness of the equipment determines the manner of the distribution of matter and the type of matter selected--i.e., hard matter, perhaps a type of metal, distributed such that there is a sharp edge if we are to make an axe for the purpose of chopping fire-wood. Equipment is self-contained, rests in itself, as does the "mere" thing (the rock, the tree) and the work of art. All are things, are thingly. However, the equipment is not self-sufficient; it exists "in-order-to" perform a task. The art work seems closer to the mere thing in being self-sufficient. Yet, in being man-made, the work of art and the piece of equipment seem akin. The piece of equipment, in standing in some way between the mere thing and the work of art, may be able to tell us something about what is thingly in the thing and what is workly in the work.


We have said that the matter-form distinction has come, throughout the metaphysical tradition, to be treated as the truth of all entities. This inclination "receives a yet additional impulse from the fact that on the basis of a religious faith, namely, the biblical faith, the totality of all beings is represented in advance as something created, which here means made" ("OWA" 29). Within the Thomistic tradition, for instance, "the ens creatum is conceived as a unity of materia and forma" ("OWA" 30). This Christian distinction relies on the uprooting of the original Greek distinction of morphe/eidos-hule. The medieval distinction survives into modern thinking and becomes progressively removed from the essential thinking that first articulated it in Plato and Aristotle. No longer is the distinction a matter for the most thoughtful reflection; rather, in its self-evidence it is passed over. Because it is not the focus of essential thinking, because it is all too obvious, the matter-form distinction "turns out to be an assault upon the thing" ("OWA" 30). 


In as much as thing-concepts are handed down to us unquestioned within the unfolding of the tradition, and in as much as they guide our thinking about beings in general, thing-concepts preconceive "all immediate experience of beings. The preconception shackles reflection on the being of any given entity. Thus it comes about that prevailing thing-concepts obstruct the way toward the thingly character of the thing as well as toward the equipmental character of equipment, and all the more toward the workly character of the work" ("OWA" 31). Through the "destruction" of the concepts of the tradition, we achieve a stripping away of the layers of accepted ideas that have been handed down and encrusted upon the thing, obstructing its self-showing; this results in a "step-back" to the primordial thinking that discloses, and allows unconcealment, for the first time. In the destructive stripping away of the concepts that assault and obstruct the self-showing of the thing, the letting-be of beings which marks essential humanity is allowed to happen. "We ought to turn toward the being, think about it in regard to its being, but by means of this thinking at the same time let it rest upon itself in its very own being" ("OWA" 31).


We are having a difficult time describing the thing; we see that even the venerable form-matter distinction falls short. The thing does not offer itself readily to thought--much less conceptual reduction. Perhaps this stubborn resistance, this self-contained independence of the thing, is what belongs to it most properly ("OWA" 31-2). We have called this its phusis-quality, and will see how this is what is "earthly" in a work. 


We wish to find the equipmental character of equipment, in order to delineate the thingly character of the thing and the workly character of the work. But how do we get to this equipmental character? We must avoid the usual concepts in finding this character. So, we will turn to the phenomenon of equipment and describe it apart from any philosophical theory. 


If we turn to a pair of peasant shoes, as visually realized by Van Gogh, do we get at the equipmental character of equipment? The equipment is in its usefulness. The peasant shoes are in their essence in their use: when being worn in the field, when the peasant woman forgets about them. [cf BT]. "It is in this process of the use of equipment that we must actually encounter the character of equipment" ("OWA" 33).


It would seem, then, that the painting can tell us nothing about the equipmental being of equipment. In the painting the shoes stand there alone and empty. The work-context is not represented. 

And yet--


From the dark opening of the worn insides of the shoes the toilsome tread of the worker stares forth. In the stiffly rugged heaviness of the shoes there is the accumulated tenacity of her slow trudge through the far-spreading and ever-uniform furrows of the field swept by a raw wind. On the leather lie the dampness and richness of the soil. Under the soles slides the loneliness of the field-path as evening falls. In the shoes vibrates the silent call of the earth, its quiet gift of the ripening grain and its unexplained self-refusal in the fallow desolation of the wintry field. This equipment is pervaded by uncomplaining anxiety as to the certainty of bread, the wordless joy of having once more withstood want, the trembling before the impending childbed and shivering at the surrounding menace of death. This equipment belongs to the earth, and it is protected in the world of the peasant woman. From our of this protected belonging the equipment itself rises to its resting-within-itself. ("OWA" 33-4)

For the peasant woman, equipment withdraws into usualness. In the work we see the equipmental character of equipment: "The repose of equipment resting within itself consists in its reliability" ("OWA" 35). In discussing equipment here, have we not discovered something about the workly character of the work? The truth of the being, for instance equipment, or more particularly shoes, withdraws into its context of references. The shoes, or a hammer, only are, in their truth as equipment, in as much as they withdraw. The carpenter's hammer withdraws; its being as reliability does not arise; rather, it is obstructed by the in-order-to structure of the carpenter's world: what arises is the need for the shelves he is making, in-order-to store books more orderly, in-order-to...


However, in the work, outside of an equipmental context, the being arises for the first time. It is in Van Gogh's painting that we see the truth of the shoes as equipment: reliability. The nature of the shoes in the painting is not a matter of mere "subjective" interpretation, nor is a "pathetic fallacy." Rather, it is what shows itself in the shoes through the work. It is only in the work that the equipment "appears" as it is ("OWA" 36). [BT appearing = phenomena]


"The nature of art would then be this: the truth of beings setting itself to work" ("OWA" 36). The being is brought to a stand in the work. To bring to a stand, to set into work, is techne [cf. IM].


"The work...is not the reproduction of some particular entity that happens to be present at any given time; it is, on the contrary, the reproduction of the thing's general essence" ("OWA" 37). This general essence or presencing is not a pre-given Platonic idea to be copied; rather, the being "essences" or presences (Wesen = essence; as a verb, it means to presence) for the first time in the work. "The art work opens up in its own way the Being of beings. This opening up, i.e., this deconcealing, i.e., the truth of beings, happens in the work. In the art work, the truth of what is has set itself to work. Art is truth setting itself to work. What is truth itself, that it sometimes comes to pass as art? What is this setting-itself-to-work?" ("OWA" 39).

iii
"World and Earth"

In what way is truth set into work in the work? (We should keep in mind our earlier discussion of the essence of truth; that is, truth as accordance is not what is set into the work; rather, the primordial essence of truth, un-concealing, happens in the work). We said that truth is set to work in the work in the example of the Van Gogh painting in as much as the shoes show themselves as they are for the first time in the work. In order to answer this question of the nature of the truth set to work, let us turn to another example, one which "cannot be ranked as representational art" ("OWA" 41). 

A building, a Greek temple, portrays nothing. It simply stands there in the middle of the rock-cleft valley....The temple and its precinct, however, do not fade away into the indefinite. It is the temple-work that first fits together and at the same time gathers around itself the unity of those paths and relations in which birth and death, disaster and blessing, victory and disgrace, endurance and decline acquire the shape of destiny for human being. The all-governing expanse of this open relational context is the world of this historical people. ("OWA" 41-2)

What is the "world" of a historical people? And how does the work hold "open the Open of the world"? ("OWA" 45). 

A stone is worldless. Plant and animal likewise have no world; but they belong to the covert throng of a surrounding into which they are linked. The peasant woman, on the other hand, has a world because she dwells in the overtness of beings, of the things that are. Her equipment, in its reliability, gives to this world a necessity and nearness of its own. By the opening up of a world, all things gain their lingering and hastening, their remoteness and nearness, their scope and limits. In a world's worlding is gathered that spaciousness out of which the protective grace of the gods is granted or withheld. ("OWA" 45).

(cf on world: halliburton, Vycinas) (BT) (FN: p44, contra Jameson) (FN: on world in "The Thing").


We see in the example of the temple, in its opening of a world of a historical people, that the work's self-subsistence is no the New Critical autonomy of the work as object. The work's standing in itself is not a standing apart from "history." Rather, only in as much as it arises within the open of a context of significance, the world of a historical people, is there the self-subsistence of the work. When works of art are taken from their own proper sphere, the realm in which the work properly belongs, "the realm that is opened up by itself" ("OWA" 41), when works are amassed in a "collection," museum, or literary critical edition, then the work of art is withdrawn from its world--and uprooted from the earth. Works in the museum become objects standing before us, or worse yet, dissolved into a relational system. "Their standing before us is still indeed a consequence of, but no longer the same as, their former self-subsistence. This self-subsistence has fled from them. The whole art industry, even if carried to the extreme and exercised in every way for the sake of works themselves, extends only to the object-being of the works. But this does not constitute their work-being" ("OWA" 41).


The work emerges out of itself and rests in itself (is self-contained and subsisting) in its opening of a space, the space of its own arising, in its opening of an open region of relations and meanings; the work self-emerges in its world. The work creates its place and first defines and delineates what arises in this place. (cf. place in IM) (eg. of statue vs abs. space). 

Standing there, the building rests on the rocky ground. This resting of the work draws up out of the rock the mystery of that rock's clumsy yet spontaneous support. Standing there, the building holds its ground against the storm raging above it and so first makes the storm itself manifest in its violence. The luster and gleam of the stone, though itself apparently glowing only by the grace of the sun, yet first brings to light the light of the day, the breadth of the sky, the darkness of the night. The temple's firm towering makes visible the invisible space of air. The steadfastness of the work contrasts with the surge of the surf, and its own repose brings out the raging of the sea. Tree and grass, eagle and bull, snake and cricket first enter into their distinctive shapes and thus come to appear as what they are. ("OWA" 42)


The work is the arising of the self-emerging within a world. Self-emerging and resting in itself is phusis. (cf. other references to phusis). This self-emerging of all things is the ground of humanity's dwelling: "earth." "The Greeks early called this emerging and rising in itself and in all things phusis. It clears and illuminates, also, that on which and in which man bases his dwelling. We call this ground the earth. What this word says is not to be associated with the idea of a mass of matter deposited somewhere, or with the merely astronomical idea of a planet. Earth is that whence the arising brings back and shelters everything that arises without violation. In the things that arise, earth is present as the sheltering agent" ("OWA" 42). (cf. on earth: Halliburton/Vycinas) (cf. Richardson and "BDT" on dwelling).

(Para. on earth as sung forth, or articulated).


Earth is the sheltering arche of human existence: it arises our of itself, but it also rests back in itself. This is phusis. Phusis is a poiesis, as a bringing forth out of itself, in an exemplary sense. (cf. Halliburton). Thus, the work's opening of a world and setting forth of earth is a bringing forth of that which arises and rests in itself; it is a "pro-ducing." "But just as the work requires a setting up in the sense of a consecrating-praising erection, because the work's work-being consists in the setting up of a world, so a setting forth is needed because the work-being of the work itself has the character of setting forth. The work as work, in its presencing, is a setting forth, a making" ("OWA" 45).


Whereas equipment uses up the matter of which it is fabricated such that the matter disappears into the usefulness of the equipment, the work sets forth its material for the first time by bringing it into the Open of the work's world; in this way, "[t]he work lets the earth be an earth" ("OWA" 46). In the work, phusis, the thingly, is most radiant. "The rock comes to bear and rest and so first becomes rock; metals come to glitter and shimmer, colors to flow, tones to sing, the word to speak. All this comes forth as the work sets itself back into the massiveness and heaviness of stone, into the firmness and pliancy of wood, into the hardness and luster of metal, into the lighting and darkening of color, into the clang of tone, and into the naming power of the word" ("OWA" 46).


Earth, or phusis as what is set forth in the Open, is essentially self-secluding. Earth resists penetration or conceptual representation. 

Color shines and wants only to shine. When we analyze it in rational terms by measuring its wavelengths, it is gone. It shows itself only when it remains undisclosed and unexplained. Earth thus shatters every attempt to penetrate into it. It causes every merely calculating importunity upon it to turn into a destruction....The earth appears openly cleared as itself only when it is perceived and preserved as that which is by nature undisclosable, that which shrinks from every disclosure and constantly keeps itself closed up....The earth is essentially self-secluding. To set forth the earth means to bring it into the Open as the self-secluding. ("OWA" 47).

Earth, as with the thing, is what phenomenally arises and shows itself, as it is set forth, out of itself; that is, it arises out of itself in as much as it is not determined or measured by external standards or concepts. For this reason, it is the ever-self-contained and subsisting. If we, in a representational manner, posit the truth of the phenomena, of light for instance, in an essence--in this case the scientific equations and theories of wavelength--beyond the phenomena, then the phenomena withdraw; our perception of the brightness and shining of light can only arise, then, as the "artificial" effect of what is "actual": the wavelength.


We have approached the workly character of the work in our discussion of world and earth: the work-being of the work is the unity of the setting up of a world and the setting forth of earth. This unity in the work is a unity of that which essentially differs. This difference does not constitute a purely negative destructive conflict, nor does it constitute an pure opposition of totally unrelated, thus indifferent, parts. "In essential striving, rather, the opponents raise each other into the self-assertion of their natures" ("OWA" 49). The work sets up a world and sets forth the earth; in so doing, the work gathers and institutes this strife. This is the unity of the work itself: the gathering-striving of earth and world. That is, we do not say that the work's self-standing and repose in itself are a result of its clear external delimitation and differentiation--i.e., as bounded image of an idea, as image of God, or as autonomous object. We do not say that the book, for instance, is in itself in its external delimitation, i.e., from cover to cover, or first to last word. If that were the case, the source of the book's order would not be its resting in itself; rather, its order and limits would be derived from external relations; the book would be derived from the pre-existing. (FN; on peras as internal limit [phusis 245] and Deleuze's internal difference; vs. Derrida's difference and vs. Barthes' text). Thus, the unity and order of the work is in its own self-emerging and resting in itself; we have seen that this unity is the gathering-striving of world and earth.

IV
"Truth and Art"

We said that the work is the happening of truth. We have also said that truth, in its essence as un-concealedness, is a primal conflict. (cf. polemos). "The nature of truth is, in itself, the primal conflict in which that open center is won within which what is, stands, and from which it sets itself back into itself....World and earth are always intrinsically and essentially in conflict, belligerent by nature. Only as such do they enter into the conflict of clearing and concealing" ("OWA" 55). Thus, truth itself, the institution of the primal conflict, is at work in the work and not merely a true thing.


Truth happens in the work. Thus, the work is the bearer of this happening. We are again confronted with the self-sufficiency or thingly nature of the work--which we have as yet not defined. The work is what, to our thinking, is "worked," effected, or created. But what is the nature of the createdness that defines the work? "We think of creation as a bringing forth. But the making of equipment, too, is a bringing forth" ("OWA" 58). Thus, we'll distinguish between the bringing forth that is "creation" ("pro-ducing") and that which is a "making." What unites artistic creation and equipmental making would seem to reside in the Greek word used for both sphere of activity: techne. Both activities, as techne require craftsmanship ("OWA" 59). However, techne, in its essence, does not denote craftsmanship or art for the Greeks. Rather, it is a "mode of knowing" ("OWA" 59). 

To know means to have seen, in the widest sense of seeing, which means to apprehend what is present, as such. For Greek thought the nature of knowing consists in aletheia, that is, in the uncovering of beings. It supports and guides all comportment toward beings. Techne, as knowledge experienced in the Greek manner, is a bringing forth of beings in that it brings forth present beings as such beings out of concealedness and specifically into the unconcealedness of their appearance; techne never signifies the action of making. ("OWA" 59)

Both the artist and craftsman (as technites), in setting forth the work or the equipment, bring forth and place into appearance the beings for the first time--in the midst of Being that arises out of its own accord, phusis ("OWA" 59).


So rather than craft, we must turn to the work, the fulfilment of the creative act (energeia), in order to see the nature of creation. In the work is the accomplishing of truth. Truth is un-truth, not as falsity, but as the double refusal or concealment proper to truth as un-concealment. Truth is the self-establishing of openness in the Open as the sphere of the primal conflict of clearing and concealing. "[I]f the nature of the un-concealedness of beings belongs in any way to Being itself (cf. Being and Time, §44), then Being, by way of its own nature, lets the place of openness (the lighting-clearing of the There) happen, and introduces it as a place of the sort in which each being emerges or arises in its own way" ("OWA" 61). This happening of the openness of beings (essential truth) is historically sited. 

One essential way in which truth establishes itself in the beings it has opened up is truth setting itself into work. Another way in which truth occurs is the act that founds a political state. Still another way in which truth comes to shine forth is the nearness of that which is not simply a being, but the being that is most of all. Still another way in which truth grounds itself is the essential sacrifice. Still another way in which truth becomes is the thinker's questioning, which, as the thinking of Being, names Being in its question-worthiness. By contrast, science is not an original happening of truth, but always the cultivation of a domain of truth already opened. ("OWA" 61-2)


Creation is this establishing of truth in the work; it is the "bringing forth of a being such as never was before and will never come to be again. The bringing forth places this being in the Open in such a way that what is to be brought forth first clears the openness of the Open into which it comes forth" ("OWA" 62). The rift (Riss) of the conflict of lighting-concealing and of world-earth is the gathering of "the opponents into the source of their unity by virtue of their common ground" ("OWA" 63). Truth is incorporated as a strife within a being brought forth in the Open. The strife or rift brought forth is figure, shape, Gestalt, or morphe. Createdness is "truth's being fixed in place in the figure" ("OWA" 64). Gestalt is the gathering and placing into appearance (morphe) that accomplishes itself as work (ergon). Equipmental making, in "using up" its material and dismissing itself in favour of the in-order-to context beyond itself, is never an establishing or happening of truth. The createdness of the work, the "that it is" of creation shows forth luminously in contrast to the withdrawal of the equipment into serviceability ("OWA" 65).


The work only is in the manner of a preserving knowing relation to it. This knowing is the willing essential to human ek-sistence. 

The willing here referred to, which neither merely applies knowledge nor decides beforehand, is thought of in terms of the basic experience of thinking in Being and Time....The resoluteness [Entschlossenheit = (literally) unclosedness] intended in Being and Time is not the deliberate action of a subject, but the opening up of human being, out of its captivity in that which is, to the openness of Being....Willing is the sober resolution of that existential self-transcendence which exposes itself to the openness of beings as it is set into work. ("OWA" 67).

(cf. relation to Noein in IM). The work is not a work where it is an object of aesthetic enjoyment. Only when it is a site of human exposing ek-sistence: where Dasein responds in a questioning way to that which shows itself and offers itself to thought in the work.


For this reason, it seems, in retrospect, that we cannot properly ask the question of the thingly nature of the work--at least not without forcing the work ahead of the time into arising "as an object that is simply there" ("OWA" 69). But from the perspective of the work, the thingly nature of the work is earth. "In the earth, however, as essentially self-closing, the openness of the Open finds the greatest resistance (to the Open) and thereby the site of the Open's constant stand, where the figure must be fixed in place" ("OWA" 69). Thus, we see the thingly in the thing in its belonging to earth, its self-closure and emergence in a world. Just as we only see the equipmental character of equipment in the work, so too we only see the thingly character of the thing in the work.


Art is the origin of the work and artist (as creator and as preserver). Art is "the creative preserving of truth in the work. Art then is the becoming and happening of truth" ("OWA" 71). Truth is not the pre-existing that becomes manifest; it "happens only as the openness is projected, sketched out, that makes its advent in thrownness" ("OWA" 71). (note these as structures of Dasein).


Truth happens in the manner of being composed--as the poet composes poetry. All art is essentially poetry ("OWA" 72). Poetry is the lighting projection of truth (poiesis). Poetry, as linguistic art, is only one mode of this lighting projection. Thus, in saying all art is essentially poetry, we mean poetry in the broad sense. Yet, the linguistic work, the poem, occupies a place of priority within the arts. This is because language, in its essence, is not communication. Language is the essential articulation and bringing to appearance of things. "Where there is no language, as in the being of stone, plant, and animal, there is also no openness of what is, and consequently no openness either of that which is not and of the empty. Language, by naming beings for the first time, first brings beings to word and to appearance" ("OWA" 73). [Paragraph on language: as articulation of attuned under.; as logos, as response to the call (of being, history, tradition, language), on reflected splendour (SR), as poetry (PLT xxi)].


Language in its naming power is projective saying, the release of a throw. 

Projective saying is poetry: the saying of world and earth, the saying of the arena of their conflict and thus of the place of all nearness and remoteness of the gods. Poetry is the saying of the unconcealedness of what is. Actual language at any given moment is the happening of this saying, in which a people's world historically arises for it and the earth is preserved as that which remains closed. Projective saying is saying which, in preparing the sayable, simultaneously brings the unsayable as such into a world. ("OWA" 74)

Thus, language is essentially poetry. "The nature of art is poetry. The nature of poetry, in turn, is the founding of truth" ("OWA" 75). The founding of truth that happens in art, essential poetry, and the naming of language exists as a going beyond things as they are in order to bestow new meanings and relations, in order that the founding is truly a founding. "What art founds can therefore never be compensated and made up for by what is already present and available. Founding is an overflow, an endowing, a bestowal" ("OWA" 75). This founding of truth is also a grounding in the earth of a historical people as disclosed in world. Finally, founding has the character of beginning, a beginning which, as arche and telos, has the beginning and end within itself. "A genuine beginning, as a leap, is always a head start, in which everything to come is already leaped over, even if as something disguised. The beginning already contains the end latent within itself" ("OWA" 76). The end is latent within the beginning much as, for Aristotle, beings out of phusis have their beginning and end within themselves; i.e., the full grown oak is latent within the acorn.


When the mystery that is Being is responded to authentically, when the thinking of Being is achieved, in ek-sistent exposure, when the articulation of attuned understanding achieves itself in the thrown project, then the founding of the truth occurs, the arising of the openness of beings in the Open occurs. This essential founding occurred primordially, for the West, with the thinking of the ancient Greeks. "Always when that which is as a whole demand, as what is, itself, a grounding in openness, art attains to its historical nature as foundation. This foundation happened in the West for the first time in Greece" ("OWA" 76). Western history since then has been the unfolding of this primordial founding--with twists in the fabric along the way. 

What was in the future to be called Being was set into work, setting the standard. The realm of beings thus opened up was then transformed into a being in the sense of God's creation. This happened in the Middle Ages. This kind of being was again transformed at the beginning and in the course of the modern age. Beings became objects that could be controlled and seen through by calculation. At each time a new and essential world arose. ("OWA" 77).


Art lets truth originate. "To originate something by a leap, to bring something into being from out of th source of its nature in a founding leap--this is what the word origin (German Ursprung, literally, primal leap) means" ("OWA" 77-8). Art is by nature an origin: "a distinctive way in which truth comes into being, that is, becomes historical" ("OWA" 78). 


A question hauntingly enters the scene: can art be, for us today, an origin? Is Hegel correct in asserting that art in its highest vocation, as "the highest manner in which truth obtains existence for itself" (qtd. in "OWA" 80), is "something past"?

