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Abstract

Quignard’s reflections on art possess both theoretical and scientific dimensions. His reading of painted images simultaneously examines
the invisible behind the visible and analyzes them from an Epicurean and psychoanalytic perspective. This analysis leads to rhetorical
thought centered on the concept of the image in its broadest sense. Mastering theoretical and critical knowledge of art and utilizing his
extensive intellectual background, Quignard reinterprets significant discussions such as pictorial poetry in a novel manner and reevaluates
key concepts like mimesis from a fundamentally anthropological perspective. His thought, which bridges literary criticism and
imagination, pays particular attention to the unconscious roots of language and transcends the boundary between reason and emotion. In
this view, art is a movement in search, an experience in which knowledge encompasses an acknowledgment of primal ignorance and
intertwines with the revival of the initial passion for thought. In Pascal Quignard’s works, the relationship between knowledge and
understanding becomes one of the key concepts. He surpasses the restrictive boundaries of knowledge and perceives art as a domain for
free experience and reflection. He argues that understanding, in contrast to knowledge, has a more fluid and living nature. In this process,
imagination plays a crucial role. Quignard views art not merely as the representation of reality but as a process in which humans, through
their imagination, uncover the hidden layers of the world. This aspect is particularly essential in the interpretation of ancient paintings, as
such works often communicate in an enigmatic language that remains incomprehensible to the modern viewer. From Quignard’s
perspective, imagination serves as the necessary tool to bridge the gaps created by the lack of access to the historical context of these
works. This view is particularly evident in the study of cave paintings, where the first artist was not only an illustrator but also a storyteller,
a philosopher, and an anthropologist. Here, Quignard reminds us that engaging with ancient art means engaging with the origins of human
thought and imagination—where the first sparks of self-awareness and understanding of the world emerged. This approach to art situates
Quignard among thinkers who perceive art in profound connection with life, where truth emerges in the gaps between knowledge and
imagination, and where, through the experience of beauty, humans come closer to the depths of their own existence.

Keywords: image, invisible, meaning, moral moment, pictorial poetry, mimesis, experience, knowledge, painting.
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EXTENDED ABSTRACT
Pascal Quignard's engagement with art is a
consistent and defining feature of his work,
reflecting both a theoretical and an empirical
dimension. His reflections on art are deeply
interwoven with his literary endeavors,
creating a discourse that examines painted
images beyond their visible surface and
explores the intersection of artistic
representation  with
thought.

perspective on images moves beyond

philosophical and
psychoanalytic Quignard’s
traditional aesthetic critique to a more
profound contemplation of the invisible within
the visible, a process that he views as
essential to artistic experience (19). This
approach aligns with his larger intellectual
framework, which consistently seeks to
deconstruct conventional knowledge and
expose the underlying structures of meaning in

art and literature. His theoretical engagement

5 5 o3k Llesls IS okl ol 5l olasl 5 @)U
sl o b ogline wrlsolal a8 s 5l ol bl
S S plal ol daly pl gl LS o s
h gl b 0 e 5,5 e JSS U ) 415
e S e culi,y 0T L s syls 3 0T &S = s SlS
s o gl il gla 2l 4 &S s S 4yl

SE opl e sl g 5SS w5 AS e oSkl | Lol
OF oty Cndly @ cp g slra 5 LS o 33T 15 OL3 slne
338 g Jrgie OF Gls PG 0P Ry 4 g LS par g
L olials 5 25l S8l s jils Combad 05 5 Jlgw 5 Ll
RGNS o e LS QTﬁ‘\S-’*Syé:iUL;gﬁfw«#ﬁ

Lol 5l o Samls @SB g ol baaior
with art is particularly evident in his
discussions on pictorial poetry and mimesis,
where he challenges the Aristotelian
understanding of imitation by situating it within
a broader anthropological and psychological
context (2). Rather than viewing art as a mere
replication of reality, he interprets it as a
transformative act through which the human
imagination unveils hidden layers of meaning.
This dynamic process of interpretation is
especially critical when engaging with ancient
paintings, which often communicate in a
symbolic language that requires an active and
imaginative viewer (5). For Quignard, the act
of interpreting an artwork is an epistemological
endeavor that bridges rational analysis with
unconscious perception. He considers art an
arena where knowledge transcends its
restrictive boundaries, entering the realm of
intuitive and sensory experience (11). His

approach to artistic interpretation is therefore
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deeply intertwined with the concepts of
memory, imagination, and the human psyche.
Quignard’s analysis of ancient paintings,
particularly cave paintings, underscores his
conviction that art functions as a site of primal
storytelling. He asserts that the earliest artists
were not merely illustrators but also
philosophers and anthropologists whose work
encapsulated complex narratives of human
experience (15). He suggests that these
images serve as compressed forms of
storytelling, retaining their enigmatic force
despite the passage of millennia (3). In this
sense, Quignard draws an implicit parallel
between prehistoric cave paintings and
modern literary expression, both of which, in
his view, operate through a language of
suggestion and symbolic resonance. His
analysis is grounded in the idea that the
interpretation of such images requires a form
of speculative reconstruction, in which
imagination plays a central role (4). He argues
that historical distance renders these images
partially inaccessible to modern viewers,
necessitating an interpretative approach that
integrates sensory intuition with theoretical
inquiry.  This  perspective  challenges
conventional methods of art historical analysis,
which often privilege empirical data over
imaginative reconstruction (9). Quignard’s
method, by contrast, recognizes the inherent
limitations of historical knowledge and
embraces the speculative potential of artistic
engagement. This emphasis on imagination as

an interpretative tool situates his work within a

broader tradition of thinkers who perceive art
as a bridge between knowledge and
experience. In this framework, the act of
viewing an artwork becomes an exercise in
epistemological inquiry, one that requires the
viewer to navigate between the known and the
unknown (6). His reflections on cave paintings
thus extend beyond aesthetic appreciation,
engaging with fundamental questions about
the nature of human perception and the role of
art in shaping historical consciousness.

The concept of "the invisible within the visible"
is a central theme in Quignard's exploration of
art, particularly in his discussion of the ethical
and existential dimensions of painting. He
engages  with  classical philosophical
discourses on vision, referencing the Socratic
dialogue with Parrhasius as an example of
how painting operates on multiple levels of
representation (5). In this dialogue, painting is
described as a medium that transitions from
the representation of the visible to the
revelation of the hidden dimensions of human
experience. Quignard reinterprets  this
framework by stripping it of its religious
connotations, instead positing that the
"invisible" in painting is not a divine presence
but rather an expression of the fundamental
ambiguity of human perception (5). His reading
of ancient paintings emphasizes their capacity
to convey psychological depth, arguing that
they serve as windows into the unconscious
impulses of their creators (11). This
perspective aligns with his broader literary

philosophy, which is deeply concerned with
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the ways in which language, image, and
memory intersect. He suggests that the
experience of viewing a painting is akin to an
act of translation, in which the viewer must
decipher the encoded meanings embedded
within the artwork (2). This process, he argues,
is not merely intellectual but also affective, as
it engages the emotions and sensory faculties
of the viewer in a way that conventional
knowledge systems cannot (17). By situating
artistic interpretation within this affective
domain, Quignard challenges the traditional
separation between aesthetic appreciation
and philosophical inquiry. His approach
foregrounds the idea that art is not simply an
object of contemplation but an active field of
experiential and cognitive engagement.

Quignard’s reflections on art extend into the
realm of rhetoric and poetics, where he
interrogates the historical relationship between
painting and literature. He revisits the classical
debate on the sisterhood of the arts,
guestioning the validity of Horace's dictum "ut
pictura poesis" ("as is painting, so is poetry")
(5). While he acknowledges the historical
significance of this analogy, he critiques its
Renaissance reinterpretation, which he sees
as having distorted the original meaning of
pictorial poetry (12). Rather than equating
poetry with visual representation, Quignard
proposes that both forms of artistic expression
derive from a common source: the human
impulse to capture and communicate
experience. He argues that painting, like

poetry, is an act of compression, in which

complex narratives and emotions are
condensed into a single moment of visual or
verbal articulation (14). This idea is particularly
evident in his analysis of Roman frescoes,
where he identifies a form of "suspended
temporality” that resists linear storytelling (4).
He suggests that these images do not merely
depict scenes but rather evoke a state of
anticipation, capturing the moment just before
an action unfolds (4). This notion of
prefiguration aligns with his broader theory of
artistic representation, which views art as a
medium that simultaneously reveals and
withholds meaning (19). His engagement with
these themes underscores his belief that art, in
both its visual and literary forms, operates
through suggestion rather than explicit
statement. This perspective challenges the
conventional distinction between narrative and
image, proposing instead that both forms rely
on the viewer or reader's imaginative
participation.

Quignard’s work ultimately redefines the
relationship between knowledge and artistic
experience, proposing an  alternative
epistemology that privileges perception,
intuition, and memory over empirical analysis.
He argues that traditional modes of knowledge
production often obscure the deeper
resonances of artistic expression, reducing
works of art to objects of historical
classification rather than sites of lived
experience (5). His critique of academic
discourse is rooted in a broader skepticism

toward the rigid compartmentalization of
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knowledge, which he sees as antithetical to
the fluid and dynamic nature of artistic
engagement (11). He proposes instead a
model of interpretation that embraces the
uncertainties and ambiguities inherent in art,
allowing for multiple readings that evolve over
time (9). This approach aligns with his broader
literary  philosophy, which consistently
challenges fixed meanings and emphasizes
the transformative power of language and
image. By foregrounding the affective and
imaginative dimensions of artistic
interpretation, Quignard situates his work
within a tradition of thinkers who view art as a
mode of inquiry rather than a mere object of
study (15). His reflections on painting,
particularly ancient and pre-modern works,
reveal an enduring concern with the ways in
which art shapes and is shaped by human
consciousness.

In conclusion, Quignard's engagement with art
presents a compelling re-evaluation of the
intersection between knowledge, imagination,
and perception. His theoretical approach,
which integrates literary criticism, philosophy,
and psychoanalysis, offers a nuanced
understanding of how art functions as both a
site of memory and a field of creative
transformation. His reflections on painting
challenge traditional aesthetic theories,
proposing instead an interpretative model that
foregrounds the experiential and affective
dimensions of artistic engagement. By
positioning art as a space of epistemological

and existential inquiry, Quignard underscores

its role in shaping human understanding
beyond the confines of empirical knowledge.
His work invites a reconsideration of the ways
in which we engage with images, emphasizing
the necessity of imagination in the act of
interpretation. Through his exploration of the
"invisible within the visible,” he ultimately
reaffirms art’s capacity to transcend historical
and conceptual limitations, offering instead a
vision of artistic experience as an open-ended

and continually evolving process.
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