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  Abstract 

This article proposes a reconceptualization of beauty through the lens of the Theory 

of Non-Knowledge (TNK), which denies the possibility of absolute knowledge and 

replaces truth with the functional concept of X (NS) — an arbitrary and non-con-

tradictory unit of action. In contrast to classical approaches to aesthetics, such as 

those of Plato, Kant, and Nietzsche, the article argues that beauty cannot be ration-

ally grounded, but must be understood as an operative element that mobilizes the 

subject. The author contends that beauty is that which attracts without reasons, and 

that its force lies in its capacity to provoke action. As an example, the article pre-

sents a radical and self-referential case of five geometric forms associated with the 

female body, showing that sincerity in arbitrariness reveals more about beauty than 

any universal theory. Beauty is thus restored as an existential engine, prior to dis-

course. 
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1. Introduction 

It may be that philosophy, after millennia of failed attempts, has never truly understood what the beautiful is — 

perhaps precisely because it tried to understand it. Plato idealized it; Kant universalized it; Nietzsche drove it mad. 

All sought some ultimate reason, some formal, subjective, or transcendental criterion that would justify why some-

thing attracts us. In this article, we start from the opposite premise: the beautiful is that which attracts without reasons 

— and precisely (an adverb well-suited to the exposition of reasons) for this reason it is beautiful. 

The Theory of Non-Knowledge (TNK) teaches that there is no absolute knowledge, only arbitrary and functional 

constructions that operate in the world through action. In this context, the beautiful is not an object of definition, but 

of immediate experience. It is an X (NS): an arbitrary value whose force lies not in justification, but in the impulse it 

generates. The beautiful is the engine of first action, the gesture prior to any justifiable rational system. 

The author of this text speaks here both as one who has reached the rigor of the concept and as one who would sell 

his house for a pair of curves. The same hand that writes the unity of TNK also trembles in the presence of that being 

who, by mere sight, dismantles all discourse. This is not a contradiction, but coherence — for that is precisely what 

the beautiful is: coherent with living, not with knowing. 

2. The Philosophical Tradition of the Beautiful: Attempt and Failure 

Since Ancient Greece, the beautiful has been conceived as synonymous with order, symmetry, and measure. Plato, 

in the Symposium and the Phaedrus, situates the beautiful in the world of Ideas, as a direct reflection of the Good and 

the True. For him, love is an ascending ladder that goes from desire for beautiful bodies to the contemplation of 
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Beauty itself — absolute, eternal, immutable. The beautiful is thus an object of spiritual elevation, not of immediate 

sensory pleasure (Plato, 2004). 

Aristotle, though more empirical, also maintains the link between beauty and rationality. In the Poetics, he associ-

ates the beautiful with unity, proportion, and harmony among the parts — especially in tragedy, where well-structured 

mimesis produces catharsis. The beautiful is, then, that which expresses form intelligibly, even in the most violent 

emotions (Aristotle, 1991). 

In modernity, Kant attempts to establish aesthetics as an autonomous faculty. In the Critique of the Power of 

Judgment (1790), he distinguishes the beautiful from the pleasant (which is sensory) and from the good (which is 

moral), proposing a “pure aesthetic judgment” based on the free play between imagination and understanding. This 

judgment is subjective — since it arises from the subject’s feeling — yet also universal, for it requires the “suspension 

of interests” and the communicability of pleasure. For Kant, the beautiful is a kind of universal without a concept 

(Kant, 2003). 

Nietzsche, in turn, breaks with this normative tradition. In The Birth of Tragedy (1872), he contrasts the Apollonian 

(form, order, measure) with the Dionysian (ecstasy, disorder, dissolution). The beautiful becomes, then, not that 

which reveals truth, but that which sustains it. The world can only be justified as an aesthetic phenomenon. Yet even 

here there remains a metaphysics — that of the “will to power” — still attempting to give beauty a structural role in 

the cosmos (Nietzsche, 1992). 

In the 20th century, this tension persists. Heidegger understands the beautiful as the unveiling of Being, as that 

which opens a clearing in the world for truth to appear (The Origin of the Work of Art). Adorno, in contrast, sees art 

as a place of negativity, of resistance to instrumental logic. For him, the modern beautiful is the unfinished, the 

dissonant, that which bears the scar of history (Adorno, 2003). 

Susan Sontag, in her Against Interpretation (1966), had already warned that the obsession with decoding the beau-

tiful destroys its immediate power. What matters, she argued, is not what art “means,” but what it “does.” 

It is precisely here that the rupture proposed by the TNK enters: the beautiful is not what can be explained, but 

what mobilizes. It is not that which reveals a hidden structure of the world, but that which impels us to act — without 

mediation, without concept, without universality. 

While the entire tradition has sought to justify the beautiful through transcendent ideas, formal structures, or com-

municative games, TNK recognizes the impossibility of knowing any absolute truth and restores the beautiful to its 

original place: that of the first unjustified action, that instant in which something strikes us without reason, without 

forewarning, without defense. 

This conception of the beautiful as X (NS) — an arbitrary unit of desire and movement — rejects any attempt at 

metaphysical, logical, or moral grounding. Here, the beautiful is not a matter of judgment, but an existential function. 

It is that which pulls us out of rest, that which sets us in motion, even when — and especially when — we do not 

know why. 

3. The Beautiful as X (NS): Attraction Without Reason 

The X (NS), proposed in the TNK (SOUZA, 2025), allows the beautiful to be described as that which produces 

movement without requiring any foundation. It is an operative concept: what matters is not whether it is universal, 

but whether it generates a pragmatic action coherent with the subject’s experience. 

To say that something is beautiful, then, means that it produces action without demanding justification. It is an 

operational value — and this is its great strength. The beautiful is not a concept; it is an activation. It is not an absolute 

form, but a presence that forces us to live. 

In this sense, the beautiful is neither subjective nor objective — it is operative. It does not need to be shared, only 

lived. If something moves me and is good (it gives me the will to act), without my knowing why, then it is beautiful. 

The criterion of the beautiful is its effectiveness in producing movement. 

4. The Geometry of Desire: The Case of the Five Curves 

4.1 Geometry – A Treatise on Volumes and Curves: Experience and Perception 

Let us suppose there are exactly five human senses: sight, hearing, smell, taste, and touch. While life is characterized 

in itself as the very characteristic — that is, difference itself, since “before” it there was no concept and therefore no 
manifestations — it is also assumed that the experimentation of the world is, in fact, the starting point of perception, 
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through the aforementioned five senses. 

The word geometry comes from the Greek and means “measurement of the earth,” or, in other words, the meas-

urement of space. Obviously, the sense that matters most here is sight. This is a treatise on geometry as it concerns 

the real and most relevant vision one can have, upon which all other measurements of space depend. I refer here to 

the measurements of the curves and volumes of the beautiful. It is worth noting that, in practice, those Euclidean 

figures we call a straight line (the shortest distance between two points) do not truly exist, since the beautiful, as cited 

here, concerns the beauty of human practice. Therefore, that figure will not be studied. 

But to what am I referring as the beautiful? We must note the following: here, the beautiful is taken as a primitive 

parameter, meaning it is from it that we form and name the other figures of the world. By primitive, I do not mean 

any Platonic idealism or metaphysical entity. It bears repeating that this is a treatise on practice, on the a posteriori, 

as the literal fruit of observing reality and the objects of the world. The beautiful is a parameter, the name given to 

vision itself — at least in what concerns that which is truly seen, that is, that which is truly worth seeing (after all, 

would we call the ugly “vision”?). 

By a posteriori, we should not conclude that this treatise will exhaustively collect real-world data and list every 

existing curve and volume. In fact, the aim is to induce, from an example deemed ideal, which curves and volumes 

exist in their entirety. What is the criterion of “ideal,” you ask? Well, if the knowledge presented here were absolute, 

it would have to be, at the very least, methodologically a priori (which still would not guarantee absolutism). As with 

all philosophical work, we must assume a standard human perspective: clinically healthy (though subjecting the 

philosophical agent to psychological diagnoses is logically paradoxical, since philosophy precedes science) and adult 

(of legal age in most laws). 

Since all experimentation is prone to error and false conclusions (revisable), nothing is better than choosing myself 

as the experimenter who meets the criteria of a philosopher, as stated above. I will postulate here what the five types 

of curves and their corresponding volumes in the world are, according to my observation of it. As we know, the 

advantage of experimental work, even when its results are theoretical, is that one can start the investigation from a 

minimally acceptable point of view (such as myself) rather than from metaphysical criteria, which, even when they 

approach a perfect, unbiased answer, in the end do not deal with human practice (if they deal with anything at all). 

Since I will be the one to describe the geometry of the world, we can call this work “The Elements of Euclides.” 

Any resemblance is purely coincidental. 

4.2 The Geometric Form 

The existing curves, according to observation, are five: 

1. Seius Fartus (invented neologism based on: [seius < Lat. sinus / sinuosus = curve (breasts), fold; fartus = full, 

filled, abundant]) → Emphasizes frontal volume, circumscription, and fullness: from a frontal view, two circum-

scribed circles, each with another circle inside it measuring 10% of its size, generally of a darker color. They must 

be at a distance three times their diameter from a reference point called umbigus. Both must generate a semicircle of 

one-third their area, one to the left and the other to the right, relative to cutting lines called cinturus. From a side view, 

the Seius Fartus curve gave rise, for example, to the shape of the letter “d,” that is, a semicircle cut in half. 

2. Rostus Lindus (invented neologism based on: [rostus < Lat. rostrum = face, projection; lindus < lenis (archaizing 

form) = soft, gentle]) → Suggests facial delicacy and smoothness of the central configuration: comprises an imagi-

nary horizontal line containing two shapes resembling commas lying down, about 2 cm apart; a triangular shape 

between them, slightly below, and immediately after, a semicircle whose cut is parallel to the line above, with slight 

angles at the left and right tips. 

3. Abdomenis Definidus (invented neologism based on: [abdomenis < Lat. abdomen = belly; definidus < definire 

= to delimit, to draw boundaries]) → Conveys the idea of a clearly delimited, well-proportioned contour: immedi-

ately below the Seius Fartus there are six rectangles arranged in two columns, each containing three. The umbigus 

point appears in the middle of the imaginary horizontal line formed by the last two rectangles. 

4. Bundus Grandis (invented neologism based on: [bundus < gluteus Lat. bundus = base, bottom; grandis = large, 

ample]) → Almost self-explanatory, reinforcing posterior volumetric exaggeration: immediately below the Abdo-

menis Definidus, but at the rear. Very similar to the Seius Fartus, these curves are about 2 to 3 times its size, but 

without the inner circles. 

5. Coxis Largus (invented neologism based on: [coxis < Lat. coxa = thigh; largus = wide, spacious]) → Matches 
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well the exclamation-mark geometry and lateral expansion: shaped like two exclamation marks (!!), they come im-

mediately below the previous curves. 

These are the five existing curves in the world, in the sense of being that which composes the beautiful — that 

which is truly worth seeing. Why? We will see in the next section. The volumes are nothing more than the three-

dimensional forms of these curves. Therefore, there is not much more to say. 

4.3 Geometry and Man 

You may be asking yourself: what is this criterion for deciding what is truly worth seeing and thus defining the 

existing curves and volumes? Well, the criterion is the relationship between geometry and man. Man will be devoted 

to such curves insofar as they provide him with an “animal” pleasure, inexplicable. The less he can explain why he 

feels pleasure, the more pleasure he will feel. 

As we well know, the model of man exposed here refers to myself (as the observer in the laboratory, in a purely 

experimental investigation). If you doubt the method used, note that the concept of “objectivity” is merely quantita-

tive — that is, that impression which is shared by various scientists. In the first place, one cannot prove another’s 

consciousness, at least not as identical or equivalent to mine. Behavior may be nothing more than a simulation caused 

by a larger mechanism — life itself, as the very possibility of difference (and of possibility itself as that which makes 

the other contingent). 

Considering this, man will classify as beautiful nothing more than that which he can see and nothing else. This 

may sound like begging the question, since man would already need to have in mind the definitions of the five curves 

above to use them as a criterion of observation and thus be able to see the world — even though he would need to 

have seen the world in order to list those curves (a circular argument). Well, it is begging the question! Logical 

problems do not matter in an a posteriori method. Don’t make me repeat it! That’s why it’s so easy to be a scientist. 

It is natural to assume, then, that if there were any visible shapes different from those described, one of two things 

would happen: either it is an object based on the existing curves — and thus we could say, for example, that the letter 

“d” resembles the Seius Fartus or that the exclamation mark also resembles the Coxis Largus — or the assumption 

that it is visible is false. I repeat: what good is there in seeing the ugly, after all? Or, in the end, we classify the ugly 

as that which is distanced by “x measures” (which need not matter) from the beautiful, which is what we truly see. 

That is, we could even say that the ugly is simply something less beautiful by x measures. Furthermore, the physical 

world is a mere attempt to simulate these curves. 

Man will do anything to live, to see the world through the curves that compose it. Since living is difference itself, 

it follows that dying — as its opposite, and therefore a different concept — would be absurd, since difference belongs 

to life. Thus, death would be mere rest in the nothingness from which we “came” and to which we will “return.” If 

man chose to die, he would no longer be man, as a concept that differentiates. Therefore, choosing to die is a self-

contradictory judgment. Does that matter? I already said: in practice, no. 

Thus, man lives for beauty — whether pure beauty, that is, the set of the five curves, or that which resembles it 

(the world). We have even gone so far as to rate from 0 to 10 how clearly we can see such curves (assuming, of 

course, that one is a healthy man). The closer something resembles the concepts used in the definition, the closer to 

10 the rating. 

4.4 The Future of Geometry 

As an object of practical and animal interest, geometry has no future. In fact, man’s interest in it belongs to the very 

“beginning” of existence (which we cannot truly say, since there was no concept of beginning at the beginning), in a 

primitive and unjustified way. The more man thinks about it, distancing himself from this animality, the less beauty 

he will see, for he will become aware of the arbitrariness involved in the concept of beauty (asking himself: why 

these curves and not others?) and will see (or fail to see) the world, reducing it to mere meaningless lines, devoid of 

driving force. 

4.5 Final Considerations on Geometry 

If the reader has been paying attention, a work of geometry such as this has ended up explaining the reason for 

existence itself — as concept, as form. Since to exist is to differentiate oneself, it was necessary to see curves that 

would allow us to formulate countless concepts based on them. And if man were blind, you ask? Well, suppose “blind” 
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is a name we give to a lack of sense. How do you know you are not blind to a sixth, seventh, or n-th sense? To know 

this, you would first have to know what it is like to have one of these senses, and then know that you do not have it. 

If there are supra-dimensional curves, it does not matter. We would simply describe them differently. The point here 

is only to show that it is the curves that define the fabric of reality, regardless of how they are described. In this work, 

we simply obtain observational results, given the limitations of the a posteriori method, based on the sense of sight 

— which, moreover, may be only my own, and you may have no idea what I am talking about. 

The beautiful is life, it is the reason to live. Given the importance of this concept, nothing is more fitting than to 

give a name to the set formed by the five curves and their corresponding volumes. Let us call this set woman. 

In the small ironic treatise above, entitled “Geometry: A Treatise on Volumes and Curves,” I have proposed — 

consciously and caricaturally — a classification of the beautiful based on five geometric forms derived from the sight 

of the female body. Not as a universal, but as the ultimate example of what provokes action in me without reason. 

This means that, for man, it truly matters little whether a table, for example, is circular or rectangular. These curves, 

when applied to objects, do not awaken an animal and involuntary action in him. 

What I have done there is to embrace the arbitrariness of the beautiful. By describing it as something ridiculously 

specific and personal, I have rejected the pretense of generality (after all, plurality itself lacks proof. For example: 

how could one prove that more than one mind exists? And even if it did, if the present text is a theory, then what is 

general is the beautiful as that which provokes voluntary and unjustified movement in man. Man wants, but does not 

know why!). And yet, in doing so, I have revealed something greater: the beautiful does not need to be defended, 

explained, or shared — it simply happens. 

The so-called “five curves” are thus my form of aesthetic X (NS). They represent the apex of effective arbitrariness: 

that which makes me live, desire, act — even if nothing justifies them. There is no contradiction in confessing this. 

On the contrary: it is the purest fidelity to the spirit of the New Science. 

A critical disclaimer: The reduction of the female body to 'five curves' is intentionally caricatural and reductionist. 

It is not a respectful or literal representation of women—nor is it intended to be. Instead, it is a provocative device to 

highlight the arbitrariness of all aesthetic criteria: just as classical philosophy reduced beauty to 'order' or 'harmony,' 

I reduce it to a personal, sexualized set of geometric forms to expose how all aesthetic frameworks are rooted in 

arbitrary, subjective starting points. Women are not 'the geometry of the world'—this is a hyperbolic, ironic claim to 

challenge the universalist pretensions of aesthetic theory, not a statement of fact about gender or humanity. 

5. Living for Beauty: Between Action and Surrender 

The human being, if understood as a being of action (and not of certainty), finds in beauty one of their most powerful 

sources of movement. We do not live for truths—we live for what pierces us, unsettles us, calls to us. 

Beauty is, perhaps, the name we give to that which escapes discourse yet still determines our path. It is, at once, 

the reason and the dissolution of all reason. For this reason, attempting to understand it is futile. But recognizing it 

as a driving force is essential. 

The TNK operates through a rigorous process of Nullification (SOUZA, 2025, p. 48) that systematically eliminates 

all knowledge claims, revealing them to be trapped in infinite regress—every definition requiring further definitions 

ad infinitum. This Nullification functions as an external operation that clears away all theoretical frameworks without 

falling into the trap of using knowledge to critique knowledge. What emerges from this clearing is not another phil-

osophical system but the brute ontological reality that underlies all systems: pure movement, pure action. TNK thus 

functions as a revelatory tool that strips away conceptual overlays to expose what was always already there—the 

fundamental structure of reality itself. In this post-Nullification landscape, arbitrariness ceases to be a theoretical 

defect and becomes the honest acknowledgment of how existence actually operates, with each being compelled to 

choose some X(NS)—some arbitrary unit that generates movement without justification. 

When TNK is applied to the question of beauty, it reveals that sexual attraction—for the author—functions as a 

paradigmatic X (NS): a primal, unjustified force that generates movement. The identification of beauty with the 'five 

curves' of the female form represents not a universal truth, but a deeply personal, operative example of how arbitrar-

iness manifests as a vital driving force. This is not a cosmological claim about reality’s structure, but an empirical 

acknowledgment of what, for the subject, functions as beauty’s most unshakable form of action-provocation. Sexual 

attraction, in this sense, is not the 'foundation of reality' but the author’s most potent instance of beauty as X (NS)—

a force that moves without justification, embodying TNK’s rejection of universal aesthetic criteria. 
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6. Conclusion: The Beautiful as the Truth of Action 

The Theory of Non-Knowledge frees us from the compulsion to justify the beautiful. By understanding it as X (NS), 

we place its force where it truly lies: in the action it provokes, not in the concept that represents it. 

The beautiful is not a philosophical problem — it is a vital condition. It does not want to be thought; it wants to be 

followed. In admitting that we would sell everything for a curve, we do not confess weakness; we reveal the secret 

of existence: whatever moves us without reason is truer than any system that seeks to explain it — though, of course, 

this very motor that moves without reasons could only arise from the explanatory system that produced it. And therein 

lies the contradiction inherent in the act of knowing itself. 

This isn’t a subjective or personal conclusion. It is the only possible conclusion within a system that accepts no 

concepts — and therefore, it becomes the only universal form of “truth” that remains. 

Below is how this realization unfolds: 

1. Philosophy, traditionally, seeks truth through necessary and sufficient reasons. 

2. TNK denies the very possibility of knowledge — thus, no concept is truly definable. 

3. Paradoxically, this yields a concept: that which exists precisely because it has no definition. 

4. The only thing that fits such a “concept” is that which moves me, without justification, without explanation. 

5. In my own empirical experience — and TNK forbids any method to universalize this — that force is sexual 

attraction. 

6. Therefore, only a few arbitrary geometric forms (those that visually provoke desire) constitute what I actually 

see in the world. 

7. Everything else I call beautiful is a projection or imitation of these primal curves; a desk, for example, can be 

elegant, but it will never move me the way those forms do. 

8. Hence, the woman is not merely one being among others — she is the “geometry of the world” (ironically and 

hyperbolic speaking), the only thing I truly see. 

Within the TNK, beauty is not a property of things — it is the last remaining operable unit of meaning in a world 

where knowledge has collapsed. And precisely because it resists definition, it becomes the only “universal” (even 

though there are not universals): the only thing that moves a being without needing to convince it. 

Beauty, then, is not something we understand. It is what survives when understanding fails — and guides us for-

ward anyway. 
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