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1solated, ref]ectjng two broad_“tendenc1es.

-ana1ytica1—positiVjst<paradigm.' A 1inear-t ol

- situation was drawn up, and a content analysi

R ex1stent1a] components

— /
. . _‘///

ABSTRACT

This study examined major Dh\]gi phikal ‘underpinnings of

‘the

aeSthetic education to find out:whethe e offered a sufficieht1y

_'.comprehens1ve framework for the art eouqator\s purposes. It was\

assumed that an examination of Stud1e§ in At Edycat1on since its
1ncept1on in 1959 would provide a crois se_. ..~ of prsitions

\
hrg\ positions ‘wer:

re]at1ve to aesthet1c educat1on Twenty-

he first grouping had

ionlas its epistemic base;

an affective orientation, relying~on intu“

s}

the other groupfng had a cognitive orienta'ion; drawing on the
y reflecting this

$ undertaken. The

From these f1nd1ngs

|

another d1agram was deve]oped wh1ch reflected he extent to wh1ch

these aesthetic programs drew on were deScri ed.
these programs re]1ed upon h1stor1ca1 socno] g1ca1, gestalt or

The content ana]ys1s showed that the ph 1osoph1ca] foundations

of these programs were traceab]e to the phenome o]og1ca1-

ex1stent1a11sts (Mer]eau—Ponty, Sartre -Heldegger and Roman Ingarden),.

John Dewey, Suzanne Langer and Monroe Beards]ey Furthermore, it

was d1scovered that aesthetic programs presented a spectrum of

cr1t1c1sm which ranged from structura11sm and formalism to

r



Y,

_contextualism. qohn Dewey, it was estimated, provided the -
_ foundational basis for a little less than half of all aesthetic
/9435:255 examined.

: After a carefu] delineation.of each of ‘the above positiows:-it

3

was argued that not one of the aesthet1c1ans presented an adequate
aesthet1c for art educators The bas1s of th1s argument rested on
the grounds that stress had been placed on psycho1og1ca1 and |
‘1nd1V1dua1 aspects of aeésthetic. theory. Such an emphas1s over]ooked
.the Joc1olog§ca1 and h1stor1ca1 aspects of aesthet1c theory

It was further argued that neo-Marxist aesthet1c1ans
(Morawsk1 Goldman, Lukacs) and the soc1o]og1s Mannhe1m, by
develop1ng the components of ideology and hif tory, were more he]pful

i}

in exp1a1n1ng the relat1onsh1ps between m1cro and macro aesthetics.’

\

chro aesthet1c referred to cr1t1c1sm, eva1uat1on, and 1nterpretat1on

/

on an 1nd1v1dua1 and psycho]og1ca] levél wh11e\macro aesthet1cs

o

referred to cr1t1c1sm eva]uat1on and ‘nterpretat1on on a soc1a1 and
'h1stor1ca1 1eve1 ) |
o F1na11y, the 1mp11cat1ons of this conc]us1on fdr aesthet1c

'educat1on were exam1ned It was argued that a reor1entat1on towards

a more cr1t1ca1 and p011t1ca1 aesthet1c program was necessary for

the nurture of homo aestheticus in a modern 1ndustr1a],soc1ety

vi



)- PREFACE
"...we should no longer be alienated or
disturbed, because the ever-new, ever-:
developing element. - the artist - compels
us to change ourselves according to his
will and not, like shopkeepers, to regard

the things of today as the last word."

Erich Mendelsphn, Letters of an Architect,
~ed. Oskar Beyer (London Abelard - Schuman,
- 1967), Munich, November 11, 1913, pp. 27-28.

"1 am fifty years old and have always lived -

freely; let me end my existence a free man.

When I am dead, people must say about me;

'He never be]onged to any _school, to any

.- church, to any institution, to any academy,
above all to any reg1me, if not the regime .

- of ]1berty' " _

Gustave C0urbet, 1970. Letter to the Minister
‘of Fine Arts, refusing the Legion of Honor.
Quoted in Charles Leger Courbet (Paris:

Cres, 1929), p. 155. .

L
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CHAPTER ONE

Introduction

1.1 A Brief H1stor1ca] Perspect1ve of Art" Educat1on and Its
Various Value Pos1t1ons 2

- During {ts 150 years of growth on the North American
continent, art education has adoptedha number of distinctive ya]ue
pos1t10ns as the rat1ona1e for its esttence in the 1arger4
educat1ona1 context “Each value pos1t1on has been drawn from the.
needs of soc1ety or from the 1arger educat1ona1 ph1losophy Rare]y‘
has art educat1on had the 1nst1tut1ona1 autonomy necessary to
- determine its own'un1que personal ph1losophy ! It has never been
central in the broader educat1ona1 context and hence has had to re]y‘

‘on f]uctuat1no societal: support | |
In the ear]y 19th century, art product1on had status as a.
"fsocia] grace. Schoo]s, based on the c1a551ca1 human1st methods of
‘.:Great'Britatn, tra1ned wea]thy;young women in the arts of .
embroidery,-music drawino‘and Wa X scu1oturing Tra1n1nq in these

arts was con51dered a s1gn of cu]tura] ref1nement and good
breedang.2 o : S fi, |

During the’same“time, artfeducat?on in the-cohhon'pub]ic _gf
sChools had a.mOre pragmatic vaiue base Instead of deve]op1nq the

4

recogn1t1on of beauty -and good taste, students were tra1ned in -’
L

- draw1ng The centra] assumptlon was that draw1ng 1mproved hand and



\

eye'coordination‘and’contributed to 1egib1eﬁpenmanship.
| Furthermore. sk111 in draw1ng was reqarded as an indicator of °
potent1a1 for 1ater tra1n1ng as a sk111ed artlsan

In summary, art educat1on on the North Amer1can cont1nent
from 1800 to T850 had three basic value or1entat1onsf F1rst, art
was 1mportant as a cu]tural accomp11shment especia11y refinement of
taste, for. future consumers of manufactured qoods, second,
1mproved wr1t1no, and’ th1rd the skill of drawing was useful as a
vpred1ctor ‘of future 5uccess in 1ndustry

The pressure frOm the 1ndustr1a1wzat1on of the United States
made art a required subJect in the Boston Schoo1s by 1864 and 1n
Massachusetts in 1871 under the 1eadersh1p of Walter Sm1th 3 For
two decades, 1860 to 1880 art was 1n the service of 1ndustry
However, before the close. of the century, the Child" Study Movement
-spearheaded by G Stan]ey Hall and Edward L Thornd1ke gave art
'}educat1on a new value base. E By 1900 art had become a means - for
understand1ng ch11dren S deve]opment and for 1ncreas1ng thelr
hawareness of beauty Arthur Wes]ey Dow and Denman Ross4 pursued the o
,videa;that des1gn wou]d 1ncrease apprec1at1on "Theo P1cture Study
:Movementf furthered th1s concept " The study of masterp1eces wou1d
ssensttize the ch11d to the beaut1fu1 as we]]-as develop the ch11d S
'mora] v1rtues By the 1920 s, the ch11d centered movement in |
oeneral educatwon, fu]]y focused on se]f express1on and or1g1na]1ty,
jwas be1ng expounded by Hughes Mearnss-and h1s contemporar1es |

./ . BN

In the 1930 s, both Canada and the Un1ted States were in the bl

o

"-throes‘of a depresslon.‘ The AmerTcan schoo] system was ca]]ed to ‘



| 'asc1entmf1c study The art1st1c value base was 1ncreased to 1nc1ude

play its_ro]emwith respect.to society'in distress. The Owatonna’
Projectté*sponsoredaby;the Unjhersity of Minnesota, provided a new.
valué base, art as a way of 11fe This prOJect emphas1zed three |
promineht values. ; F1rst there was no d1st1nctlon between the = |
'usefuTiand fingaarts;;secondly; the retationship,of arts w1th> _
;euerydayllivihb wasﬁstressed; and 1ast1y,‘the deve]opment of :.
‘aesthet1c discrimination was attempted. |

In summary, art as the development of the ch11d s 1atent
creat1v1ty and art’ as a way of 11fe ‘were the two- most 1mportant

va]ues 1n the profess1ona1 11terature of art educat1on 1n the

thirties. T | N

[ S

In thgl1940fs, the sustained emphasﬁs'on CréatiVity remained.
Art educat1on promoted”a mater1a1s approach" to teach1nq 7 Art‘
: ffrom scrap, art as an emot1ona1 release, and art product as a |
'psycho]og1ca1 too] a]] found the1r way 1nto the nat1on s schoo]s
‘Vlctor Lowenfe1d S1r ‘Herbert Read Victor D' Am1co et al

contr1buted“1n mak1ng a#@ educat1on a f1e1d of 1eg1t1mate ,,/

' j;art ‘as a 1e15ure act1v1t1_as we11“as art as a consummatory funct1on

'(1 e, decorat1on) L
. ) rL/‘..-

By the 1950 'S, severa] we1] estab11shed va]ue or1entat1ons
"Awere recognwzed De§p1te the occas1ona1 reference to John Dewey and

. ‘v1sua1 prob]em so]v1ng,8 the greater part of’ research stressed s

' é'creat1v1ty, us1ng behav1ora1 psycho]ogy as 1ts 1nvest1gat1ve mode

':eThe success of the Russ1an spacecraft Sputn1k (1957) further

’Vuserved to p1ace the centra] aim of art in the service of



creati?ity in the sciences.9 Guilford.'Barkan, de Francesco, and
Beittel p]aced,thejr efforts,behind_the,continued_emphasisvoo
creativity.
| ~In the 1960's the'inf1uehce of Jehome Bruner made art
educators question the validity of creativity as the.centha]
'> position in the art field. Such individuals as Fetdman; Efland,
. McFee, Lanier.and Eisner offered new value orientations(_‘Art
education for visual and perceptyal 1itetaCy;\environmenta1'design,
o , : S o
integrated art and_aesthetic education became the new topics of
,dlscuss1on | o | |

In the 1ast degade, aesthet1c educat1on has become a
T
prominent new addition to value positions in art teaching. 0ver

60 per'cent]O of the art1c1es 1n Stud1es in Art Educat1on s1nce 1965

havwggfvoted themse1ves to ‘this topic. In March 1967 an ent1re

,1ssue of Art Education exp]ored the subject, and a further boost to

P

aesthet1c educat1on came with the pub11cat1on of Gu1de11nes by

CEMREL Inc.,l] in ]970.

[N

1.2 The, Prob]em of Def1n1t10n Historical Perspective.on Aesthetic
Educat1on .- N - ‘

The emphas1s on the cr1t1ca1 and cu]tural aspects of art is

not a new deve]opment Va]ue pos1t1ons ment1oned 1n the prev1ous ,.f'

,ASect]on (p1cture study, art h1story, art apprec1at1on and art
7tjudgment) have a]] contr1buted to the concept of aesthet1c e

‘feducat1on It 1s the 1ntent in. th1s section’ to q1ve some notion

ato the reader of the h1stor1ca1 genes1s of the term



-
2]

-

Towards the c]ose of the nineteenth century, beauty was the
value most-assiduous1y pursued. The concept of "decorationi asva
.nethod of cultivating sensitjvity had enjoyed some.vogue; then, in
1899 the aopreciation of beauty as a major objective>of art
.educat1on came into be1nq, and flnally, Charles E Norton, in 1898,
1ntroduced art into Harvard, so establishing the arts' h1stor1ca1

"importance and raisino art to the level of an academic subject.]2

The.Picture Study Movement out]ined two value distinctions.?3.
The first was art's potential to train the mind in matters of morals™
.‘and tastes through the study of themes in “areat" WOrks of art.
Secdhd]y, the Picture Study Program deve1oped the necessary mater1a1
or attitudes to be app]ied in art-product1on "~ By studynng‘the art
. works of great men, who asserted moral truths throuqh the1r art
'chwldren were to]d to eguate the’ moral thh the beautlful
7Techn1ca1 va]ues, 1ntroduced by W. Dow, he]ped the children w1th the
study of the elements of art (comp051t1on co]or, ba]ance, etc.).

- The Prang Company]21 pub11shed a series of textbooks (1908)
des1gned to ass1st the teachers in dea]wng w1th art h1story o

However, the true pacesetter was A9p11ed Arts Books (known now as

School Arts) " Their concern for art apprec1at1on was 11m1ted
Mg1v1ng a11 the1r concern to “how to rather than. "whv to.
In the 1920 'S a. new att1tude towards apprec1at1on grew from

'f-the proqress1ve movement 1n art educat1on Emphas1s was on process

";exper1ence, se]f express1on and creat1v1ty Apprec1atlon,became a

ApyfprOdUCF' - "%__;;_Hwﬂff///



The 'Owatonna Project revived an interest in what was ca]]ed
"aesthetics.' In 1947, Z1eqfe]d,]5 influenced by the values
expressed in thisiproject, wrote Art Today.»-He emphasized the
aesthetic dimension of eyeryday Tivinq; Art in the home, community,
religion, industry and commerce wa$ stressed. Since that time,
until the last decade, art ed0cation has focused on the teachings of
Lowenfeld, Read, D'Amico et al. where emphasis has been placed on
other va1ues~ The current popu]ariiation‘of "aesthetic education"

has its genes1s in what may be ca]]ed "the affect1ve revolution. "]6

Both terms deserve more deta11ed scrutiny.

1.3 The Current Definition of Aesthetic Education.

The conceptual mode] of "aesthet1c educatlonu has undergone

‘ iboth an evoTut1onary and historical modification s1nce 1t;\\ 4
'acceptance as a v1ab1e value base by the professional conmun1ty It
is the intent in this sectlon to define the term “aesthet1c

educat1on as it first appeared in the per1od1ca] Art Educat1on,‘and-

,asbit 1s current]y perce1ved in th1s same magazine.

The ear]1est hint that there might be a sh1ft in emphas1s in-
art educat1on towards ‘what 1s current]y known' as "aesthet1c\
educat1on was 1n Manue] Barkan 517 "Trans1t1on in Art Educat1on"
(1962)-' Barkan 0ut11ned three va]ue or1entat1ons wh1ch art

‘educat1on had adopted as its ep1stemo1og1ca1 base The first
revolved about now-a-ch11d is to be treated.‘ E1ther he is to be».
treated as an “artist“ or art is to be a subject taken to make him

more.well-rounded. The second concern was the problem of what



criteria should be used for undergtandinq and. judgina-works of‘art;.
and finally, thére_was a’trﬁtiQUe oflthe then bbpu]ar "materials"
"~ approach to art educatfon.

In order tb resolve these issues, which had ar%sen from the
historical legacy and from the'influencé of Bruner, Barkan
synthesized all three concerns by rpvo]yinq art education around the
roles of artist,‘historian, and crit%c. | .

Art historyiand criticiém, he maintained, were the new
sources of impetus for arf prodrams and he suppqrted his étatement
by refefring to the publication in Schoo] Artg of an article called

i . ' N
"Understanding Art" (1957). The solution was to "teach towards

.aesthetic sensibility" and not place all the emphasis on media which

tehded to give art éducation an anti-intellectual climate.

“Vincent Lahier]B (1963) was moreLspecific as‘to the meaninaq
of ”aesthéticheduéatioh.” Presenting ah overview of ya]ue positions,
much like Barkan. had previous1y done, Lanjef4advocated art éducation
for “aeétﬁefic experiencé.”- "Visual aesthetic experience" was a.
modjfication'of Barkan's emphasis on art appreciation ard cfiticism.‘
Aestheti¢‘éxpef1ence, Lanier c]aimed; was the true acthity of drt.
That activity was té objectify‘emotiona1imeaning, a position
maintained b& John Dewey in ]934;]9 but\apbarent1ylforg9tten_by the
a;tvedﬁcators oflthe fiftigs. :
| | ' 20

During the NAEA 8th Biennial Conference (1965)," a mare

definitive statement as to the meaning of "aesthetic educapfoﬂf was

~.given by Harry S. Broudy.20 Broudy's arguments were based on the .

. fo11owihg assumptions. First, Broudy established the value of the B



arts by arguing that fhey were distinctive and worthwhile for

everyone, because they shaped people's values. Choice and feeling

" were related to one another. Aesthetic education could aid in v

shaping thesé aesthetic values. Art education which aimed
specifically to train the "artist™ or cater to the ta}eﬁted,
deserved to bhe re-defjned as "special" education.

Broudy's second assumption for the estab]ishmentrof
"aesthetic educatipn“ was the need to establish "authentic
Judaments" . Authentic judgmehts'were tHose types of Judgments which
all experts wouid agree to be the correct method of'criticjsm.

Only sériéus works of art shdh1d be studied in "aesthetic
programs,” was Broudy’§ th{rd assumption. Such works were Tgre
complex and "authentic" aﬁd hence, more Tikely to providé aesthetic
experiences and introduce,connqis;eurship.A‘- |

Broudy'é final assumption grbuped together the visﬁq? arts,

drama and music because of the time involved in their study. The

“goals of aesthetic educaticn were to teach sensitivity, aesthetic

judgment, aesthetic skills, and to provide opportunity for creative

performance. This was,td be aided by using only classical works

which were high. in aesthetic quality and high on extra-aesthetic

aualities.

Art Education (1967)21 provided a’fofum‘to discuss the
theoretical . aspects of aesthetic education. 'Ralph Shith, H. Broudy,

Cyrill Burtu Monroe Beardsley; 'Virgil Aldrich and D. W. Gotshalk

Voiced their-opinions as to the nature of "aesthetic education,™

*»
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expansion of this sensitivity in all direc?éons.

L0

« ‘Ralph”Smithzz took a 1eadinq role in deve]opinq aesthetic |

© education's 1deo1ogy He stated that the prlnc1p1es of aesthet1cv
educatlon were concerned with perce1v1ng, noticing and fee]1nq the

) qua11t1es of a work of art. This cons1sted of aesthet1c en]oyment

apprec1at1o] and judgment. In short Smith's mode] is based on
aesthetic c)1ticism:. "Learning how to apprec1ate works aesthetically
means learning to judge, describe,'explajn, interpret and evaluate "

their special siqnificance.“23

Cyrill Burt (1967)24 reported on. the osycholoqica1 aspects
of-aesthetic'education Psycho]oq1ca1 studies showed that everyone
was capab]e of exper1enc1ng to some degice the aims of. aesthet1c
educat1on in every. direction However, Burt said that a program had
to be adapted not on]y to the actual age, but also to persona11tv
interests and aptltudes . This ca11ed for 1nd1v1dua1 observat1on and f’/’*—\

25 (1969)‘to deve]op an

sympathet1c study wh1ch 1ater Ted: Kae]1n
ex1stent1a11st’basqs for aesthetwc edugation. Burt's psychological

<l . . . .
background is evident in his mentidon of "aesthetic experience" as

'betng eentra1 to aesthetic education. He‘defined this aesthetic

_experience as a cognitive process, “a-mode of awareness of perception

and apbrehension " The task of aesthetic educat1on was to’ strengthen

th1s aesthet1c apprehens1on . 3

Gotshalk2® (1967) gave‘the:same tieatment to aesthetic
education as had Broudy and Burt He felt that its pr1mary d1rect1ve |

was the development: of sensitivity to aesthet1c va]ues and the

-

~ \L;A_.’



Gotshalk thought that subt]etles and diversity of aesthetic
experlences wou]d be 1ncreased by using f1ne art objects which

offered more chances for the occurrence of aesthet1c exper1ences

'Study1ng these objects” a]onq four d1mens1ons form, funct1on,

expression and mater1a1s, would awaken aesthetic responses -among

individuals and hence, contribute to the culture at large.

Fina11y3 Justin Schorr27-(1967) po1nted out that the doma1n

of aesthetic educat1on had to be outlined, aesthet1c_potent1a1‘

d1scussed, teacher tra1n1ng assessed, the subjectivity of judgments "

~ discussed, but the question of mora]ity'had been avoided. None of

the above writers endorsed aesthetic educat1on as the centra]
concept for art education. Its role was to be a supp]ementa] one to
the programs then in exis‘ence.

InISUmmary, until March 7967, as -reported in Art EducationA

aesthetic education had had three directions Aesthet1c educatwon»

should be based on the mode] c‘ art1st historian, and cr1t1c

éarkan) or the model of tho ‘connoisseur (Broudy) or swmp1y the

-

critic (Smith). All three directwons had the fo]1ow1ng under1y1ng

- assumptions aesthet1c education shou]d emp]oy aesthet1c theor1es
" as. their foundat1ons, aesthetic education should focus on v1sua1 and
5sens1t1v1ty tra1n1ng, and lastly, programs shou]d prov1de aesthet1c

'encounters resu]t1ng in ”aesthetwc exper1ences !

The evo]ut1on of aesthet1c educat1on began to grow as more

- articles began to appear in Art Education. A]bert Tsugawa (1969)

10



qave a history of the term “aesthet1c ! ‘ae7in?q (1969) quest1oned.

the use of behav1ora] ob3ect1ves as a method of 1nterpret1nq the -
social goals of aesthetic education.

Kaelin's emphasis waS'existentia].' His‘concept‘Of'aesthettc
“education has been termed a process of aesthetic communication‘where
the artist projects.his personal and'unique va1ueslinto the“objects
he creates. Criticism becomes the description of the product of.
aeSthetic awareness. Commun1cat1on occurs when verbal exchanges are
‘ made between the creator and ‘the teachen so that both "may have
s1m1]ar visions (understand1nos) - |

Kae]1n introduced three pedaqog1ca1 tools wh1ch en3b1ed the
- teacher to understand a ch11d S vision: autonomy, relevance and
'compjeteness. By autonomy.he meant the aesthet1c experlence’wh1ch
‘ occurred between the aud1ence and the artwstvthrouqh his work;
relevance referred to the‘restrTctTons on the'responses of both’

~artist and audience, while completeness referred to the closure of

aesthetic experfence in pérsOnal Judgment. The taSk‘of~the teacher<

became one of undérstand1nq the ch11d s v1s1on of express1on and of

guiding the child and offervnq alternat1ves for express1ng h1mse1f

- Eva]uat1on and success of teach1ng was’ measured by how close the :

‘ch11d came in overc0m1nq his own hand1caps and towards what ends he -

"structured h1s own s1gn1f1cant universe,

The quest1on of aesthet1c educa%1on took its current form 1n‘
1970, when Manue] Barkan (head of prOJect), Laura Chapman;and Evan
Kern, were 1nstrumenta1 in oub11sh1ng the first curr1cu]um quide,

'Gu1de11nes a CEMREL product | This project made exp]1c1t oner

1
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alternative fdr_haesthetic eddcation,“ which was to support tne
centra1 responsibility_fdr general eddqation in nroviding fdn-
_personal development, and two sdbsidiary responsibilities of

',tnansmitting the‘cultural nefitage to»eaannen qenefatfon aTd.

maintaining and. transforming the society.

1.4 Guidelines: A Brief Jutline of Aims and Philosophy

‘Guide]inesso was a.document which aimed to synthesize various
jdeas which had taken %orm since 1962.-.155 deve1opers‘based their:
entire program'onvthe'assumptiOnethat aesthetic_experience was
intrgnsical1x good. Iheir main aim was to‘increase the student's
"eapacity f exnerfencelaesthetic'qua]ities‘inaéan—made and naturaT
- objects ‘and events in‘the envinonmentL The second assumption was |
" that 1F students had art1st1c encounters with the arts and the -
eny1ronment the1r 1nd1v1dua1 and personal qrowth in aesthet1c
sens1b111ty wou1d 1ncrease, Deve]oped in three_phases,vthe firstt

,pnase out11ned foundat1ons,3] the second phase produced the :

maten1a1s;32 and phase three was to . be an eva]uat1on of ‘the ent1re
. . L R . ‘ '
project. - : . : P

Guidefinesxnas, in essence, justftnat a "guide oIt was_
’ de519ned so that teachers cou]d develop their own un1ts by o S
'spec1fy1ng/;he1r own obJectlves mater1a1s, tarqet populat1on and- o
.curr1cu]um base (i.e., behav1ora1, prob]em so]v1ng, 1anguage or

historical). Spec1a] sect1ons and append1ces for sources and



- . ‘ s
~concepts, plus a phenomenological method of criticism, were

included. | -
o CEMREL, as.a tota1 project,.was a deveiopmentrof six>bf§33\
“units. ”Aesthetics in the Physica1‘wor]d“’was meant'fbrfkjnderqarten
and first‘grade.chi1drenLA It served as an infroductionbto*the
Afdndament&] elements of ‘perception, such as light, sound and motion-. -
Aesthetics and Art Eiements” dealt with concepts spetifdca11y
relating to elements in the environment as well asiworhs of art.

This sect1on dea]t w1th the necessary skills for mak1ng aesthet1c
Judgments.‘ "Aesthet1cs and the Creat1ve Process" deadt with

creat{re processes, the organ1zat1on of elements through works of
art. “Aesthetics and the Artist" was_concerneddwith an-in depth-.
study' of thé role of the artisfland Wifh the‘creating"of art works.

| “Aesthet1cs and Cu]ture” and "Aesthet1c Env1ronment" were recently
r deve1oped in Phase IT, spearheaded by Stan]ey S Made]a33 (1975)

‘This package descrlbed the exp]orat1on of aesthet1c e]ements ut111zed
by var1ous cu1tures, and the 51m11ar1ty and. d1fferences of aesthet1c
va]ues between cultures. - This 1atter un1t deaTt w1th the exam1natlon
fxdfdpersdna1‘andebub1ig spaces, the effects of techno]oqyﬂand'the
»inter-re1atedness'ofAfunctiQna1:and;aesfhetic“concerns.t |

?

1.5 Deve]opments in Aesthet1c Educat1on as’ Reported After the
CEMREL PrOJect ' -

}3,
* David Ecker® (1971) was a major contributor to’ the CEMREL
prgjeCt; Ecker def1ned four: a1ternat1ves for aesthetlc educat1on
- the behav1ora1 base; exper1entja1 base;,cogn1t1ve-base and f1na11y,‘

'



mthe linnuistic base. The‘behavjora1 base curriculum caj1ed for a
-~ ‘Series of descrtptions;of discrete terminal behaviors. Learning was
" defined as the acquisit{on of know1edge as defined by these - e |
' behaviors'-,Hence a]] 1earn1nq outcomes were determ1ned pr1or to
the 1earn1ng act1v1ty | |
The exper1ent1a1 base, a prob]em so1v1nq approach was!v“‘

riadopted where student exper1ences prov1ded the grounds for -

Judgments ' In th1s case the art1st was the or1g1na1 mode] but qave fﬁ

v‘way to the aesthet1c1an or art cr1t1c when the product was f1n1shed
The cogn1t1ve base emp]oyed the qenera1 educationa] ob3ect1ve
_ of‘art apprec1at1on. Mater1a1s~proy1ded:by.the soc1o]oq1st, the

"»psychologist, the anthropo]ogist'and the historian;served as major

- components. The:art criticiand thevart histbrian's ru]es'and methods;

Lo

of cr1t1c1sm cou]d be Tearned by students Kn0w1edqe of content
techn1que and h1story were essent1a1 both to mak1ng of art and

tapprec1at1ng it.

The fourth and f1na1 a]ternat1ve, the 11nqu1st1c base,

o requ1red the acqu1s1t1on of a range of sk111s necessary 1n ta1k1ng

'about art S1nce the mak1ng of Judqments requ1red the d1sc1pl1ne of o

1anguage,_ref1n1ng, expla1n1ng, descr1b1ng, hypothes1z1ng,“

1nterpret1ng and e]uc1dat1ng were to be the techn1ques of aesthet1c ﬂ :

',educat1on

Ra]ph Smlth 35 the ed1tor of the Journa] of Aesthetlc ,”

1.Educat1on (1966) a]so contr1buted to the CEMREL pr03ect (1969)
Sm1th def1ned aesthet1c educat1on in four ways Aesthet1c educat1on

;could be any k1nd of educat1on 1n the arts, also a part1cu1ar ;1

.

1



approach to the arts 1nstruct1on wh1ch stressed the refinement of a
special k1nd of aesthet1c exper1ence Judgment, att1tude, and‘form :
‘of understandlng or way of know1ng It cou]d a]so mean any |
‘;1ntegrated art or humanltles program.wh1ch m1ght a]so stress team
teach1nq. F1na]]y, aesthet1c educat1on m1ght be the deve]opment ot
sens1t1v1ty to the aesthet1c aspects of the env1ronment or to any :
b‘ObJCCt whatsoever - Smith's own part1cu]ar view seemed to favor

a def1n1t1on wh1ch ca]]ed for a ref1nement df taste |

In the 1ast f1ve years the debate as to the nature of

_aesthet1c educat1on has cont1nued MadeJa (1972) and Madenfort
(1973) both agree that.’ aesthetlc educat1on shou]d deve]op a- '

_‘student S ab111ty to "exper1ence the wor]d as 1t 1s q1ven 1n a]] the

-1mmed1acy of 1ts sensuousness w1thout the med1at1on of concepts no

Martin Enge] -(1975) adheres to Smith' s f1rst category w1th

-~ an exper1ent1a] base wh11e Mer]e F]annery39 (]972 ]973) po1nts out
:”fthat there are two contend1ng concepts of aesthet1c educat1on
The f1rst general]y means the study of theor1es about nature of
-:—beauty and art or the study of forma] aspects of art works '_Thé :

s comp051t1on the techn1que the med1a used the h1story of the

j'c1rcumstances surround1nq the work s creat1on form the know]edqe ]"“ -

:;acceptab]e under this’ type of educat1on

_ The other view has noth1no to do w1th taste beauty,‘des1gn
11ke.or dws]1ke Judgments, or concepts It states that'”aesthet1cs
"15 the sc1ence of "sensuous know]edge " Aesthet1c educat1on 1n th1s
'.rea1m 1s the study of the keyboard of human fee]1ngs and the B

'vextens1on of these human fee11nqs

36 . 37
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) fbAesthet1c educat1on shou]d prov1de the exoer1ences by bas1ng 1ts .

‘\
Donald Arnstinet? (1973) concurs-with the'hode1 of the
'promot1on of understandlng, apprec1at1on and 1ncrease of sens1t1v1ty
°to art1st1c features The same v1ew is he]d by Rona]d Neperud4]
HE'L(1973) though he fee]s that cr1t1ca] Judgments need to be expanded
_‘_towards the environment. d ‘ O
- The debate cont1nues ' Lanier (197ﬁ) reJects the mode] of
art1st h1stor1an, and cr1t1c wh1ch was proposed by CEMREL ’He.
argues that an art1st cannot promote aesthet1c exper1ence because he,
5does not necessar11y understand 1t H1stor1ca] know]edge»ddes-not

: he]p 1n understanding aesthet1c exper1ence, nor- does 1nswghtfu1

Seriticism, because it foT]ows the aesthet1c exper1ence Lan1er

' ma1nta1ns that the on]y proper mode] is the aesthet1c1an, because 1t'_

1s h1s ro]e to c]ar1fy aesthet1c response Aesthet1c educat1on in

':[ Lan1er s terms would, in contrast, start "by exp10r1nq the nature

.‘and funct1on of a11 aesthet1c response and in part1cu]ar tha

response to v1sua1 art st1mu]1 ‘j A proper aesthet1c educat1on wou]d:_'

’:, focus on the quest1on 1n 1ts crudest form :“what happens to us- whenVV":m

a7 .

" we react to art7” ”“*f ,;lpj,',fj~u°
1.6 Summary T

Generally speak1ng, the 1ssue of "aesthet1c educat1on" inej'"f

P

7the past two decades has centered around two d1st1nct1ve camps _Onef'j,lf
' 'group of art educators fee]s that aesthet1c educat1on can expand the ‘ffb"}.

f_ﬂystudent s. _sensuous know]edge" through "aesthet1c exper1ences "

LY

flicurr1cu1um on the ro]e of the aesthet1c1an The other:camp 1s_more3

. '(’ I

‘16



praqmat1cal]y or1entated They too fee] that the student S
‘aesthet1c awareness shou1d be 1ncreased but the curr1cu1um shou1d

fbe based -on exper1ences ‘as art1st h1stor1an1 and cr1t1c These

”-,<three ro]es prov1de the necessary exper1ences to ach1eve sensuous

_ know]edqe Certa1n1y 1t is th1s 1atter group wh1ch has made the
1argest contr1but1on to aesthetTc educat1on ' However, the{resu]tsv '

. dof the1r program ( CEMREL) have~not'yet:beenieyaluated.

‘1.7 Initial Recognition of.the Problem

having readhthis'far the reader may be consc1ous of»the same
fee11ngs of uneas1ness whlch overtook the wr1ter at th1s p01nt in |
his research Had art educators truly ref]ected a cross sect1on of
contemporary aesthetlc op1n10n in offer1ng but two a1ternat1ve

"bases for aesthet1c educat10n7 were there other parad]gms wh1ch

: m1ght prove equa]]y product1ve and offer an equa]]y va11d base for S

>'~bfcr1t1c1sm7 Nou]d a. more deta11ed study of the mater1a1 appear1ng

- ‘f;over the past seventeen years 1n Stud1es 1n Art Educat1on, the

"Lresearch Journal of the Natwona] Art Educat1on Assoc1at1on, uncover o

’::-further (and more’ spec1f1c) anoma11es7 The next chapter addresses

v;1tse1f to th1s 1atter quest1on '

i :, . '1;__.__'_ ; " | G v R

~n
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CHAPTER TWO

An Examination of Studies in Art Education
]

2.1 Statement of Intent :, | /

N : o
The purpose of this chapter is to trace and.delineauebﬁhe

ontological, epistemological and the axidlogical fouhdations of
aesthetic education\as reported in the research journa],'Studies'in

Art Education. Differehtiresearch paradigms have provided the

neceesary epistemological justifjcation for the type of aesthetic
program‘supported; curricu]am‘prop05a1s have provided Ehe necessary
onto]og1ca1 structure which in turn, supports the ax101oq1ca1
pos1t10n.ma1nta1ned by a»part1cu1ar art educator. ] It is for this
;reason that articles which deal’ w1th research d1rect10ns, art
structure and currlcu]um development, wh1ch may make no explicit

reference to part1cu1ar aesthetwc programs, are the subject of

1nvest1gat1on 1n this. chapter

If Stud1es in Art Educatﬁon is aésumed_to be'avreifab{e’
_ S —
éource for voiciné the concerns art educators have,'then thi;
chapter will be an accurate ref]ect1on of those concerns Arcicles
covering all of the Journa1 s life (1959-1976) have been exahined

and categorized. A survey ii:ij;Py the auther, shows that

-approximately one third of atHarticles in Studies “in Art-Equcation'

have dealt with aesthetic education. Furthermore, if 6n1y the last



- decade is reviewed, two third; of all articles have dealt with
aesthetic education Such descr1pt1ve evidence 15 1nd1cat1ve of
the concern art educators have towards aesthetic educat1on as a-
.v1ab1e d1rect1on for art educatqon | ’

This chapter will then present” a categorization of all such'
aesthetic positions. IE/Lili be shown that two mQjor'currentS'in

’

. . l . ) A .
aesthetic education ane explored, one characterized a- an education

in sensuous knqwledge; the‘other as education in coqnitive'knowledqe.

A third current, eclectic in nature, attempts to bridge these two
| orientations. The chapter will conclude with the presentation of a
chart, which attempts to present visua]]y the findings of this

chapter.

-

2.2 Ident1f1cat1on of Positions in Art. Educat1on as Presented in ‘
STUDIES IN ART EDUCATION :

Since the 1959 Fall issue of Studies in Art Education, two

main epistemological research paradigms have emerged. The first,'
.révo1Ving around behavioral psychology, is comnonly‘characteriZed by
Togical-positivist method-;2 the ‘oth = has included experientia]ism

and phenomeno]bgy and later, part1c1pant observat1on and case

3 The former . paradigm governed much of art research in

study.
creativ1ty, while the latter was adopted to provide the~

epi 'j icay base- for contendwng and conflicting ax1o1oglca1
pos1t1ons in aesthet1c education.

ST — The behav10ra11st researeh paradigm governed, and still does

. N N Ca
govern, muchhof%the reported research. However, even in the first

23



Issue there was a prediction that eac rescq: waradigm would be at
odds with the other 4 a prediction whicn = continued to have some
va]1d1ty 5

The same sort of questton1ng concern1ng the direction of
education was raised by Frank and d'Arcy. Hayman6 but no definitive
programs Qr .options were proposed Probab]y the most unusua] attempt .
to synthe51ze the methodology of behav1oralwsm and aesthetic va1ues
was attempted by Ecker7 who endorsed ‘the . 1dea that teaching mach1nes
shou1d “be used to teach style through a systemat1c program of sk111
acqu1s1t1on. Acmore recent 1ntegrat1on of behavioralism and .

affective research has been attempted by W1eder (]976)

Ecker S thes1s (1962) mach1nes cou1d be used to teach art,"

ra1sed an lnterestlng mora] questaon Teaching mach1nes represented

‘the apotheos1s of _the behav1ora11st mode] of educat10n Systematic

' learning, eff1c1ency and gradua1 acquisition of ski]], regurgitation,

memoriiation, what Bernstein has called "col1ection code"-education,
could-be achieved. uhe stark eontrast between teach1ng mach1ne
methodology and 1d1osyncrat1c responses reflected the two ends of a

cont1nuum one’ end grounded 1n mechan1sm the other in the trappings
10

" of the “affectvve revolut1on v ' N

In the 1960's creat1v1ty paradox1ca]]y had deve]oped its

ep1stemo]og1ca] trad1t1on in positivism and an onto]og1ca1 view of

the Chl]d as a mach1ne ]] The researcher s'stress on cogn1t1ve

processes, and. h]S stat1st1ca1 man1pu]at1ons of . data into’

predeterm1ned categor1es was however chal]enged by a new ax1o1og1ca%

p051t1on Typical of many,1deas'wh1ch cha]lenge the status quag, it

24




'All art educators who have formu]ated a foundat1on for aesthet1c

25

! .
had .an obscure epistemology and ontology. The we]tanschadung

needed to be fu]]y def1ned and adopted A new view pf reality.and -

the nature of man had to be def1ned " ThlS new value orientation,

termedk”aesthethc education, " stressed process,»experience,
appreciation and criticism and veered away from broducinn.

Two_currents in aesthetic education may be identified in

Studies 1n Art Educat10n The first current may.be characterized by

a Weltanschauung wh1ch has phenomeno]ogy as its ep1stem0]og1ca1 base

.and an. ex1stent1a11st ontology W1th1n such parameters, cr1t1c1sm

is more forma]1st1c dea11ng with psycho]og1ca1 statements about the

~art work. in isolation to other criteria. It is an 1dea11st poswt1on

with an 1deograph1c research or1entat1on, attempt1ng to 1dent1fy and
exp1a1n subJect1ve responses to- works of art.
- The other position is more contextua11st and natura11st1c

Accept1ng cognitive activities as the ba51s for aesthet1c educat1on,f A

it aSSumes that there ds a teachab]e body of know]edge in art

Furthermore, it assumes that exp1anat1ons of . mean1ng of art works

and rules of cr1t1c1sm may be deduced from the ana]ys1s of ]anguage

{

used by art cr1t1cs This posvt1on draws 1ts ep1stemo]og1ca1 base

-from N1ttgenste1n ‘and has its onto]og1ca1 ‘roots in log1ca1-:

posxt1v1sm In thlS sense a change of emphas1s occurs from

KN

product1on to cr1t1c1sm but structura] changes are- 1n1t1ated

Both p051t1ons were over- react1ons to the behav10ra]1st

' parad1gm However the former more 1dea11st pos1t1on, represents

<

a rather rad1ca1 stance the ]atter current is more rat1ona11st1c

- ._‘

I
o



education occupy positions favoring the position,of phenomen010qy—

existent: lism, with its stress on individualism, or Wittgenstein's .

1091ca15positivism.

Nevertheless, some hold positions whjch'mayhbe categorized as.

'“belong1ng to a mlddTe ground current' positions which attempt'to(
“reconcile and synthes1ze both the phenomenolog1ca1 ex1stent1a1 and

'lland 1091ca1 pos1t1v1st pos1t1ons by spec1fy1ng 1nstances when k

e1ther/or paradigms shoqu be empToyed Programs based on Dewey S

pragmatwsm woqu be so con51dered Since inqu1ry and'experlence

is necessary for the testing. of truth, and a]] 1deas, cr1t1c1sms

facts are cons1dered hypo '1n Dewey's framework, aTT be1ng

subject to exper1ence, the trans]at1ons of h1s ph1Tosophy woqu lean.

towards individualism and towards the relat1v1ty of truth However

when Dev - aesthet1cs are trans]ated 1nto a methodo]ogy, a_

varﬂat1on of Tog1ca1 pos1t1v1sm is employed w1th the. reaT1zat1on -

"that the resu]ts obta1ned woqu be personaT and 1nd1v1dua]1st1c

The under1y1ng ep1stemo]ogy of aesthet1c educat1on was made__

' exp11c1t because of two cond1t1ons ' The f1rst cond1t1on saw E1sner‘"

- and Ecker become ed1tor and co- ed1tor of Studwes 1n Art Educat1on

:(FaTT 1963). Both men presented pos1t1ons wh1ch were poTar

"ioppos1tes 12 Th1s cr1t1ca] comb1nat1on aTTowed for a more r1gorous Kﬁg\h

d1scourse wh1ch resulted in se]ect1ons of art1c1es wh1ch ra1sed

prob]ems of art apprec1at1on]3 and art d1sc1p11ne RS The second

»cond1t1on was E1sner S rea]1zat1on that there were other aTternat1ves

- to the acqu1s1t1on of knowledge bes1des "Vienna C1rcTe" methodoTogy



' o -

Yet I see neither need or‘justification to

reserve knowing to the scientific,. Indeed
" scientific inguiry from my point of view o
. L const1tutes on]y g sma]] port1on of how -man
- came to know ..

2.3 Early Speculations

fVincent Lanier's “Schismogenesis in‘CGhtemporary Art
16

_Educat1on” was a landmark art1c1e for aesthet1c educat1on
“Sch1smogenes1s“ was Lan1er E catch all tenn descr1b1ng art

‘education’ s state of chaos Lan1er S so]ut1on to sch1smogenes1s was’

P

a new ax1o]og1ca1 pos1t1on, art educat1on for v15ua1 aesthet1c

'.exper1ences.

'

What is meant by 'visual aesthetic experiences'?
~Let us start by stating that the activity of

art involves ‘the act of making or looking at

an object of art; a physical object made by
~man for.the ?urpose of 0b3ect1fy1ng emot1ve .

meanings L

-Lan]er does not make exp11c1t the nature of aesthet1c exper1ence,

nor is there ev1dence of h1s onto]og1ca1 pos1t1on Stilt, h

: aesthet1cs of dohn Dewey wou]d seem to be the tac1t ph1]osoph1ca1

- 'Just1f1cat1on for such a d1rect10n

"‘cogn1t1ve ep1stemo]ogy by Ecker 18 Ecker s d1ssat1sfact1on with- ’#/;;

- Aesthet1c educat1on\'under Lan1er s prem1se, is tra1n1ng for

‘aesthet1c exper1ences for the acqu1s1t1on of sensuous know]edge

_Th1s thrust wh1ch Lan1er 1ntroduced was trans]ated 1nto a more

- Lowenfe]d s doctr1nes and the separat1on of the affectwve from the

“'*'cogn1t1ve doma1n, the separat1on of | from ought"‘and fact

» from va]ue as we]l as means from end Ted th to a reso1ut1on



through the trans]at1on of Dewey's aesthetlcs as prob]em solv1ng
education or "qua11t1at1ve thought educat1on

- The d1st1nct1on 1 propose wh11e accept1ng .
. naturalistic account of re]at1onsh1ps -
. between fact and values, is located in the .
‘experimentalist.’ philosophical orientation,

which holds that values are Created by men, g .

“in order-to meet their praoblems and needs -

A s1m1]ar program of prob]em so]v1nq was d1scussed by .
Temp]eton 20 Unllke Ecker Temp]eton'1s an-idea]ist; not a.
pragmatist. He: argues that structure is fash1oned by the m1nd as

'the learner goes throug a ”search” to structure h1s wor]d U51ng

'_the P1aget1an d1st1nct1on of def1n1ng attr1butes and cr1ter1a1

‘dattr1butes,2] he c]alms that a ch11d structures h1s wor]d when he
o encounters his env1ronment These encounters are not mod1f1ed unt11
the child's "pr1vate“ wor]d matches the "pub]1c“'wor]d Encounters
'?(problem so]v1ng) become searches to conf1rm or mod1fy, or ‘expand

,

‘h1s cr1ter1a1 attr1butes In order to trans]ate these 1nto aesthet1c — o

‘educat1on Temp]eton suggests that the h1§ior1an and cr1t1c be E
:V,W,exam1ned for their- part1CU1ar search mode]s Korzen1k 2? also -
"uragree1ng w1th a prob]em s01v1ng approach, assumes that the ch11d S -_;
| ht"product is the response to a prob]em he had 1n m1nd Korzen1k _' | “_,‘ “v

"expands th1s 1dea to Tnclude speech and movement which, 1f exs m1nedf | !
| ﬁfa]so he]p to d1sclose the nature of the prob]em _ ‘

' Ecker s pos1t1on and Lan1er S pos1t1on presented early

'exemplars of the two aforement1oned p051t1ons 23 Lanier’s aeSthetic':l
| hprogram 1eans towards the affect1ve doma1n 2_4-'It c1a1ms that

'.ﬂencounters and exper1ences w1th art 1ead to aesthet1c exper1ences



"fﬂ_“wh1Ch‘enab1e.thé'stUdent to.gain:sensuous know1edqe' .teker's
;proqramﬂleans:towards the'tognjtive domain. Tasks. and prob]ems are
'mpos1ted f)r the ach1evement of aesthet1c knowledge

Hausman s art1c1e 25 appearlng in the same 1ssue as those of
:Lan1er and Ecker, presents a further examp1e “for. such c1ass1f1cat1on
.1Hausman eoncerns h1mse1f w1th the h1stor1ca1 d1mens1on of art. |
ATrad1t|on and the craft of art shou1d be used. as the bas1s of
haestletlc Judgments, rather than plac1ng emphas1s on the

: exrress1on1st1c and spontaneous methods then 1n vogue ~In this

. _rvspect Hausman Veans towards the cogn1t1ve doma1n

2.4 ‘The;Affec‘K/e Current. - e T o

“ueducat1on H1s pos1t1on may be ana]yzed as. neo- pragmat1c1sm 1 To"
'so]ve the’ d1ff1cu1ty between the 1dea]1st tendenc1es of Croce and -

Co111ngwood and the T1ngu1st1c or ana]yt1c theor1es of Beards]ey

' {;and N1ttgenste1n, Kae11n offers h1s own p051t1on

: ’My own c1a1m is that the thes1s of qua11tat1ve
- problem solving- der1ving from the aesthetic
‘theory of "John Dewey needs further amplification
co *in-an existential, phenomeno]og1ca1 concept of
- - an aesthet1c object for-a cgmp]ete workab]e B
' theory of education in art ' .

: Kae]1n 's.. second art1c1e28 1n Stud1es in Art Educat1on s, moree';v

rdef1n1t1ve 1n 1ts attempt to def1ne an ex1stent1a11st aesthet1c

'educat1on ' Kae]1n 5 rad1ca1 1nd1v1dua11sm reJects soc101og1ca]

6 presénts anﬂekistentia1ist ontoiogy for aesthetic‘ a

29

.perspectlve Any corre]at1on between soc1a1 c]ass and certa1n typesff o

.of aesthet1c va]ues 1s d15m1ssed 29 Soc1a1 sc1ent1sts, 1n h]S v1ew o



PN

“w

. - | | : o _ -
~are unable to interpret their corrélations, and give criteria: for

- aesthetfc choices;~‘The element of ”over-determinism" set-in -

f

' pedagocha1 theor1es had, in h1s v1ew, no Just1f1cat1on
Mart1n Heregger S onto]ogy and Jean Pau] Sartre S d1st1nct1on
‘”between 1nd1v1duals who quest1on the1r ex1stence (pOUr so1) and

, those who are pass1ve rece1vers of the1r env1ronment (en—so1)

~r

'prov1de an ex1stent1a11st rat1ona1e for a program wh1ch stresses the

[

‘autonomy of the 1nd1v1dua1  His: program str1ves to do th1s by ,-

"-'beg1nn1ng where the students are at“ and avo1d1ng the: teacher S own

va]ue pos1t1ons be1ng 1mposed on the students Kae]1n~1s.obv1ous]y ._t_’

]ndebted to th1s view in sett1ng out h1s own pos1t1on The teacher,'
.

_JS th1s scheme, acts 11ke a cr1t1c It 1s h1s JOb to exp]a1n the .

- student s own react1ons to h1s own express1ons through d1a1ogue

: uThws d1a1ogue requ1res the teacher to f1nd a set of. aesthet1c :'

[Q.jcategor1eS”Wh1ch w111‘enab1e h1m to commun1cate s1m11ar react1ons t0'

‘~3f.ﬁbetween teacher and student

";the express1ons so that a comﬁbn wor]d view wou]d be understood
' 30 -

"encouraged not to be mere ass1m11ators of cu]ture (en sow) but to

: :;surpass cu]ture by mak1ng thewr own contr1but1on to 1t (pour so1)

if"Th1s express1on shou]d be of 31gn1f1cance for h1m ab0ut the nature
of the world he 11ves in. 3 a;f '_ﬂ';"fgf.' - _';' fl .,k

If Kae]1n prov1des the onto]ogy, Stumbo32 trans]ates th1s

v’f'lnto a methodo]ogy Draw1ng h1s ontolog1ca1 framework from Sartre,,a

'iStumbo emp]oys Mer]eau Ponty s phenomeno]ogy to trans]ate “aesthet1c
fexper1ence as two phases,:"pre ref]ect1ve exper1ence" andvf

' ref]ect1ve experlence S1gn1f1cant mean1ngs occur . durlng e1ther R

Students 1nvo1ved in: the program are ;;f'L“



’.phase whether the object is~present or not. StUmbo assumedhthat

'»~fnot aTT students cou]d handTe a refTect1ve ana]ys1s w1thout hav1nq ;

:'some sub3ect1ve and ob3ect1ve foundat1on 33

and advocated a three

}Ttphase program to prov1de such a foundat1on Ch1Tdren were: to be
'taught to anaTyze thelr subJect1ve and obJect1ve exper1ences by :’f
‘ tak1ng them apart and refTect1ng on them. Th1s program T1ke

:]'Kae11n S, was almed at the 1nd1v1dua1 and was h1gh1y forma11st in -

'A1ts approach to cr1t1c1sm and teacher part1c1pat1on The teacher s

_role was to heTp students descr1be and understand certa1n ]eve]s of |

- mean1ng in thelr artworks

The phenomeno]ogi_‘J v1ewpo1nt rece1ves further support from _ -

.E*Th0mpson34 who attempted to cr1t1c1ze Berlyne s emp1r1ca1
'h”bEhaV1°ra]1St approach to percept1on by offerlng the exper1ent1aT"
"f7base @s.an alternat1ve ThomPSOH p01nts out that BerTyne om1ts two

‘:fcons1derat1ons in h1s research The f1rst 1s that perceptlon d1ffers

’*,;:w1th1n the context that the obgect 1s perce1ved and secondTy,

"_Tpercept1on is dynam1c hence cannot be stud1ed in 1soTat10n but must

'be reTated to the whoTe s1tuat1on, or phenomeno]og1ca]1y /\\\ //

1.

Aesthet1c programs T1ke KaeT1n s, Stumbo 'S, and Thompson 'S - in .

'whlch onto]ogy 1s der1ved pr1mar11y from the French Ex1§tent1a11st o
35

Movement ‘ and from the phenomeno]ogy of HusserT or: MerTeau Ponty, o

'Tassume that aesthet1c exper1ence 1s h1gh1y 1nd1v1dua115t1c The"
teacher s roTe (as cr1t1c) becomes one of understand1ng the ,”
expressed producEypr cr1t1c1sms made by the student w1th the

'spec1f1c 1ntent to prov1de other cho1ces and further exp]anat1onsh

'Affor,these endeayours. Kae11n s.1s the most dogmat1c of th1s type of

-
CF

31



_forma11sm d1$m1ss1ng the 1ntent10ns of the student as m1s1ead1ng 1n-

" the teacher 5 ana]ys1s  Stumbo's program is less forma]1st 'His
'-,ref]ect1ve and pre- ref]ect1ve stages 1nc1ude more cr1ter1a and tend

to Iean towards contextua11st cr1t1c1sm

Descr1pt1on of the artwork by the student 1n Stumbo S

'program IS done on two broad areas the 1eve1 of 1ntegrat10n and the -

"h]eve] of complextty The f1rst 1eve1 refers to the symb011sm wh1ch

-;vmay be found in the art obJect the second 1eve1 refers to the

,;deta1ls 1nrthe work S1nce th1s k1nd of phenomeno]ogy does not have Lo

“’da soc1o]oglca1 perspect1ve programs deve]oped from 1t tend to fa]]

‘w

-j‘g1nto SubJect1v1sm36 where no def1n1t1ve crlterla are g1ven for o
";cr1t1c1sm The program tends to be reduct1on1st where1n stress of

A: eva]uat1on, cr1t1c1sm, cho1ce are a]] d1rected towards the forma]

‘f? e1ements 1n the art work : Furthermore they v1ew the ch11d as a

.t'_un1que and autonomous 1nd1v1dua1 who should be an act1ve trans]ator.~

';f:v-of h1s env1ronment through h1s artwork or through the apprec1at1on

of artworks The teacher,'as cr1t1c, y1ews such responses and

encounters as‘autonomous and 1nd1v1dua11st1c It 1s h1s/her role to
| prov1de ava11ab1e cho1ces and a]ternat1ves to the ch11d through '
d1alogue ’ They a]] assume that aesthet1c exper1ence 1s a rea]
phenomenon wh1ch may be ana1yzed e1ther through dissect1on into

pre ref]ect1ve - ref]ect1ve - prOJect1ve phases or some other such :

d1v1s1on Furthenmore, cr1t1c1sm tends to be h1gh1y forma11st since’

‘: 1t 1s the ch1]d s artwork or the ch11d 5 persona] response wh1ch 1s ;:“

Yy

taken 1n 1so]at10n and ana]yzed'
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Newman 's program37 is dn example of a curriculum which'1eans

“ towards the pure]y affective domain: "He maintainS'tha an

'1nd1v1dua1 who refuses habltually to put exper1ence 1 to conventlona]

f( categor1es:1s sa1d to be "realizing exper1ence“ or 1n,Dewey s;terms,

"aesthet1ca11y apprehend1nq " Aesthetic education in these terms,

‘f,can be employed to: understand and apprec1ate the cu]tura]ly d1fferent

o

’ because art is an 1ntu1t1ve apprehens1on Newman S bas1c thrust 1s
therefore a content1on that the 1ntu1t1ve mode offapprehension\
'wh1ch is 1nherent in aesthettc percept1on,‘becomes cr1t1ca1]y

f_necessary for part1c1pat1ng in a non preJud1c1a1 apprec1at1on of \

N others B1gotry and pre3ud1ce can be e]1m1nated by the 1nter3ect1on :

-t-st1]1 preserv1ng the 1dlosyncrat1c response of the 1nd1v1dua]

'l_of the non d1scurs1ve 1ntu1t1ve mode\by apprehend1ng the human

".cond1t1on as. 1t 1s 1nterpreted w1th1n d1fferent art works of other

» cu]tures e -

Lan1er 5 cana11zat1on program39 tr1ed to 1n3ect a more ;

¢

;contextua]1st approach to art cr1t1c1sm and art apprec1at1on wh11e

'.‘student and avo1d1ng Kaelwn S accusat1ons of over- determ1n1sm

Lan1er a]so beg1ns,;“where the k1ds are’ at " but further assumes

_that they possess an apprec1at1ve m111eu of - the1r own to wh1ch they

'v-lrespond w1th cr1t1ca1 Judgments | Art cr1t1c1sm wou]d revo]ve around

' obJects wh1ch the ch11dren 11ke, rather than be1ng 1ncu1cated by
'adu1t formu]ated standards of taste . i] Jt-’ e 1'3t‘ f '"f S
-Ef]and sconc‘ept40 of aesthetlc educat1on is s1m11ar to |

*.,Lan1er s cana]12at1on program Aesthet1c educatton 1s educat1on_p

‘ ";1n va]ues or att1tudes, where1n teachers attempt ‘to 1nf1uence the

S



aesthettc.preferences held,by the stbdents, 'Tea‘hing would help

" students with'the’significancehof their encOUnte%s; sotthat'they'

cou]d compare their feelings and make‘"good reasons“ for-judging

| these encopnters Such an educat1on w0u1d resu]t in "valuing" as a

‘behav1or where cho1ces are made between compet1ng va]ue systemsl

~Eftand does‘not accept Bruner s concept of'educat1on as the mode]

.for this prOgram’becauselot hi53COgnitiVe‘orientatiOn.4T

| In summary, art.educatorsf1ike Efjand Newman -Lanier view

" aesthet1c educat1on as’ educat1on 1n sensuous know]edge ach1evab1e-

: through aesthet1c exper1ences The1r cr1t1C1sm is general]y

contextualist and they draw the1r onto]ogy from the aesthet1cs of N
42

~John Dewey Aesthet1c educat1on is treated as 1ntu1t1ve and the

,funct1on of art as express1ve ~ .‘rﬁ, ‘

2.5 <The-Cognitive Currentlﬂi.b'a

Tﬁe other maJor current wh1ch 1s in d1rect conf11ct w1th the

el

_1nterests of’ the behav1oralxst mode] for creat1v1ty and the

_-ex1stent1a]1st mode] of aesthet1c educat1on 1s represented by Barkan,

Marantz, Broudy,-Kern and D1mondste1n, Hausman “and Sm1th The1r

”-'ep1stemo]og1ca1 base 1s borrowed from Jerome Bruner S thes1s of

' ro]e p]ay1ng w43 Such programs assume that there are correct

methodo]og1ca] procedures wh1ch shou]d be. fo]]owed to 1earn an
acceptable body of know1edge wh1ch has been "approved” and sanct1oned
' by the profe551ona1 commun1ty In th1s respect on]y we]1 known

fjand h1stor1ca11y estab1lshed works of art are d1scussed, cr1t1c1zed

i
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and emulated. (If not the work 1tse]f then the sty]e, approach or
,content is encouraged )

Barkan?é in his enthusiasm to oppose the "creativity"
orientation; founded his curriculum model on the artist, critic, and
h15tor1an triad: three roles represent1nq des1red behavior. o
Furthermore, he advocated the use of teachlng packages and ordered
curr1cu1um materlals ?; thlS regard, it is true that Barkan 1eaned
heav11y towards the log1ca1 -positivist tradition; neverthe]ess, his

program ca]]ed for qua11tat1ve change and at ]east one wr1ter in

Stud1es in Art Educat1on has a]]eged that his. maJor work , Gu1de11nes

(1970), "is too cogn1t1ve1y or1entated 45

: Broudy S program46 is founded on the ro]e of the conno1sseur

Judgments and cm1t1c1sms are cn 41rected towards serious or “h1gh"

art. It is these Judgments wh1ch require ref1nement whereas‘

common day percept1on of th1nqs requ1res no such reflnement

Aesthet1c percept1on is teachab]e because aesthet1c qua]1t1es may be

: 1dent1f1ed more or 1ess systemat1ca11y when an aesthet1c obJect s

.~exam1ned Broudy S approach is highly. forma]1st Tra1n1ng foritheh

recognition of;forma1 propertnes is primary Interpretat1on,

_icr1t1c1sm and art history fo]]ow after- tra1n1ng in perceptlon has-

~been accomp11shed 47

Kern48 1eans to a more affect1ve aesthet1o program In many

crespects his program is-a synthes1s of Broudy Barkan and Lan1er

a

Re3ect1ng Broudy s conno1sseur mode] and Barkan's trijad as too
vscho]ar]y and unreasonab]e an approach he offers a collector-

gourmet mode] as the aTternat1ve As gourmets, thevchildren seek‘

Lo _ S
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out experiences which are highAin aesthetic qualities and as
gco]1ectors they try to maintain an aesthet1c env1ronment whwch is’”
rich with aesthet1c experiences. Kern 5 proper/tbnction for
_aesthet]c -*ucatlon in the 1970 S is to have students deve]op the
vcapac1ty to Judge cr1t1ca11y and actlve]y seek out significant
aesthet1c experlences In this respect Kern 1ntroduces a much
broader perspect1ve as ‘to what may const1tute -aesthetic exper1ences
. for children. Non art sources’, popular art mus1c and the.
environment become potent1a1 sources for aesthet1c exper1ence

| Marantz,49 Kern, Broudy and Barkan all agree ‘that artistic
product]on is but a sma]] part of the experiences a student should
haye,w1th art. The stress is on apprec1at1on. the. aim, to »
deveﬁop'critica] “aesthetic consumers“ by 1ncreas1ng aesthet1c
sens1t1v1ty through structured programs based on a connoisseur model,
or gourmet- co]lector mode] or on the cr1t1c model or on Bo xan's
tr1ad( art1st, critic, and h1stor1an | A]th0ugh the- stress i now

‘on.cognition, Dewey is still the onto]og1ca] base for these

programs. He'eme§§§§ as a 1eader4just as he did for themaffectjve

L

group..

bDimondstetnSO may be c]ass1f1ed as be]ong1ng to the above
group, but Langer supp11es the under]y1ng aesthet1c foundat1on fof(
D1mondste1n 'S assumpt1on that there is a structure 1n aesthet1c
educat1on analogous to mathemat1cs and soc1a1 stud1es Us1ng the fc
aesthet1cs of Langer and Read to descr1be part1cu1ar art forms and

o

art- processes, she recommends that each endeavour (f.e., scu]pture,

pa1nt1ng, arch1tecture) be. defined by cover1ngufour areas:

]
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def?nition and description, chérecteristics, experience, and art

’ e]ementSCS] Such a view offers a closed syEtem}to the definition of

the arts and its structure is highly formalist. |
The'mostninfluencia1 exponent of the preceding current has

been Ra}ph Smith. Not'only has he contributed’to Stud;es in Art

Education regu]ar]y,.butbhe is editor of his own journalgb» _ -

Journal of Aesthetic Educs 1 (1966) . Smith represents the

antwthes1s of yhe ex1stent1a11st phenomeno]og1ca] pos1t1on

Sm1th s def1n1t1on of aesthet1c educat1on s ent1re1y based
3
‘onvthe ro]evofnthe cr1t1c.v Rejecting Bruner S thes1s on pr1nc1pJe -

N

" Smith insists that aesthetic'education'concern itself wich the

method of criticism. The role models become the enlightened cr1t1c

"or the ref]ec ive beho]der The en11ghtened critic 1s one who has

prof1c1en & language and the ref]ect1ve beho]der shou]d acquire-

th1s same p% f1c1ency

I
Smlth contends that cr1t1c1sm should 1nvo]ve 1nterpretat1on,
53 '

~description, ena1y51sland eva]uat1on. - As ‘paradigm cases, he

54

refers: to Sibley™ " and Beards1ey.55r Both aestheticians maintain

(94

.tthaf the’tote] meanfng of the art object may be ascertaingd from the
artwork .alone. In this respectltheybna{ntainkan_abéo]utist position’
and aforma1i%f orientafﬁon. The artist's7infention, the cuitdré1
_m111eu, the h1;%or1ca1 perspect1ve, are not involved in this brand
7‘of cr1t1c1sm -Know]edge of symbo115m 1n the art work is 1mportant
'but references to outs1de sources “about the work are 1nadm1ss1b1e

&

L1ngu1st1c_ana1ys1s of cr1£gcs s;atements is the methodo]ogx

employed.
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Sm1th strengthens h1s pos1t1on by app]y1ng current
psycho]oglca1 theory to his- method of 11ngu1st1c ana]ys1s Current
psych01091ca1 theory hypothes1zes that there are three stages ofW$
cogn1t1ve growth each mode possess1ng 1nfonnat1on<and representing
1deas (Sm1th calls these. enact1ve, symbo11c and jconic stages-
terms wh1ch reflect Bruner S ep1stemo]ogy ) Aesthet1c Judgments can
be comparéd to these phases of cogn1t1ve growth. 56 Therefore
»cr1t1c1sm in aesthet1c educat1on shou]d 1ncrease 1n comp]ex1ty as.

%
.the ch1]d progresses through these stages

Sm1th 557 approach to the teaching of art h1stor1ca1

\ -

\
structure is contextua11st part1cu1ar]y in h1s early wr1t1ngs

‘ where he condones causa1 eXp]anat1ons for h1stor1ca1 deve]opments

A

and shuns probab11st1c exp]anat1ons for Jnd1v1dua1 works of art. He

accepted Bruner S thes1s, bu11d1ng aesthet1c education around the

. f\;mode] of the h1stor1an whose ro]e was to class1fy, define, describe,

4]

‘explain and,1nterpret work550f art. L . e
A var1at1on of Sm1th s theme was presented by R1chard |
= Munson5§ who proposed'to re-examine Gustaf Britsch' s theory as a

,potent1a1 base-nn art educat1on Britsch, a neo- Hege11an,59

art h1story as a. record of what has been v1sua11y understood " Art

transcends a]] sty11st&$ and h1stor1ca],]1mitations because for -
. Br1tsch, it is created form, not’imitated;form.,;0n1y manemade;
_LCreat?ve'torms are supject to'artfstic'strUCturetso This;artistic
’structure goesithrough transfornations from s1mp1e to comp]ex from

outer to 1nner form and from-homogeneous to heterogeneous The

"ch11d he ma1nta1ned goes through»the same process. The difference

. s—«"v ‘;’% D

Wl

."

treats -
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'“x cogh1t1ve, is subqect to the same methods, contro]s and forma]

o

'between the artlst and ch11d 1s that the ch1]d 1s unsuccessfu] at

unification in h1s ear11er stages But as he progresses through they”‘fﬁ

stages of growth, unmeant" percept1ons change‘to "meant" S
perceptions of h1s env1ronment 6]_ -

4 Munson accepts th1s deve]opment but str1ves to make 1t 1ess
]1near and 1ess of a c]osed system approach by ]1st1ng a number of

criteria wh1ch would 1nf]uence each of the three stages 62

Y

y

2.6 The Middle Ground

/o
/- .
./ v

/

There are many pos1t1ons wh1ch attempt to synthes1ze or e

- i

'de11neate 1nstances when e1ther of the two currents shou]d be

,ut111zed As such many programs are ec]ect1c and 11e 1n a "middle

ground pos1t1on Ecker 'S problen so]v1ng pos1tnon w111 be 1nc1uded*

in th1s group1ng, along w1th those of Arnst1ne V111ema1n Brad]ey,‘;f

B1ngham Dav1s and E1sner A]] may be further characterlzed as
hav1ng a greater or 1esser skewness e1ther towards the affective

'doma1n or ‘the cogn1t1ve doma1n

3 '\

V111ema1n63 ma1nta1ns that,historically aesthettc’theoryphasn

o

“not prov1ded the necessary methodo]og1ca] pr1nc1p1es fory
- N . J?,.r( z
‘ educat1on Character1st1ca11y, aesthet1c exper1ence 1s no_
to ru]es forma] contro]s, nor regu]at1ve methodo]ogy V111ema1n

argues that the affective doma1n, a]though d1st1nct from the

propert1es Nelther doma1n s se]f—suff1c1ent Both shou]d be

1n5}uded in genera] educat1on but 1n a pred1ct1ve med1ated manner;7-

Each subJect shou]d have cogn1t1ve affect1ve order1ngs 64

sthetiij R

*subject. -
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V11]ema1n S so]ut1on to affect1ve cogn1t1ve order1ngs in the

c]assroom is to out11ne a spectrum of moods The gua11tat1ve

predom1nance mood occurs- when . the affect1ve doma1n is predom1nant in

o the c]assroom wh11e theoret1ca}4predom1nance occurs when there is a

"lTaw of grav1ty" 1n_the c]assroom. 'when.both s1tuat1ons are at
equa1 odds, a re]at10nsh1p of “rec1proc1ty“ ex1sts »
V111ema1n Teans heav1]y towards a behav1ora1 model of
;educat1on He assumes that ther£'1s d1scurs1ve know]edge 1n the _
-f1ne arts wh1ch teachers should emphas1ze The cogn1t1ve e]ement of
art cr1t1c1sm shou]d be 1nc]uded in, the f1ne arts curr1cu1um s0 as

v

"'not to over]ook "theoret1ca] predom1nance ! L1kew1se, sc1ent1f1c :

pursu1ts shou]d not over]ook "qua11tat1ve predomlnance " Therefore;b'

‘1t is a matter of emphas1s when ‘we methodo]oglca11y d1st1ngu1sh E
:_between educatlon in art and 1n sc1ence.“65. |
B1ngham66 endorses V11]ema1n $ argument Concept 1earning
‘through v1sua1 means is poss1b1e prov1ded a P1aget1an b1o]og1ca1

' mode] 1s deduced where the re]at10nsh1ps between the cogn1t1ve-

'affect1ve doma1ns m1ght be p]otted She realizes that such research;.

,1s, however, a. 1ong way com1ng

Dav1s,67 11ke V111ema1n ma1nta1ns that a curr1cu1um shou]d

Tave pred1ctab1]1ty and ru]es He argues that the stress on

L

:behav1ora] obgect1ves has been m1sgu1ded Rather than concentrat1ng

_on the form that behav1ora1 obJect1ves shou]d take, Dav1s 1ns1sts

thatfone shou]d concentrate on the behav1or of the student In-thns ‘

way the re]evant'behav1ors.1n-art educat1on.cou1d be 1dent1f1ed andf

fa‘typo]ogy of’usefu]~behav10rs‘differentiated., Internal'behaViQrs;»

P
R
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’wh1ch were not directly v1s1b1e cou1d be c]ass1f1ed as high or 1ow

1ntens1t1es by overt express1ons The art.spec1a11st has,to be’

-able to “read" these express1ons.and'compare them on a probab{Tity N

68 . N N v ‘ - .

: continUum o SR SR o

Un]Wke Stumbo whose pos1t1on is c]ear]y phenomeno]og1ca]

BradTeysg tries to synthes1ze the phenomeno]og1ca1 v1ewpo1nt and

the behav1ora11st mode] into what ‘bls encounterab1]1ty W70 -

Lean1ng more towards the ex1stent1a]1st phenomeno]og1ca] v1ewp01nt

Bradley advocates an 1nd1v1dua11st1c approach wh1ch has a feedback
N~

| - Toop. Th1s cybernet1c model a]]ows the Iearner to relnforce h1s own -

1earn1ngs cont1nua11y once an art encounter has been exper1enced
Ewa]uat1on and d1rect1on are dec1ded by the ]earner There 1s no

sequenc1ng 1n such a program and obJect1ves rema1n subJectlve and

lﬁf]ex1b]e R

In- this phenomenolog1caJ encounter Brad]ey states that

o general-obJectmves may be useful forf encounterab111ty" ' Such

,ObJect1ves are frr outcomes wh1ch may appear on d1fferent 1eve1s,

mhence genera11zat1ons about group behav1or are reJected These‘

. genera] ob3ect1ves are 1mportant ‘to- the deve1dpment of

h-encounterab111ty 1n the ear]y stages, but become less 1mportant as

se]f prOJect1ve techn1ques deve]oped by the student take over.

Stud1o product1on becomes the ma1n factor .in’ "this scheme

‘VH1story, cr1t1c1sm and»apprec1at1on become the means by wh1ch -

express i on{s .

students develop the ab111ty to have mean1ngfu1 encounters and

—~ -
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Arnsttne7] ma1nta1ns that aesthet1c qua11t1es are found in
common experiences. However, because people . have a pract1ca1 or
.1nte11ectua1 or1entat1on to the world, they become insensitive to
formT In this aspect, Arnst1ne ]eans towards the affect1ve po1nt ot
view.‘ Interest, di'stance72 and aesthetic att1tude become the |
necessary cond1t1ons for aesthet1c educat1on |

Arnst1ne S program encourages ch11dren to produce and

apprec1ate works h1ch are of interest to ‘them, Art exper1ences are

"jorgan1zed.so that « ':ua11t1es are recogn1zed in popu]ar
cu]ture and in common obJects of da11y exper1ence 73 The role of

the teacher s an aesthetic consu]tant for the schoo], SO that .

'h1ectures demonstrat1ons and 1ectures become more 1nterest1ng

- po]1t1ca1, soc1o]og1ca] and econom1c cons1derat1ons

Furthermore by exam1n1ng the funct1on of. form of everyday obJects,

Arnstine's program tr1es to make connect1ons between aesthet1c and .

Arnst1ne opposes research wh1ch s]ots ch11dren 1nto categor1es'

’ror c]ass1f1es them- 1ntocf1xed persona11ty types. 74 He reJects

research in. menta] hea1th, emot1ona1 adJustments and other such
.act1v1t1es wh1ch belong to the prov1nce of psycho]ogy and not art

.feducat1on His program stresses process, not product and as such
t_research shou]d be. d1rected to aesthet1c att1tude and to the way

' ;a‘perce1ver fee]s about an art’ work Arnst1ne c]ear]y used John:t

'h Dewey S ph1]osophy as h1s aesthet1c foundatton B |

The f1na1 m1dd]e ground" pos1t1on presented 1s that of

E]]1ot E1sner H]S pos1tlon is not made exp]1c1ty in Studles in .

—
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Art Education bui}h1s fervent oppos1t1on 1n ed1tor1a]s to the
behav1ora11st pos1t1on p]aces him away from log1ca1 pos1t1v1sm

HlS concern w1th the Ketter1ng Progect 1mp11es an advocacy -of,
E1sner uses express1ve obJectwes75

However

packaged mater1a]s
_which a]]ow for open ended.answers and unpred1ctab1e behavior.
| and his paradigm for

E1sner's typology for‘creat1v1ty'
| him as a- fo11ower of

ana]ys1s of v1sua1 prob]em so1v1ng 7 p]ace
Th]s 1s further ver1f1ed in a recent art1c1e ‘on certain

John,Dewey
However, in h1s most recent art1c1e in Stud1es
s

educational myths.
Eisner~accepts a commun1cat1on theory' of
xE A]] arts, he ma1nta1ns, can‘be decoded and

in Art Education,
aesthetic education.’” A 7
A contextua11st positionsis maintained when he d1scusses

encoded.
the convent1ona], representat1ona1 and connotat1ve symbo]s but he
smeS :, »_g .

resorts to forma11sm when rev1ew1ng "qua]1tat1ve
”Qua11tat1ve symbo]s" are a. matter of phys1ognomon1c percept1on

Syntax and symbo]s change due to the 1ntroduct1on of new med1a and

1t 1s new med1a wh1ch ch1]dren shou]d use in schoo]s to f1nd new.

Z("»
v

“qua]1tat1ve symbo]s "
A summary of the varfbus ax1o]og1ca1 pos1t1ons was g1ven by

Ecker80 when he was af£1]1ated w1th CEMREL S curr1cu1um*deve10pment
Four foundat1ona1 "bases were 1dent1f1ed- the behav1ora1

:h program
base, the exper1ent1a] base, the cogn1t1ve base and the 11ngutst1CA
The behavwora] base pred1cates a curr1cu1um wh1ch has | |

d1screte term1na1 behav1ors wh1ch are arr1ved at through a ser1es of
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such’ mater1a1

le rn1ng act1v1t1es V111ema1n and Barkan wou]d support such a
hprogram The Ketter1ng PrOJect and phase two of CEMREL produced

: A -~ -

| The exper1ent1a1 base conststs of a curricu]um based on.

v probTem soTv1ng Certa1n concepts and sk1T]s are app11ed and -
h]earned through th1s method The art1st is used as the mode] durlng
'fthe performance but Tater the mode] changes to that of the cr1t1c

'Such a base, argues Ecker represents a- trans]at1on of " Dewey S

.‘_-pragmat1sm 8]

5.

The cogn1t1ve base ma1nta1ns that art apprec1at10n 1s the

': ¢rpr1me obJect1ve of the aesthet1c program Art cr1t1c and art

h1stor1an are the exemp]ars _ KnowTedge of content technlque and

' ‘h1story are requ1red ' Sm1th 1s the exemp]ar of such a pos1tnon

F1naTTy, Ecker 1dent1f1es the 11ngu1st1c base wh1ch produces
’a range of sk1TTs 1n Tanguage . These sk1]]s 1nc1ude d1aTogue and '

“descr1pt1on ‘where stress 1s on: sentence structure and the use of

_metaphor.and S]mxle Sm1th advocates th1s program Dobbifflfgﬁ/Q.

argued in the same ve1n, TN
C . oo g

":,2;7s Summarz |

Twenty three pos1t1ons have been characterlzed as represent1ngt

’

o two magor WeTtanschauungs in aesthet1c educat1on 83 . These have been

,;termed the Affect1ve Current and the Cogn1t1ve Current Furthermore, ‘

“'a number of p051t1ons have been character1zed as “m1dd1e ground"

_’3whose curr1cuTum-structures are ecTect1c but skewed to. e1ther side of

l

'-:the two‘broad cqrrents,- Ecker S pos1t1on has been des1gnated as the

R

L o,
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midd1e position 1ncorporat1ng equa] 1nteqrat10n from both currents
It 1s cogn1t1ve to the degree that the 1nte]1ect IS used for |
: order1ng qualxtat1ve e]ements | | ‘

The cogn1t1ve current p]aces 1ts emphas1s oh 1nte1]ectua1
pursu1ts 1n cr1t1c1sm 11ngu1st1c ana]ys1s and ordered sequenc1ng,,d
wh11e the affect1ve doma1n 'places its emphas1s on aesthet1c‘
exper1ence, aesthet1c att1tude and the acqu1s1t1on of sensuous
kn0w1edge from the "na1ve observers" v1ewpo1nt 84 |

The affect1ve current draws 1ts onto]ogy from ex1stent1a11sm -

' 'and 1ts method fr0m phenomenology It sees the chi]d ‘as an -

autonOmous 1ndtvtdua1 capab]e of express1ng and translat1nq h1s

env1r0nment through act1ve free cho1ce Stress 1s p]aced on obJects o

'wh1ch are of 1nterest to- h1m Furthermore because man 11ves o

marg1na11y, concern1ng h1mse1f w1th econom1c and pragmat1c concerns,':-f

he does not exper1ence the obJects around h1m to the1r fu]]

dl aesthet1c potent1a1 Aesthet1c educat1on, therefore, shou]d make
| h1m rea11ze and actua11ze th1s potent1a1 ‘ _ | »; -

Th1s affect1ve current is’ further character1zed by 1ts o
‘stress on process, not product It 1eans towards forma11sm,

B stresswng the 1nd1v1dua1 s’responses to aesthet1c obJects that he
cr1t1c1zes and makes . i o | | e

The cogn1t1ve current draws its onto]ogy from 1og1ca]—.
pos1t1v1sm and 1ts methodo]og; trom w1ttqenste1n and Monroe "1;_f*_h;ff33'7’
Beardsley It sees the ch1]d more as a- mach1ne a pass1ve f S

1nterpreter and 1earner of methods of cr1t1c1sm who app]1es them

' to we11 known and h1stor1ca11y sanct1oned art. works It-assumeS-.




'affect1ve fa11ac1es 85 However Sm1th 1s more a contextua11st

¥

.'l N

"-_that there are def1n1te ru]es and’ methods that may be 1earned and
L'a body of know]edge, as def1ned by the profess1onals in the f1e1d

'rwh1ch can\be structured and sequenced

Th1s 1og1ca1 pos1t1v1st current is further character1zed by

1ts stress on product product as either the 1anguage of art

’ .cr1t1c1sm or the wr1tten product It is h1gh1y formaTlst both

'jBeards]ey and w1ttgenste1n argue for the 1ntent1ona]1st and "

i_{Soc1a1 m111eux, art1st S 1ntent1ons, h1stor1ca] eV1dence are

cons1dered helpfu] but not of pr1mary 1mportance 1n art cr1t1c1sm

2.8 The CognitiVe/AtfecfiveﬂContinuum:»HorizontaT”AXis |

Chart K presents v1sua]1y a summary of sect1ons 2. 3 to 2 6
-, s

.ikThe affect1ve doma1n and the cogn1t1ve doma1n represent a hor1zonta1
| «cont1nuum and Kaelln and Sm1th are place at oppos1te ends Sm)th s-
eaax1olog1ca1 pos1t1on presents a qua]1tat1ve change from the B

: creat1v1ty" pos1t1on and is p]aced at the cogn1t1ve end. Kae]1n

f”presents a rad1ca] 1nd1v1dua}1sm hence he is- p]aced on the §

Kae11n, Stumbo Thompson represent the phenomeno]oglcal—.»

,j_ex1stent1a11st pos1t1on Lan1er, Newman Ef1and are exemp]ars of ‘

. i-the “affect1ve doma1n wh1ch draws on Dewey s aesthet1cs for a :)7'E“

i

K

';',affect1ve end Tbe 11ne underneath represents cr1t1c1sm wh1ch moves~f3f~b
"7:from forma11sm (Kae]1n s eﬁgsien$4a41sm) towards contextua]1sm ;:.:1f '

_i(Dewey) and then back to forma11sm (Sm1th)
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tfoundatiOn. These are ranked accord1ng to the degree to which they
have an affect1ve or cogn1t1ve element. |
Brad]ey is representat1ve of a phenomeno]og1ca1‘"m1dd1e
pos1t1on Arnst1ne, Ecker, Eisner, Davis, V1A cna1n are
representat1ve of m1dd1e pos1t1ons wh1ch also draw the1r onto]ogy
from\Dewey Pos1t1ons to the 1eft of Ecker Iean towards the *
affect1ve doma1n pos1t1ons to the r1qht ]ean towards the cogn1t1ve
domain. In this respect Ecker and V111ema1n are the m1dd1e ec]ectlc;
'—pos1t10ns " | |
| Kern Marantz repreSent p051t1ons wh1ch are. representat1ve of:
the cogn1t1ve doma1n ‘Both have-trans]ated Dewey as a role funct1on;
D1mondste1n adheres to a sem1ot1c theory, Munson, a neo- Hege]Ian
pos1t10n, oudy and Barkan have translated Dewey 1nto behav1ora11ste
"terms; wh1f255m1th uses Beards]ey and S1b]ey as his foundat1on
| “In order to make a d1st1nct10n between forma11sm presented by
th‘ cogn1t1ve group]ng" and the formalism presented by the
‘affect1ve group1ng" the term "structura1lsm“ will be assxgned to
‘the ]atter group | {‘- e"‘, .}vt . f'b o f' L
| The mean1ng of structura11sm here fo]]ows 1ts phenomeno]og1ca]

descr1pt1on g1ven by P1aget 86 It 1s character1zed by three o '»_.v o

cr1ter1a who]eness, se]f regulat1on and transformat1on Who1eness-
| means that the elements of the structure are- subordlnated to 1aws,;

: se]f—regu]at1on refers to the auton@my, sel f- matntenance and c]osure

=3

of a structure and transformat1on refers to a tempora] process

subJect ‘to- transformat1ona1 1aws 1nternal to the work ~In short

structura]s1m is a "system c]osed under transformat1on "87 Thet




inclusion of transformat1on, as part of the def1n1t1on of
’structura]1sm distinguishes the latter from a str1ct forma11sm,

’whlch treats structure as a“static form S

. The Hor1zonta] Ax1s however te’  only part of the story.

A Y

“Though these severa] pos1t1ons have now been cata]ogued the
cr1ter1a wh1ch govern the1r epWstemo]og1ca1 and onto]og1ca1
.characters have not yet been d1scussed This, then, becomes the

N bus1ness of the fo110w1ng chapter. ‘ -

e
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Footnotes - Chapter’Twe'

-

]Donald Arnst1ne,,"Art Exper1ence, and Tva]uat1on A
- Philosophic Inqu1ry," Encyclopedia of Education, Vol. 1’ (New York:
MacMillan Co., and the Free Press, 1971). Arnstine points out that
programs in art education can be remarﬁéb]y d1fferent depending on
what theor1es form the foundat1on of the art program.

‘

"Just as programs in art educat1on d1ffer -
widely, so-do families of aesthetic '
. theories. It can be seen that each school
art program finds justification and guidance
‘in a particular type of aesthet1c theory;
each theory,:in turn, tends to emphas1ze

a different aspect of art." (p. 320) -

2The positivist tradition or what Habermas (1972) calls
"empirical-analytical" methodology is characterized by a
methodology which prejudges the meaning of statements and

- establishes rules for constructing nomothetic. theories and for .

critical testing. It seeks to predict behavior and control.

. knowledge. See J. Habermas, Knowledge and Human Interests (Boston:

‘Beacon Press, 1971), p. 320ff. A skeletal analysis of the -
behavioralist ‘tradition is given by C. Wieder: . Wieder

- characterizes_this. approach as 'hard', whlch refers to each one of -

the fo]]owwng

AT Child/Learner , o : :
~/ .. - discounting of. 1nd1v1dua1 1earner d1fferences

- focus on similarities among individuals
Co- compartmenta11zat1on of ]earner types

’Instruct1on S ,
- essential or fundamenta11st T y
" - depth and spec1a11zat10n
- _student made to accommodate the currlculum
- convergent sequencing of un1ts.0f instruction
- teacher as authority figure -
- anxious environment. o
.- un1form1ty of methods and- mater1a1s

<. Curriculum
- ‘systematic cons1derat1on of subJect matter
- departmentalization bf learning . R
% - norm-referenced, comparative evaluation
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Educational Effects: The Student Learns
< rule following ("discipline")
- reliance on authority ‘
- disvalue of alternatives and differences. . L
- the information
- the modes of doing the subject
- self denial and repression’ . -
- "hands of f* attitude toward the environment

See, Char]es Wieder, "A]terﬁative Approaches to .Problems 1n'Art
Education," Studies in Art Education 17(1), 1975, p. 22.

. _3The experientialist position is synonymous with-phenomenology = -
in most journal articles in Studies in Art Education. In turn,
-, Phenomenology becomes synonymous with "descriptive" research and
' the aesthetics of John Dewey. It is for this reason that art _
educators have termed this position too obscure for research. The
most definitive statement of the particular phenomenological view ' N
used was given by Stumbo, who adhered to the phenomenology of : _
Merleau-Ponty. See H. Stuinbo, "Changes in Meaning Following
Phenamenological Bnalysis," Studies'in Art Education 12(1) (Fall ‘
1970) :50-60. Participant observation as a research methodology first
appeared in Studies in Art Education in 9972. See Pohland's ‘article, S
"Research: Participant Observation,".Studies-in -Art Education 13(3)
(Spring 1972):4-15. While case studies were.introduced in the same
‘journal in 1976 by J. Morris. - See his article, "An Alternative .
Methodology for Researching Art Attitudes and Values," Studies in~ .
. Art_Education 17(1), 1975, pp. 25-32. Participant observation and
. case study research methodologies have been classified as
tdeographic and categorized as "soft" by C. Wieder. "Soft" refers
to, . : : o ' S

¢ Child/Learnef™ . L L
Meciation of and respect for individual Student
) = focus on the unique and the particular

- - wholistic conception of child

Instruction N

- child centered ,
- breadth of exploratory experiencés o S Ts
- learning actjvities grow out.of student (or teacher) - ,
.. needs and interests . . o '
- tack of explanations of expectations and methods.
_- anxious environment | -

-

© . Curricglum _ o . , :
' -'non-sequential ' ' o : o
" - non-developmental °
- non-evaluational '
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* Educational Effect = -
. {-- - self-reliance and self-protection .’ _
"—>se]f-expression'or exhortation of personal meanings
- divergent thinking ¢
- skills of social interaction and manipulation -

'See,:C. Wieder, "Alternative Approacﬁ’td Probléms in Art'Edﬁcation,"
Studies in*Art Education 12‘1)3 1975, p..22. . . N

.'4The first i$Sué was chiefly coﬁcerned with the nature of
- research, with Hausman, -Kaufman Biettel, Logan andLanier all

agreeing that art research shou d.be more scientific. Lanier
expressed their views: T . T A

"It is necessary for us to' base our progress

oo T " on verified, factual infor@ation, rather than
R on individual, subjettive judgments." = :
~ . Vincent Lanier,_"nhp]ications7gf the Concept of Action Research,"
.Studies in Art Education 1(1), 1959, pp. 38-49. However, Feldman- in
_the-same jssue had other’ inclinations. He arqued that aesthetics
.%%ﬁ@nd'art glucation had two differént research interests. Art o
. mipg¥education Was@gﬁtere & *in aesthetic response in the context of _
.. teaching, while aest ficyre¥egrch was interested in -adding knowledc*
" about "art." He fdﬁﬁﬁ;kjﬁﬁébﬁiéted that eventually the field of
- aesthetics would becomk 4 par{ of art education. Edmund Feldman,
. “Research as. the Verifigation” of Aesthetics," Studies-in Art: - ‘
- "2 ’Education 1(1), 196?, ép;iig;gs._" - T

OWith the Fall, 1960 issue, Ken Beittel became its co-editor.
Beittel's policy, which hé made explicit in another editorial; '
(Kenneth Beittel, "Editorial," Studies in Art Education. 2(2), 1961,
'pp. 3-6.) was a concern--for good positivistic studies.  As a '

. consequence, Studies in Art Education ran fourteen major articles '
out -of twenty-two (66 percent) which dealt with creativity based on
empirical research adopting:the behavioralist methodology.. _McFee

~.continued. to raise the res¥arch issue. LT

[At this ﬁoment;_mankind appears to be FEST _
seriously evaluating his raison d'etre. . " . o

‘ -~ Values, attitudes and practices are being
questioned on every-hand. Art is one of

o - . man's most important means of se]féreflectibn, o
. evaluation and communication.” P
- June McFee,V"Résearchvin Art Education," Studies in Art Education -
-~ 2(1), 1960, p. 19.... = . e T o K
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- _respect for 1nd1v1dua] student

, - . . e

5y

»

6Hayman d'Arcy, "Art An Integrat1ng and Intens1fy1ng Life
Force," Studies in Art Education 1(2), 1959, pp. 18-21.  d'Arcy
makes mention of aesthetic theories of Dewey, Croce, Collingwood and

~ Gotshalk but made no attempt to bridge their concepts ‘with art

education. L. Frank, "The Role of the Arts. in Education," Studies
in Art Education. 1(2), 1959, pp. 26-34. Frank, on the other hand,.
ra1sed a question which cou]d pass as a form of aesthet1c edurat1on

", ..should art educat1on or1ent the student

, to major intellectual and scientific oo
developments? Should art guide him to see ‘ﬁ

how all the arts under exp]orat1on, ' :
exper1mentat1on A

L.

“Frank's answer to this question was a program where art was a

communication of new ideas through visual means. This was the task
of aesthetic exper1ence AIthough Frank pays attention to the
phenomenon of "aesthetic experience,” he uses it as an analogy for~
psycho]og1ca] vg;am1ns,' which are taken by the students so that
the program functipns properly. His true art program called. for

~ teaching cogn1t1vgfconcepts and .in his. case these concepts would be

similar, to scientific-ones. ‘Frank's program, therefore, fa]]s under
the rdbr1c of behav1ora11sm and creat1v1ty o TS ,tg R
L v e : o . ,:g;}‘ ‘ - :: ;...”“ '~ . ‘_.‘
7Dav1d Ecker, "Teach1ng Mach1nes and Aesthet1c Value .
Studies in Art Education 3(2), 1962, pp. 8-15. Ecker concludes that

“-teaching machines can teach a given style and a given content but.

qualifies this statement by questioning whether this should be the

desired. ehd for art education. Ecker's stress is on’ the acqu1s1t1on
- of sk111 and product1on rather than apprec1at1on ' _

) 8C w1eder, "A]ternat1ve Approaches to Problems in Art.
Educat1on," Studies. in Art Education 17(1), 1975, pp. 17-24. Wieder

© -tries to .characterize a position which incorporated the "tough" line =
of research (behav1ora11sm) and the "soft" line of research = & « .~
'(1deography) into a synthesis. He calls. thzs the "tough" 11ne of

research and it 1s presented be]ow

Ch1ld/Learner A T iff_ - [

.= concern. for d1agnos1s,,conceptua11zdt1on and accommodat1on B
\' ‘of*individual® learner differences =* ' _

- appreciation of both universal and un1que cogn1t1ve and -

5.")’ .

'« v . affegtive characteristics . T 1 R
T oA es € c‘er Stie ‘ !o. L fﬂM/ R ST
Instruct1on o i %%;—“l%ﬁf" S e
- .depth, breadth and emergent ni,wuctlon» i ' o ;g;“ﬂgé'

.. = synchronizatjon of student Qnt sy capab1}1t1es and e
' apt1tudes, and the content of apd approach to the sub;ect i
- matter S . Fya.“ Sl

D N 't;:-.f-'f,—“f” e e
. B Eom
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.- student's option to abstaih_from'éctfvfties
- two way teacher-learper respect. -
© - diversity of ipstructional means

" Curriculum

systematic exploration of both subject matter and. student’

earning variables } o .
rlexibility of -design to accommodate both varying
~teaching strategies and a range of learning styles

‘Educational Effect- ST S
- seTf—awareness, assertiveness, fesponsibﬁ]ity and
" self-evaluation -~ . o EEE
.= respect for ‘individual éifferences and diversity of
thinking styles L o L .
- - convergent and divergent inquiry. skills
- critical thinking. (p. 22) =~

v : 9Basil Bérhstein, “On the ClaS§ification ahd‘Frahing of
.Educationa].Know]edge,“uKnow1edge'and ControT, ed. F. D. Young
(New York: Collier-MacMiTlan, R ' '

. o

"]OA._Efland, ﬁThe Transition Continued: The Emergence of an
‘Affective Revolution," Studies in Art Education 13(1) (Fall 1971)

o J]Seé_for example, Elliot Eisner, VDo*BehaVﬁofa]'Objectives
and Accountability Have a Place?% Art Education 26/5), 1973, and.:
Elliot Eisner, "Educa;iona]-ObjectiyEs,;HeTpcor Hindrance," Art

/. 'Education 15(6), 1974, and. E1Tiot. Eisner, "Toward:a New Era in Art.
- Education," Studies in Art EducatTOn-6(2)'(Spring T965):54-62. S
- Although others have .made clear distinctions as to the mechanistic

ontology o/ positivistic research, Eisner is the most notable
opponent of its view in Studies in Art Education. '

.V]ZIn’their gditopjéls; both Eisner and Ecker critique.each

. . other's position. See, E¥liot Eisner, "On:the Impossibility of -

" . Theory in Art Education* An Editorial,” Studies in Art Education ,
- 5(1),.1963, pp. 4-9, and David:- Ecker, "Editorial: On the Possibility -
“of T?éory:ianrt Education," Studies in Art Education 6(2) (Spring
--1965):1-6. . o S S o . P

et Fan i
emphasis.fromfcreatiyity;to art appreciatjion. Lansing's editorial
raiSed'the.qUestjon,whéther the S-R model for .art research was valid.

- Also, criteria for being an "expert judge” were questioned. -Feldman =
raised the social question whether a critical audience»is;needed;for .
‘appreciation. There was a more:co@textua]ist‘notipn introduced. with -

o

E]QGZ?issue.of,Studies,ih:Ari Education - “ted its

Yy




- also voiced by.Smith, "The Liberal Tradition in Art Education,"

55 -

,Fe]dman S stress on Zeit e1st and the social: content of art 'Sm1th

made a plea for the®iace of art historical knowledge in the art

. program. Both Miles and Frost studied -aesthetic decisions,. basing
“their study on the assumption that group responses and 1nd1v1dua1s o
will not change their judgments of particular values over time.

'~ Finally, in the same issue, Jeanne Orr outlined the f1rst "aesthet1c
“curriculum in Studies in Art Education. Jeanne Orr, "An . |
1Exper1menta1 Program in the V1sua1 Arts," Stud1es 1in Art Educat1on

. 4(]), 1962 pp 56- 70 L . o n :

' ]4 o 7}5';“&, . : : o . \g/ﬂ
The Spring ‘1963 jissue  ran three articles quest1on1ng . o :

whether art education was. a discipline. . Manuel Barkan, usually

assumed to be the founder of "Aesthetic Educat1on" presents a

conservative viewpoint, while Kaufman takes issue with the m1s]ead1ng

interpretation of John Deweybs, Art as Experience. R AR

"The on]y tanglb1e proof of art, its- rea11zat1on _ o —
" -in some concrete form, has been downgraded The’ : -
~thousand-and-one technlques pract1ced in the "
classroom, from paper-mache- globe making to '
;ename]1ng tie p1ns, -from f1nger painting to
" tempera .paintingy’ from crayon .resist to_,pot
g making, all have a similar s1gn1f1cance.of
SRR creative experience. Though there is talk of
’ critical awareness, discrimination, meaningful
expressiveness, evaluation, judgment and aesthetic .
~ _criteria, there is little evidence of their: ‘
:my.\work1ng in the overa]] p1cture S (my eMphas1s) -

Irv1ng Kaufman, "Art Educat1on a Dlsc1p]1ne7" Studies in Art )
‘Education 4(2), 1962, p. 22. The d1scouragement voiced by Kaufman is

-~

Studies in Art Educat1on, 4(2), 1962, pp. 35-44. Leaning towards ,
cogn1t1vé processes,. Smith-calls. aesthet1c -experience unhistorical - . P
and observes-a need for a more intellectual foundation in art’ . ' -
education. .This. 1nte11ectua1 side should come from a h1stor1ca]

~ perspective.

]5E111ot E1sner, “On the Imposs1b111ty of Theory in Art ?
Educat1on An Ed1tor1a1 " Stud1es 1n Art Educat1on 5(1) 1963,

pp 4 9..

IR L -3

]6thr Lan1er,i"Sch1smogenes1s in Contemporary Educat1on,"_,,

‘Stud1es vt Education 5(1), 1963, pp. 10=19. This article is

- most often,. ed as 1ntroduc1ng the ax1o1og1ca1 p051t1on of,
.aesthet1c educat1on _

lbid, p. 15.
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IBDav1d Ecker, "Some Inadequate Doctrines in. Art Educat1on
and a Proposed Resolution," Studies in Art. Education 5(+), 1963,

- pp. 71-81. Ecker's pragmat1c approach to aesthetic educat1on .
SJggests~that the artist's thoughts do. not follow a strictly 1og1ca1

and .instrumental means- end sequence and are 1nstead d1rected by a
pervas1ve "qua11ty "

”

]91b1d b, 76.

\

2ODav1d Templeton "The Learner s .Search: Beg1nn1ngs of

~4'Structure in Art," Studies in Art Education 12(3) (Spring 1971) .
.123-30. - Search areas include subjects, themes, 1deas, art forms, '
'.Sty1es aqg cu1tura1 1d1oms .

2]Deﬁmng attr1butes are those cond1t1ons wh1ch soc1ety

environment. Attributes in-the Piagetian sense .is a term for

| lqua11t1es associated with. objects which are defined not only by the

physical configuration of -matter but also. by the social -uses of

- matter. Such social uses are subject to' change depending on the
. . employment of the object. This development adds a further d1mens1on

which McFee s P-D theory does' not delineate, Efland's analysis of
learning "sets,” which change depending on the stimulii attended,
overlooks the social attributes that objects have. See, Arthur
Efland, "Perception - Delineation Theory Mod1f1cat1on," Stud1es in
Art Educat1on 8(2) (SprIng 1967) :66- 86 PR : L -

22. ~ Do Korzen1k "Creat1v1ty ProdUC1ng So]ut1ons to

Ca Problem, " Studies in Art Ed0cat1on 17(2), 1976

pp. 29-35.

“imposes, while criterial attributes are those a child. assigns to his’

' 23Manue] Barkan is genera]]y cred1ted as the found1ng father B

. of, “hesthet1c Education" in the logical- pos1t1v1st tradition. He
-based his aesthet1c education on the artist, historian, and critic

model, following J. Bruner's thesis. Studies in Art. Education

o recogn1zed his contribution after his death by devoting an issue
~-in his memory.. See, 13(1) .(Fal1-1971). ' It is for this reason that
“Ecker is presented as the exemplar of the cogn1t1ve point of view.

The- author acknowledges the fact that Barkan's A Foundation For Art
Education {1957) and: Guidelines (]970) have contributed in
estabi1sh1ng aesthet1c educat1on_ S R

24The affective doma1n 1s character1st1c of the '

- . phenomenological-existentialist v1ewpo1nt where the 'inner' or -
.. subjective-psychological view is sought. The cognitive domain. is

characteristic of -the logical-positivist. v1ewpo1nt where the stress:

"1'«15 on 1ntellectua1 ]og1cal and deduct1ve log1c

56

-



e Ib1d » B 110 By c0mmun1cat1ng with the student about his.
nown universe as an apprec1ator the teacher-critic .can offer® “clear- |
a]ternat1ves to ‘the student S means and manner of express1ng ‘himself.

 Berome Hausman,.“Contemporary Art and Art Educat1on," o o
Stud1es in Art Education 5(1), 1963, pp.-82-91. Hausman writes, _ .

ny would g1ve balanced emphas1s to the craft
of art, rather than sole emphasis upon the
express1on1st1c and spontaneous tendencies -
‘now in vogue. -Students, at whatever level
- they are work1ng, .should ga1n some sense.for
" the great tradition of man's craving and
incising in stone; his chasing, hammering
-and engraving in mentaT; " (p; 90)

26Eugene ‘Kaelin, “Aesthet1cs and the Teach)ng of Art Mo

"~Studdes in Art Educat1on, 5(2) 1963 pp. 42 56.

Tipias, p p. 43,,

. : 28Eugene Kae11n, “The Ex1stent1a11st Ground for Aesthet1c ‘
Education,"” Studies.in Art Education 8(1) (Autumn 1966):3-12, For a
‘clearer-analysis. of his positon refer to, "Are 'Behavioral ‘
Objectives Consistent with Social Goals of Aesthetic Educat1on7'“

 Art Education 22(8) (November 1969):4-11, arid "Aesthetic Education:. |

A Rale for Aesthetics: Proper," Journal of Aesthetic Education

-2 (July 1968):22-39. His major work is An Existentialist Aesthetic -
" (Madison: The University of Wisconsin Press, 1962). -Also see his -
art1c1e, ”Isness and Oughtness," Art Educat1on 21 (January 1968)

29EU99"9 K3811n, "The Ex1stent1a1 Ground for: Aesthet1c T

: Educat1on,” Studies' in:Art Education 8(1) (Aupumh 1§56) 6. Kaelin.
~thinks that middle class’ teachers: shou]d be abﬂe to.teach 1ower ‘
class’ va]ue groups, and notes, .

C"If the corre]at1on of aesthet1c va]ues and .. . . ST e
. socio-economic strata is to be any worth in =~ - o

the instruction of 'art.and"its appreciation,

one should be led to expect: the ‘same kind of
. correlation between “h1gh cu1ture" and "upper - . R
'.classes SRR : : S oA

30
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3]Ib1d p. 9 Kae11n 5 forma11sm is evident when he .

enconcerns h1mse]f w1th the 1ntent1ona]1st and aftect1ve fallac1es



“"We need not commit the intentional fallacy -

here'. We need not assume that the art work

of the student 'means' what the student
- wanted to -express- 1f we.are to communicate .
~ with him at -all, we must start our criticisms
“with what he. has actually expressed, w1th the
vqua11ty of his order1ng ‘of qua11t1es

32Hugh Stumbo, "Three Bases for Research and Teach1ng,

Studies in Art Education 9(2) (Winter 1968):21-30. - In this early
~article Stumbo offers a "prOJect1ve approach" where the objective
and subjective distinction :is blurred through the recogn1t1on that -

' no experience is a pure e1ther/or $ituation: ~ His major: deve]opment

may be found in, H. Stumbo, "Changes in Meaning Following
 Phenomenological. Ana]ys1s," Stud1es in Art Educat1on 12(1)
(Fall 1970) 50-60. = - :

o 33Stumbo s* program is a three phase teach1ng procedure
(1)’an expansion of subjective feelings and emotions, (2) expansion
of ohjective know]edge, (3) expansion of aesthet1c exper1ence

" (reflective analysis). Phase 2 emphasis is on scientific 1nqu1ry

in the’ c]assr\em where hypothesis. testing is used; while phase 3. 1s'

akin to Sartre's existentialist psychoana1y51s (exam1nat1on of .
products of choice). o v V ,

34
in Phenomeno]og1ca1 ‘Terms. by Psycho]ogy, With Some: Parallels in

~Aesthetic Philosophy," Studies’ in Art Education 14(2) (Winter 1973) -

- :3-14. John Dewey 3 aesthet1cs have been ca]]ed exper1ent1a]1sm
" rather. than phenomeno]ogy LT .

“In study1ng comp]exwty in percept1on, then,"
" somethings_spiritually akin ‘to exper1menta11sm
.Will"be implied when speak1ng of an explanat1on

’//”’/lg,,phenomeno1og1ca1' terms "(p ~3

35M1ke1 Dufrenne s. work, Phenomeno]og1e de L' Expér1ence |

)

Stuart- Thompson, “Comp]ex1ty in Percept1on An"Exp1aha£1oh’, X

Esthé%1gue, (1953), translated into English by Edward.Casey (1973) o

| ‘represents a landmark in phenomenology. Dufrenne translated the
French existentialist movement into the phenomenology of aesthetic

. 36SubJect1v1sm, as used here, 1s a theory of. know]edge wh1ch
places all truth on the individual.. If each person is so unique”

in every way, as- the ex1stent1a]1sts state, then.the 1nd1v1dua1
_makes h1s “own values, and h1s own truth. :

e P

. -

ff..exper1ence © Mikel Dufrehne, Phenomenology of Aesthetic Expér1ence, ‘f
T _trans E. Casey, (Evanston: Northwestern Un1vers1ty Press, 1973) '
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4 37Arthur Newman, "Aesthetic Percept1on and Human '
‘Understand1ng," Stud1es in Art Educat1on 14(]) (Fa]] 1972) : 3-7.

’

: 38The concern for 4 non- preJud1c1a1 and 1ess "h1gh brow"
approach to the language of art is advocated by Jack Hobbs, "The
- Probiem of Language and Values. in Aesthetic Educat1on," Stud1es 1n

: Art Educat1on 15(1) (Fa11 ]973) 5-9.

C | 39V1r1cent Lanier,. “Ta]k1ng About Art: An Exper1menta] Course‘
in-High School Art Apprec1at1on,“ Studies in Art Education 9(3) o

;  (Spring 1968):32-44. . Lanier's program consists of "screens" which
- 1nf]uence the student's percept1on ‘of the work of art. These

"screens" make his ‘appreciation course more contextualist because

- ‘they. introduce social ‘attitude; cultural view of ‘the art work; ' -
“relationship to life and’ historical identification -into the concept .
-of criticism.* Formalist methods like the recogn1t1on of forma] :

' qualltles 1n the art work are a]so 1nc1uded .

Co 40Arthur D. Ef]and '"Trans1t1on Affect1ve Revo]ut1on,"-
B Stud1es 1n Art Educat1on ]3( ) (Fa]] 1971) 13 25. . .

Coe M Arthur. D. Ef]and "Theory and. Research 1n Art Educat1on,"_: -
-Stud1es in Art Educatlon 6(]) (Autumn 1964) 8 13 AR . _

42Aesthetu: theor1es as’ re]ated to these programs w111 be
. discussed in the next. sect1on, hence 11tt1e exp]anatwon 15 made :
Lhere about th1s assert1on : . v Lt

+

43Jerome Bruner, Process of Educat1on (Cambrwdge Harvard -
Un1vers1ty Press, 1961)-. Bruner’ s influence in the 1960's . need not. .
~be explicated here; however, it was his influence which helped to - .
_ formulate Barkan's aésthetic education curriculum based on. the ro]e
of. the art1st h1stor1an and cr1t1c mode]s L :

. 944In L. Chapman, "A Second Look at a Foundat1on for Art ‘,
Education," Studies in Art Education 13(1) (Fall. 1971):40-49, she
‘traces the - deveTopment of Barkan's conception of artist, critic

. and historian as: offering foundational roles for. aesthet1c T

education. . In a Foundation for Art Education (1955). Barkan ..

advocated a policy of exper1mentat1on by groups of teachers to .
~solve curriculum” ‘problems, however, in the "Seminar on Reserach and= -
Curriculum Deve]opment" (1965), ‘he felt that "packaged" fd®mats = .
1ike those of science and mathématics would bring about change. 'In - PR

" this. respect Barkan leaned towards-a positivist type of ph1losophy, T e

. ‘assuming that art educat1on ‘had a structure trans]atab]e throughf .
"1earn1ng packages : L - ‘ T
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45Arthur D. Ef]and “"The Trans1t1on Contfnued The Emergence

" of an Affective Revolution," Studies in Art Education 13(1) (Fall

"”1971) 13-25." Efland: makes two criticisms of Guidelines:,

1. Based.on the‘essumption that aesthétic experiences are

.intrinsically good, Guidelines' directions for the ordering of

- artistic 'encounters are h1gh1y cognitive.. Students are asked to

) appra1se, ana]yze “argue, and discover: and character1ze mater1a1
g1ven to them in-an ordered pregentat1on : -

t

- 2. The focus is p]aced on the art obJect and not on what is
felt -and: undergone by the 1earner : :

' 46Harry Broudy has not been pub11shed 1n Stud1es in Art,

Educat1on - However, Kern has contrasted his program w1th that’ of -

_ Broudy's, in Evan Kern, "Proper Function of Art Education in the »

1970's," Stud1es in Art . Educat1on 12( ) (Fa]] 1970) 4-10.

‘ 47Broudy s.value pos1t1on w1th regard to. aesthet1c edutat1on

is clearly.exemplified in an address given to the Conference on the_
Foundations of Education, Lehigh University, March 28, 1974. It is

-reprinted in: "Arts Education as Artistic Percept1on," in Curricular
" Considerations for Visual ‘Arts Education: Rationale Development and.

p“Eva1uat1on ed. G Hardiman and T. Zernich (Champa1gn, I]]1no1s , _ .
- Stipes Pub11sh1ng Co. ,) PP 14- 22 PO , N

'and ‘Read's aesthet1cs e -

48Evan Kern, "Proper Function of Art Educatlon in the 1970 s,"

(Stud1es in Art Education 12(1) (Fa11 1970) 4-10.

2

g , . ,
49Kenneth Marantz,‘"Indecent Exposure,“ Stud1es in Art

Educat1on 6(1) (Autumn 1964):20-24. Marantz was one of tie eer]ier

writers advocating an aesthetic -program based on Bruner's’ , -~
'ep1stemo]ogy Mardntz stressed-the. appreciative side of aesthet1c h

educatlon, basing, h1s curr1cu]um on the mode] of the cr1t1c

50Gera]dme D1mondste1n, A Proposed Conceptual ‘Framework 1",,

A;the Arts,“ Stud1es in Art Educat1on 10(2) (W1nter 1969) 6-11.

«

51Any art form may be-def1ned by the fo]10w1ng four areas.

‘-‘J.' Def1n1t1on and descr1pt1on of the art form, us1ng Langer s :

2. D1st1ngu1sh1ng character1st1cs of the art formr11sted




.
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-

. 3. Exper1ent1a1 approach that is, body sensat1ons need to
" be reglstered o

- 52Ra1ph Smith, ."Images of Art Educat1on," Stud1es in Art
Education- 701) (Autumn 1965) :56-61. Smith advocates teacher ‘
tra1n1ng 1n the ]anguage of. cr1t1c1sm R

c]assroom discourse- moves from statements
: about the make-up and clarification of the
. meaning of terms in a var1ety of critical
" statements; [where] the image of the pupil is
that of a cr1t1ca1 thinker, or even philosopher \
~And to teach the pupil to ana]yze works critically, .
~or to philosdophize about them, requires some
‘knowledge of 1og1c, aesthetlcs and art: h1story

(p55)

53 Ralph'Sm1th "Aesthet1c Cr1t1c1sm The Method of Aesthet1c |

Educat1on," Studies in Art Education 9(3) (Spring 1968):12- 3r.

- Description involves naming, identifying and c]ass1fy1ng non-
.aesthetic features while 1nterpretat1on 1nv01ved mean1ng and--
'evaluat1on for an assessment

54S1b]ey 5 cr1t1c1sm as-a parad1gm case for cr1t1c1sm

includes seven tacit dimensions and explications: (1) pointing out e

non-aesthetic features, (2) pointing out aesthetic features,

',(3) making use. of metaphors and similies, (4) making use of

'compar1sons and contrasts, (5) making use of repetition and

~reiteration, (6) making use:of expressive gestures, (7) making use

of - ana]og1es _between aesth€t1c and non- aesthetlc features

."'f" ' 55R Sm1th '"Cu1tura1 Serv1ces, “the Aesthet1c Ne]fare and

Educat1ona] Research " Studies in Art Education. 16(2), 1975,

"_pp 5-14.. - Smith: draws on Beardsley's aesthetics often; but it is

in the above art1c1es that this re]at1onsh1p is strongest and most

'iil e’

T 56Ra]ph Sm1th "Psyé3 Togy and Aesthet1c Educat1on,“ Stud1es
. A1n Art Educatlon 11(3) (Spr1ng 1970): 20 30, ﬁ"

. "The ref1nement in the capac1ty to make and
j_support -aesthetic judgments of various sorts
is.especially ‘important, of course, -during.
. the third phase of. .cognitive deve]opment :
— . the symbo11c which appears at about the 7th :
“-grade or with the onset of ado]escence "

' r4,_;Art elements inVolVed.in therparticular'art form?listed'"}'-

61
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57Ra1ph Sm1th ”Tﬁ&‘&tructure of Art- H1stor1ca1 Know1edqe

~_'and Art Educat1on," Stud1es 1n Art Educat1on 4(1) 1962, PP. 23 33

58R1chard Munson " "The Gustav Brwtsch Theory of V1sua1 Arts,
Stud1es in Art Education 12( ) (Winter 1971):4-17. - Bustav Britsch's

- theory 1s also explicated in, Wayne Anderson, "A Neg]ected Theory. of .
Art History," Journal of Aesthetics and Art Criticism (Summer 1962).

Hereafter, this will be designated as JAAC.

o e , _ . .
'SSBritschfs theory of art history may be classified as

neo- -Hegelian. His art historica] stages are very similar to Hegel's
'unfo]dlng Spirit. In Britsch's case; Spirit has been substituted -

"~ for "meant" percept1ons, which: he calls "visual art1st1ng : s
-‘understand1ng o
601b1d . 9.

“The final- render1ng becomes the creative . :

. product of the artist, 'who is uniquely an . - °
“individual, the product of a culture, and . :
heir to an historical epoch and style of _f
which 'is the visual phenomenon current to .

- that era by means of which-unity is der1ved "

. i . . _

6}The deve]opment of the ch11d is also neo- Hege11an in.

ﬁ contekt ‘The chik# goes through the same stages as art does- in

Hegelian Symbo]1c Age. A similar triad is used: unconscious -

. symbol1sm consc1ous symb011sm and.meant or def1n1te symbo]1sm

62These cr1ter1a 1nc1ude co]or, d1rect1on of obJect o
direction of movement, direction in object, spat1a1 extent1on depth R

" movement, - 1nterre1at1ng f1gures and ground, change in- s1ze, SR
_extens1on 1n s1ze etc ' ) »

63Franc1s V111ema1n, "Toward A Concept1on of Aesthet1c

Educat1on," Studies. in Art Education, 8(1) (Autumn 1966):23- 32 and -
B -"Dem?cracy, Education-and Art " Educat1ona1 Theory 14(1) (January -
- ..1964):1-14 ‘ } o

64Ib1d . p 28 -) C .
"The aesthet1c or qua11tat1ve 1ncompetences
- 'of teachers of .cognitive subject matters is
. no doubt a major block to their students' _
~ advance in these studies. ‘Similarly, a. -~/
- teacher of painting is inexcusably incompetent -
in cognitive subject matters if she fosters °
-, violations of canons of cogn1tTve adequacy



63 -

when cognitive 'matters are brought to bear |
upon the pract1ce of pa1nt1ng
o B%%hid, b 30, .
.- X . o
' . 66M' B1ngham ”Art Educat1on The Learn1ng Process and the
Seargh for Structur-e," Stud1es in Art Education 9(2) (Winter 1968)
5-1 _ ' 3

v 67Dona]d Davis, "Human Behav1or Its Imp]1cat1ons for ,
Curr;cu]um Deve]opment ”‘Stud1es in Art Educat1on 12(3) (Spr1
1971):4-12 v ] . S é}

. 681b1d , p 10
“The problem of 1dent1fy1ng observable
@.human behavior is; indeed a criteria on -
~ -~ which permeates the whole curriculum
- . development process with implications:
- for the statement of objectives, the ) :
»development of plans for implementing » Rt
those objectives, and assessment of the B
ach1evement of those. obJect1ves e

' 69W1H1am Brad]ey, "A Proposa] of Marr1age The Concept of -

Encounterab111ty in Art " Studles in Art Educat1on ]2(3) (Spr1ng»

]97]) 13-22. - s ‘

, "Encounterab111ty" is Brad]ey s term for sk111 acqu1s1t1on

vocabu]ary deve]opment and conceptua] know1edge about art in h1story
and cu]ture ‘ : : .

R ‘7]Dona1d Arnst1ne, "Needed Research and the Role- of S
"Definitions in Art ‘Education," Stud1es in-Art Educat1on 7(1) (Autumn,

1965):2:-17. T T R

-y ——

: 72Arnstme uses the cr1ter1on of d1stance in- the same way v
- Bu]]ough does ‘when d15cuss1ng psychical.distance. The viewer should.
- not be too 1nvo]ved in the aesthetic object otherwise he Toses all.
~ objectivity. Likewise, the viewer should not be. too- d1s1nterested
~Otherwise he does not attend to the aesthetic qualities in the work
See,~“Psych1ca1 01559635 -as a Factor in Art and Esthet1c Pr1nc1p1es4” '

Br1t1sh ‘Journal ‘of sychology 5 1913 pp 87 118




v Education 13(1) (Fall 1971):4-12.

o Educat1on 12(2) (W1nter 197T

:6)1 .

Rl

, 73See D. Arnst1ne, “The Aesthet1cs as a. Context for Genera]
Education," Studies in Art Education 8(1) (Autumn 196@0 15. :
““Arnstine's summary statement 1s, :

"The appearance ‘of aesthetic,qua]ity in
experience then depends on the posture.
'taken by the percelver and on-the perce1ved
features of what is before him." >' o

74

*1bid., pp; 13-22. e,
75E1]1ot Eisner, "Stanford' s Ketter1ng PrOJect "‘Stud1es 1n 5";q% o

Art Education 9(3) (Spring 1968) 45 56 : . BRI ‘%w
76EH1ot Elsner, "Parad1gu for Ana]ys1s of V1sua1 Prpb]em :

: SOIV)ng,“ Stud1es in Art Edué§t1on 3(1) 1961 pp. 47-54" T AR

77E111ot E1sner, "Typo1ogy,“ Stud1es in Art Educat1on 4(1)'

1962 pp. 11-22. , - ‘ L
78E111ot Eisner, “Ekam1n1ng Some Myths in Art Eduéafion,"

vStud1es in Art Educat1on 15(3) 1973- 1974 pp 7-16.

9

"E1liot E1sner, "Me¢1a and the Arts," Stud1es in Art

: _ _f - - S ,
E 80Dav1d Ecker,lgzég)1ng the Aésthetic. Educat1on Curr1cu1um
- Game," Stud1es in Art dtion 13(1) (Fa]] 1971) 26-39. -

: : 8]At Teast one’ art educator has criticized Ecker s view. See,
A. Ef]and “The Transition Continued: The Emergence of an Affective.
Revo]ut1on," Studies 'in Art Education 13(1) (Fall 1971):13-25.. -

_Efland argues that Ecker's. qua11tat1ve problem so1v1ng lacks any _

- contribution to the aesthetjc experience because it is st111 ]arge]y
~one of- cogn1t1ve deve]opment through spec1f1c behav1or

e 825 Dobbs,'"Art Educat1on Commun1cat1on Prob]em Need for a B
_fTheory of Descrwpt1on," Stud1es in Art Educat1on 12(2) (w1nter 1971) _
:28-33. , , _ ‘ _ _ -

o . 83For a clear and stark, realization of the d1fferences in .
.1anguage between the "affective domain" and the "cogn1t1ve doma1n"'

- the reader is referred to: Maynard Gunter, "Langer's Aesthetic V1ew
of Non-Verbal Arts: Its Mea?;ng for Art Education,” Studies in Art.

\Y]

34-41. Basically, Langer makes an
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and]ysds between four different variables in each "Janguage". and

-~ shows how they affect the student in class. The four variables
_considered were: vocab/syntax vs, particular; and fixed equivalences
vs. relational. She concludes.that art has a unique semantic mode

for expressing meaning which is.in direct oppos1€1on to the )
d1scurs1ve mode of ]anguage Th1s leads to student prob]ems in art

? 84Curt Ducasse Art, the Critics and You (New York The

Library of Liberal Arts Bobbs Merriil Co. Inc., 1955), pp. 15-38.

See Ducasse's‘chapter "Artist, Amateur and Critic" where he
discusses the possibility of a naive observer exper1enc1ng the same
qualities as a trained profess1ona1

: 855m1th is an’ adherent to the theories of Wittgenstein, .
Beardsley and Aldrich, which all.represent a linguistic approach to
aesthetics. George Dickie does an excellent. job-of illustrating all
three theories. The intentional and affective fallacies may be
found in chapter four of his book. G. Dickie, Aesthetics, an

-

'éNew York: Harper & Row Pub. 19707 pp 3-17. - .

Introduction (Pegasus: Bobbs-Merrill .Co. Inc . 1971), pp. 56-60 and
95-108. ' o ] L

86Jean P1aget Structura]1sm trans.. Chan1nah Mascher

8 1pid., p. 8. © o

o
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quest1ops w1]] therefore be paramount L Tf

, affect1ve m1dd1e and cogn1trv€ pos1t1ons7'§f ,vfe-*j.

- each bositionZJ-_"
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CHAPTER THREE

"'?Cohtént Analysis

“‘ﬁ“;..' The hor1zonta1 ax1s on wh1ch var1ous art eduéators have been

placed now needs to be comqumented by a vert1ca] ax1s. Its fprm is

A

determ1ned 1n part byﬁrefgg 1ng to those aesthe¢1c pos1t1on5>wh1ch
,;; M";“ & ! .

have been adopted by maﬁy

., . o

‘e ," e B
\-J' ,,‘,5;

. educat10n For art educators do not'1n the main deveTob ag%thet1c v ._" o

.) a; g : !

theory rather they app]yu1t to part1ou3ar‘gmoups of c11ents‘] S

The quest1ons to wh1ch1;he present wr1tgg wa]] address' o

h1mse1f 1n this chapter deal with-aesthet1c1ans and}ggsthet1c
a , s

theory, and w1th the degree to wh1ch part:cular aesthet1c theor1es . | g

have found popuTar support among art educators., The ?q%10w1ng R ":x

1\"’ Yo, .
! .. R oo

r

Afﬁ. Which, aesthetlc theor1es under]1e the foundatmons forﬁtQ"sicz

part1cu1ar aesthet1c educatlonaT programs characterwst1c of

;\ T

al



_3 wh1ch aesthet1c stance 1s appea]ed to in estab115h1ng

each pos1t1on7

H

“%’] ' 4{ Wh1ch is the most predominant aesthet1c pos1t1on7 :
J;') oy ,"L:" '
The pos1t1ons of Barkan, Dav1s, Munson have been om1tted \Q"\ v

¥

/ either: because the1r pos1t10ns are too vague to deduce a]] of the
o/'above 1nformat1on .or because the1r pos1t1ons do not exp]1c1tlystate
an aesthettc)stance Kae11n Stumbo Thompson, Lan1er, Ef]and
‘..Brad]ey, Arnst1ne, Eisner, Ecker, V111ema1n Kern, Marantz,

"D1mondste1n Broudy, and Sm1th w111 be subJect to ana]ys1s ‘Where

. ] Voot “'Q LA
'necessary, art1c1es out51de Stud1es 1n Art. Educatlon will~ be c1ted , 133;

N by . . ' e
. L a

A‘further content ana]ysrsrof a]] the artlcles, on a f;
numer]cal ba51s, w:l] be. use& to determwne Whlch aesthet1c1an(s);
‘are most often mentloned and wh1ch éesthet1c1an(s) are’ ment1oned

:1east 2. A]] artwc]es tn Studaes 1n'Art Educatlon wh1ch spec1f1ca1]y

dea] w1th “aesthet1c educat1on" w111 be scrut1n12ed for th1$ purpose - '_,

[ _ 32 ft’lethbd‘_i;»f -

— .

T

| Content ana1y51s3 ofi- varloﬁs.a;t1c]es gn ) es 1n Art
.<Educat1on w1T] be used to deteet references to a number of aesthet1c .f" ' :, é&é
d pos1t10ns Art1c]es outs1de th1s Journa1 w111 §Z consu]tedh;511.1f i' H;@til e

;ev1dence cannotﬁbe gbunthhére1n to- determ1ne the type of cr1tt01;m ‘::f'

PRaCREN

3 va]1d1ty or aesth&t1c theory 1mp11c1t1y or exp11c1t1y mentwoned 1Q

—F
.
[
«
¥
"

[
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A. Coding of Statements

°

To'identjfy aesthetic theony and_criticism, statements wi]]'

be coded accord1ng to the fo]]ow1ng cr1ter1a .

1.. Statements 1n the art1c1e which refer to exp]anat1ons

about the phenomena of art art apprec1at10n and the creation of" |

'art k™

b :'~ _ -2, Statements in the art1c1e wh1ch refer to the va]ue of -

art art apprec1at1on or creat1on of art

K

- 3. Statbménts wh1ch refer to standards for cr1t1c1z1ng works T
R s T Y e . . . S
. e C e PR = : SR v
| of art Ly DT '.. . e
| ' s 4. Statements 1n the art1c1e wh1ch advocate certawn teach1ng

%Y e‘,, PR

\ K B . ' .
e R . X . - ' - <A e

strateg1es a]ong aesthet1c 11nes

Statements which mention a Spec1f1c aesthet1c1an whom the‘iu‘
Aw’ﬁfes as arl exemp]ar of his program o ‘i - o ’ | '
R To deter'mme vahdny, statements w;H be c?ﬁacconding'.v-to " I
:‘fﬂﬁy}the follow1n9 cr1ter1a =';:Q_ | 7 L o 7,.ff’%jr .,3- o ‘l.’i?§' S
'mz]-‘ statements which' refer; to aesthet1c qua11t1es, to be.' e._ S;Fa_,,

\r“/«. Ees
At ,L:." - e

ana]yzed for 1mp11c1t or eXp11c1t mean1ng as to how these qua]1t1es

QRN

- S ‘ -~

N are determ1ned - ;"m S i~uii ‘_‘. RS ) ~'f»“3~'f'yt'f

P2

L 2. Statements wh1ch spec1fﬂca1]y state that aesthettc ‘3"*" ; o f‘g .f

. qua11t1es are 1nherent in the artWOrgs, or in the subJect s mJnd L

’ 7 ’ R RO SR . SE
N i both T i I ﬁ C el e Dl

A]] the art1c]es in Stud1es Ain Art Educat1on w111 be scanned ' 5v,,f f}.

>

- ‘for ment1on of partlcular aesthet1c1ans.‘ A numer1ca1 taT]y w111 be ... 4

s I

presented to. show wh1ch aesth;fic1an(sz enJoy the g:eategf. _

N fJA_ recogn1t1on ahd wh1ch the*&east e
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‘A. Typology of Aesthetic Theories

i? s
b

femirFor the purpose of th1s ana]ys1s, whenever poss1b1e, spec1f1c

N 3.3 é&pansion of Categories
Sy * ' s

-1,

- The fo]]owing'seCtion'wi11 1ist major categories-of aesthetic .

- theorfes and critic?sm together with a list of the criteriaifor“

4

detenm1n1ng ‘the eharacter of these ‘A typo]ogy of positions»isa'

presented be]ow wh1ch subsumes these categor1zat1ons

“' i T . . X
. o 7.

. Modern theorfes of aesthetics have been identified 1'n'weit.z°,4
Berleant, 5 Dickie,® Rader’ and Tillmap.” 8 They‘lincl.'ude Formalism,

Emot1ona11sm Intu1t1ona11sm Organicism, Vo]untar1sm Express1on1sm

“‘1

aegthet1c1ans will be 1dent1f1ed as.the "foundat1ona1 father" of a

_ part1CU1ar aesthet1c teach1ng program i” ",'f- ' o

AR

The above theor1es may be grouped 1nto three d1v1s1ons

‘.

express1ve theor1es, sem1ot1Cxor commun1cat1on theor1es and .

farma11st theor1es The author acknowledges that ant_1s an ope&:;,

concept and hence not a]] aesthet1c teach1ng programs‘w111 be

W uy

c]ass1f1ed as be]ong1ng in: any one, of the’three compartments
l ‘:.o { L ,‘» »

Forma11st theory constders representat1on, émot1on, jdeas and

o other 11f va]ues 1rre1evant to aesthet1c percept1on Pt adm1ts to

y

: med1um1st c 'va1ues (co]or 11nes, comb1ndt1ons of p]anes and

-g1ven We11 known exemp]ars of this view are C]1ye Bell;” Fry, - m.
Panﬁer Vo]untar1st Theory) Beards]ey,]2 S1b1ey?3and A]dr1ch'T4:' '
El le .‘-7\\”1, . . ¢ | :.. .
. 3;& : 'T..g‘y-a, . . . Tg ‘ - {: .

N & :
NS
surfaces, etc ) as 1mportant Forma] propert1es aloneﬂare re]eva“*

fr -

and hence organ1c unlty and ru]es for eva]uat1ng the e1ements ar

7

9 10

69
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A number of -theories agree that form is important for

enjoying an 'artwdrk‘but'form a]one‘is:not enough.; "Art as"an

‘express1on of . human fee]1ng”¥hs the common s]ogan The,vq‘

JA

Express1on1st1c Theory of a%&?conqgrns ltSelf with what the: artwst

w £
exper1ences and undergoes when he creates a work of art The art1st
, 82
is st1mu1ated by an’ emot1ona] excitement whose nature and source xs

_not Known until he can fwnd a way to express 1t wh1ch 1nvo1Ves i?

-5¥1ng1ng 1t into be1ng

Express1on1st theor1es are trans]ated as outer behav1 r wh1ch‘

man1fests or ref]ects 1nner states Works of art become expr ss1ons
of’human uC11t1es and in th1s sense, the work of art can embody

R . L .
"fee11 [¢ qua ities. -4 ‘ R

Express1on1st theor1es are a]so khown as 1ntu1t1ona1lst

.

theor1es (emot1on and form be1ng the1r def1n1ng property) Some

wr1ters c1te emot1on others 1deas, and others cite 1mages as that
15

wh1ch 1S‘be1ng eXpressed : Croce,4 Co111ngwood 16 Dewey17 arefthe_ ;;,_Q'

’exemplars of - th1s v1ew

“’g\mlot1c or s1gn1f1cat1on theor1es (a]so knpwn as

q\ -

cdmmun1cat1onvtheor1es) def1ne art as, a symbo] of human feellng

'\

C .

'rather than: an express1on of 1t WOrks of art are 1con1c s1gns of

‘ﬁ,psycholog1ca1 processes taklng place in human be1ngs spec1f1ca]]y, x

18

.’ls1gns of human fee]1ngs Langerpg Cassvrer,19 and Panofsky29 are
. KE .

exemplars oﬁ this;view. ”};‘ . 'y e
. . . \" . K g ‘-. / ) . . N .. . o .‘
. RS Cfe o ‘§ .
: ¢ . L : . B~
e o AR g S Sl .
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'B. Typology of Criticism

The.Second distinction to be made is the "tendency“ towards

-:contextua11st cr1t1c1sm and forma11st cr1t1c1sm 21 Both dea1 w1th

: W T~ R
' the prob]em of wh1ch aspects of the work of art must be attended to - )
Cin order to apprecjate‘1t;_,ln both cases, the work of art 15vthe"

centre of-focus and js-beino experiencedfaeStheticatﬂy rather than"_ ;‘, t__é
h1stor1ca1Hy, econom1ca11y or soc1a11x .“ | - R

The forma11st vwew’holds that the work can be apprec1ated

.‘through repeated vi \w1ng and concentrated attent1on w1thout the
71ntervent1on of h1story, art1st1c b1ography or anyth1ng else. fIf .

."?
such e]ements are 1ntroduced the work is cons1dered def1c1ent and

- 1ncomp]ete Str1ct forma]1sm concentrates on the synchron1c v1ew

“r’the def1n1t1on of. contex ua11sm to be presénted here g

of the art obJect : ' - :

Forma11st cr1t1c15m, cal]ed New Crit1c1sm,22 or, metacriticism,
A1s conce1ved as a ph1]osopn1ca1 act1v1ty wh1ch ana]yses and c1ar1f1es:

the bas1c concepts used by cr1t1cs ““In a narrow sense, New Cr1t1c1sm

~has also been ca]]ed Contextuahsm23 but shou]d not be confused w1th.

. ,’:" -

Structura11sm24 w111 a]so be v1ewed under the forma]1st "net“
'ahowever, it ]s recogn1zed that structura11sm presents an "open |
system at the surface or synchron1c 1eve1 wh11e ma1nta1njng a

g c]osed system at the d1achron1c or deep 1eve1 .Where the}d1st1nctton ‘
ilils apparent “the ‘term structura11sm w111 beuapp11ed ' ‘
Contextua11sm, in contrast v1eﬁs the work 1n a tota] context

. : - .-Ld "r‘ .
~or SettJng As much out51de know]edge as. p0551b1e 1s condoned




et

-
T

' making'the'total'experTehce"of the work richer. A Contextualist .

is known as Sub3ect1v1sm the second ObJect1v1sm and the Tast may’-

A. Subjectivism AR o ',[hf‘jw'g“"E. S

mind. SubJect1v1sm atfemdts to. def1ne @ypress1ons in terms of the ’ R ‘,3V|

Y

position handies.the follawing variabless artistic ntentions,

sty]e, other works by the art1st, study of the age, artnst s T1fe, h

study of art1st1c 1ntq§t1on h1story, etc. In short contex*ua11sm

“is morevtolerant of soc1o}og1caT and_h1stor1ca] perspect1ves-1n

0
criticism.,

3.4 Validity in'Aesthetics:rAxioTocha]'Positions
. (R . . : ’ _/“‘ T

-~

The quest1on as ta what is re11abTe knowTedge 1n the arts

*preSents 1tse1;¥fﬁj)1n three broad doma1ns Aesthet1c qua11t1es as

) perce1ved in Orks may be ent1re]y in the viewer's m1nd

aesthet1c qua11t1es as perce1ved 1n artworks may be 1nherent 1n L

: them f1na11y, there may exist comb1nat1ons of both The first v1erb'

&

be subgrouped 1nto Re]at1v1sm Soc1oToq1caT Re]at1v1sm and -

Soc1o h1stor1c1sm

.

The SubJect1v1st Theory25 p]aces the aesthet1c qua11t1es,,y

‘ FRIP - S
fe]t emot1ons, g1ven ex§£e551on, symbo]s etc . 1n the Learner s e N
. e " c . - R =

att1tude%o?VSUbJect or persons It ma1nta1ns that aesthet1cs DR
cannot be a sc1ence? s1nce aesthet1c va]ues are str1ct1y a. matter '
'\.'

.- ( .
%f 1nd1v1dua1 experuend?s and are 1mposs1bTe to ver1fy A&sthet1c

) Y

. . B LR F e : N e e S .
. . . ey : . : i 2 -
SR T N
.’ ’ a .

Lygn e . .
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exper1ence is a sub3ect1ve measur1ng stick, w1th hedon1sm and

emot1ona11sm act1ng as its ends and its theoret1ca1 3ust1f1cat1on.
0 © . N

Kant s prem1se that the human m1nd is endowed with certa1n

qacategorles to exper1ence art are a man1festat1on of and Just1f1cat1on

\

for SubJeot1v1sm., “D1s1nterestedness" is Kant s tenn for a state

which'treats aesthetic experience as the'emotuon of‘an “aesthetro :

moment "a untversaT state measurab]e by an 1dea1 observer

There are many d1fferent vers1ons of Sub3ect1v1st Theory 26

Some ma1nta1n that obJects possess a non naturaT and non emp1r1ca1
dvaTue property referred to as "beauty,“ or "aesthet1c vaTue ".or.
aesthet1c goodness In order to 1dent1fy thls property a person
.]Tmust 1ntu1t beauty by mak1ng subt]e d1scr1m1nat1ons between coTors,

'_compos1t10n, etc.. Beauty 1s in the eye of the behoner

A modern exemp1ar of SubJect1v1sm is C L Stevenson 27‘-Hjs’

~ . N . " N R

Y

B. Objectivism .

The ObJect1v1st posit1on pos1ts aesthet1c qua11tTes in the

aesthet1c obJect BeardsTey S Instrumenta11sm 1s one. exemp]ar of
&

th1s v1ew, Dufrenne ?8 for another p051ts qua11t1es that perta1n to

s . X .
A o B . L ,

[ S . . T A NI v
» . 2 . . . . . ) C . .
' [ R s L : o @
o A : C. R . Co .

‘V' -2

2
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d

s . our senses from the objéct:before.us, another

‘some special reality wTose a priorj‘lawswmay be discoyered-through1

- PRI
)‘-\ ]

intuition.-

Part_of_the'ObJect1v1st pos1tron %s that these emp1r1ca1

: qoa11ties_areinot cons1dered subJect to h1stor1ca1 and soc1a1

variation They prov1de the so]e bas1s for artlst1c va]ue

Aesthet1c exper1ence is evoked by these ob3ect1ve aesthet1c

_ qua11t1es and they a]so prov1de the reasoned and 1og1ca1 bas1s of

aesthet1c Judgment

‘ty Another version of the ObJect1v1st Theory js g1ven by “@“

Sibley 23 C1a1m1ng that aesthet1c qua11t1es are not cond1t1on— .

| .gOVErned S1b1ey ma1nta1n§§§hat a summary of what the cr1t1c does

supp11es us. w1th the "proper" framework for cr1t1c1sm

V1rg1n A]dr1ch30 presents yet another var1ety~of the

A

ObJect1v1st Theory A]dr1ch c1a1ms that there is an aesthet1c mode '

»

of perceptlon and a ‘non- aesthet1c mode The aesthet1c mode of {4,

N

percept1on 15 known as "prehens1on n Aesthet1c qua11t1es are

prehended" 1n the aesthet1c object Other var)et1es of" this
>. s ] 32 . . . . . .

;f'pos1t1on are ‘given by Greene 3 Sto]n1tz, and:JQ§§g

v’gg,“ o

ﬁ;'fReiatiyism i e . o | S d"";‘ -

Re]at1v1sm conce1ves va]ues as be1ng an - 1nteract1on between
34

%

the genera] aw of percept1on

"wh1]st part of what we perceive comes through

N

. part always £omes out: of our head "o T

.
PR

‘ the obJect and the exper1enc1ng subJect WJ1]1am James formu]ated ‘

L

78,
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S B o/ﬁv

‘ Tﬁé?re]at1v1st critic further understands that because\ : e
'tcultural cond1t1ons change and because9there ex1st varlous k1nds of S
equal]y 1nte111gent and exper1enced observers, expert aesthetic .
._eva]uat1ons 1nev1tab1y and. Just1f1ab1y differ. In.th1s respect |
’thelr pos1t1on overlaps Stevenson S. 35 |

The. re]at1v1st1c pos1t1on ma1nta1ns that art1st1c knowledge | S
ts ga1ned through 1nterpretat1on of. v1sua] conf1gurat1ons and re11es | |
H.upon med1at1on-by an,1nterpreter to-clar1fy'the'mean1ng John -

Dewey's Art as Experl'ence36 is a pr1me examp]e of Re]at1v1sm Here

v

:'mean1ng resu]ts from the v1ewer S exper1ence of an art obJect s
'"Persona]_exper1ence"3? is determ1ned by referenc1ng know1edge
agafnst’the object : D1fferent 1nd1v1dua1s ascr1be var1ous mean1ngs

.to the same. art obJect because each 1nd1v1dua1 has d1fferent "hab1ts ..‘
;iof m1nd ' Art1st1c know]edge can be 3ust1f1ed by a process of .
..def1n1ng terms and support1ng them by referr1ng to the work o ;i .

, Va11d1ty is detenm1ned by agreement in choos1ng the most strong]y
7supported argument from among the compet1ng a1ternat1ves However,.i-'”

oS
;1f two a]ternatlves seem equa]ly supportable both may be accepted

T,

"9?*f~fved phenomenon operatlnq on. th@ prem1se ;
z. o % -

-.._. s

nected wi th the form of the wor]d

- ;accounts for a progress1ve synthes1s of the most d1verse mater1a1 39
_q.‘ - : : I :
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.h'éﬁi‘ ”a::‘ o The phenomeno]og1ca1 method represents an advance over th1s‘
| o - pos1t1on because it effect1ve]y acknowledges the 1nf1uence of past

? exper1ences, whereas gesta]t psycho]ogy does not. 40 It, too, is an

- attempt to br1dge thegobJect1ve and subJect1ve theor1es by prov1d1ng

a method to get ‘at the . ~subJect1ye v1ew each 1nd1v1dua1 br1ngs to

S the work of art. _: e | |
' tn genera], one can say of re]at1y;st1c criticism that 1ts h
ch1ef aim is consensus } The function” of cr1t1c1sm accord1ng to ob -
’\. John Dewey 1s "the re- educat1on of percept1on of works of art "4]
| wh1ch 1mp11es a d1a1ogue geared to persuad1ng others of the T o '?Lt
nr1ghtness“ of a part1cu1ar cr1t1ca1 stance | e | | -
| Phenomeno]ogy, as methodo]ogy, is” used effect1ve1y}w1th1n e L;_f:

re]at1v1st theor1es and ex1stent1a11st pos1t1onsas1nce 1ts“tentra]i PR

.o - o N

assumpt1on 1s that 1t 1s mean1ng f r1ences wh1ch structu
ﬁ@%" |

2 an 1nd1v1dua1 S rea11ty, not the -.u,-.g1ca

‘ structure of ob]ects.;

Exper1ences may vary from 1nd1v1dua1 to 1nd1 1dua? because of

d1fferent backgrounds, d1fferent v1ewpo1nts, hence d1fferent

Y

world v1ews To dea] ob3ect1ve1y w1th the SubJettr§$"1nQé§

a:"

subgect1v1ty is. what Husser] ca]]ed "bracket1ng“4? and. chutt

ca]]ed "sc1ent1f1c att1tude" or becom1ng,a;¥d1s1nterested observer

v

i, - . . . -

| 1n a soc1a1 context BT T
The Soc1o]og1ca1 Re]at1v1st pos1t1on ma1nta1ns that d1fferent '
'l soc1a1 groups w111 dec1de on aesthet1c matters d1fﬁ§;ent1y It 1s -

' essent1a11y an. ethnocentr1c or1entat1on : If a Iarge percentage of

people agree onggﬁrta1n aesthetlc va]ues,,soc1o]og1ca1 relat1v1sm A

- ma1nta1ns that there are other soc1al gabups on d1fferent strata

S,



which‘wiTTjsurely dis

c‘g:

~

In d1fferent perlods and dlfferent

_ times d1fferent travts of ObJeCtS w]]] be deemed as aesthet1ca11y

: va]uab1e ‘ Furthermore, soc1o]oq1ca1 re]at1v1sm assumes that

: -w1etz attempts to show “how cr1t1cs of Shakespeare in var1ous per1ods

“,3;5"eFindings'of the cOﬁteﬁt Analysis

econom1c and re11g1ous 1nst1tut1ons may determlne what is -

co]]ect1ve tastes, rather than 1nd1v1dua1 tastes are wdrth

fexp]orlng

x.

LS Instrumenta11sm on a group 1eve1 sees the funct1on of art

ﬂ,chang1ng between a part1cu1ar soc1a1 group in a g1ven s1tuat1on and

ca given. c]ass of ObJectS The soc1o]og1ca1 view a]so takes in the

poss1b1]1ty that ‘non- aesthet1c factors such as mora] po11t1ca1

P
g

aesthetlcally “good " <_' | .vuna; 7, [--"c" _ Q.V

W1etz, in h1s cr1t1que of Ham]et 1n Ham]et and the Ph11050phy A

of L1terary Cr1t1c1sm (]964) 1s a modern exemp]ar of th]S v1ew

‘”have app]1ed "reasons“ for the1r Judgments wh1ch were’ parad1gmat1c

A

‘ffor the per1ods f ':f - “h .fcﬂ‘ _\’, . _ﬁ_f‘.,\ -

e Content ana]ys1s took two forms In the f1rst case e1ghteen

','pos1t1ons he]d by art educators ment1oned 1n Chapter 2 were analyzedA

to determ1ne the extent to wh1ch they were 1ndebted to a part1cu]ar

o‘theory or aesthet1c1an, to ascerta1n the type of cr1t1ca1 attack
wh1ch each preferred and to f1nd whé%ce each der1ved hls not1ons ofi’

1 what const1tuted aesthetlc va11d1ty}§“f.' . 1ﬂg

77 .
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criticism, aesthetic a :y.

.mode] of "encounterab111ty " 'it

ﬁv1ewpo1nt @pwever

The resu]ts of th1s ana]ys1s are presented below, under the

‘ head1ng Content Ana]ys1s #1, with quotat1ons From or1g1na] sources"

.1nc1uded as Append x A.and summar1zed in Table 1. It must be

emphas1zed that this analysis shows predom1nance of one part1cu1ar

[

' The'secondtcas a tally to determ1ne wh1ch o

aesthet1c1ans were cited wose often in art1c1es dea11ng w1th

iaesthet1c educat1on The results of th1s ta]?y are presented under

~'the head1ng Content Analysis: #2 and appears in numer1ca1 form as

Append1x B and is summar12ed Ane Tab]e 2

.\.h
P

A. ContenthnaTysis #1

~y

B 1. Kae]xn, Stumbo Thompson and Brad]ey ma1nta1n a -

phenomeno]og1ca] methodo]ogy A]l four pos1t1ons tend towards @

though they operate from d1fferent

b’fSartre 5 ex1stent1a]1st psychoana]ysIs wh1]e Brad]ey p051ts a

-cybern- 1c mode] of "1ntr1ns1c feedback“'meshed 1n a behav1ora11st

-0

:2.} Kae11n and Stumbo draw the1r onto1ogy from Sartre and

>_.He1degger and’ adapt Mer]eau Ponty S phenomenology ThompSOn emp]oyS'l.

b}

".P]att and Heckhausen as h1s exemp1ars of the phenOmeno]og1ca1

L
- h

eepts the qesthetics of V1rg11 A]dr1eh

L‘ 3

Both Brad]ey ahd Thompson are 1n tran51t1onary pos1t1ons between the %'J-. .

-,

phenomeno]og1ca] exmstent1al1sm and contextua]tsm

78
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Summary of Content Analysis' for Eighteen: Positions. .- ’

- : ‘Affi1iate ca Type.Of - ‘;Authority For
- Art Educator -  Aesthetician, | Criticism. - -_Validity -

“Kaelin Y Merieau-Ponty/ "~  Formalism Relativism - . o
. ... . Sartre/Heidegger (Structyralism) o L e
. Stumbo ~ Merleau- -Ponty/ ~ .Fg Tism o9 "Re]ativism-

Sss : Sartre B o '(Sfructura]ism), A o
" * Thompson : ‘Atdrich - o -Formalism . - “Relativism' -
Bradley . Kaelin/Stumbo~ . Formalism . Relativism
o SRR - (Stricturalism) . : '
Lanier - . Dewey. .+ Contextualism " ":SocioTogical o
. ' . ' S : _ o : Re]at1v1§t LR

L. S . koY . - . ~ . ,..
% 7 Efland v . Dewey - = ntextualism - | Soc1o1og1ca1

Wi he v . . . . R

e . S T : e L ¥ 7 Relativigr -

- Eckery - Dewey . : .. sFormalism/ . . Relativism ~ . = . 4

S o contegtualism e T~ e

Newman = Dewey/Langer ‘f° “Formalism/. - * Objectiyism
R : . Contextua]1sm L T

. Villemain &= . - Dewey' R Fomma11sm/ © " Objectivism - -
R o e e ;.“» Contextua11sm B A
Eisner’ - - 'Langer/Dewey . - ‘Formalism/ o ijectivismg{ , o
S \ A _ - -;_Contextualism__ L . : .\ o
, , T (New Criticism) o L E
»;grnstine" = Dewey - . . Formalism - . ..Objectivism -
L (&mhvmm) o - D S
Kern . -Dewey - i s B .~ -Formalism = > ° Objectivism
4D1mondsteln - Langer R ‘,ﬁ. Formalism - ObJect1v1sm-.  T
Marantz o " Dewey - - “Fbrma11sm‘;: . Objectivism. '

Broudy .. - Beardsley/.. - FRmalisn.  Objectivish.® "
- Lo '..SiQ]?Yﬂ e &JA & . 8 Ly
_Smith. - 0 - Beardsley/. ', . Formalism. Objectivism

: : - TR | f%b




t

Aesthetician
Dewey

Langer

' Weitz

Read

Béards]ey
Pepper |
Sibley

Ortega y Gasset
Croée

Sartre
Heidegger
Merleau-Ponty |
Munro | |

Gombrich

{0
Hauser
cO(fing&ood

Bell

as Reported in 57 Articles

| TABLE 2
\

Frequency of Citation of Aestheticians

\

in Studies in Art Education

&

Wittgenstein, Abell, Aldrich, Kant,
Santayana, Maritain, Kierkegaard,
Bergson, Northrop, Panofsky, Ackerman,

Stevenson, Britsch, Fry, Malraux, Pierce

Total
25
.7

Percentage
44
12
1

a0 .



3. Furthermore, Kaelin, Stumbo, Thompson, and Brad]ey
maintain an "opennes§'concept-45 that is, the possibi]ify of making
apprec1at1ons and criticisms from a "disinterested" or detached

’

point of view.
| 4. Llanier, Efland, and Newman translate Dewey's aeS%hetic;
into a contextualist criticism. Their approach is "attitudinal,"
~condoning aesthetic pasture_or aésthetic attitude as a method of
criticism. 'Ih this respect their position is subjective. Class
distinctions, d1fferences in generations, cu]ture etc., give'
different reasons for attending to d1fferent aesthet1c ObJECtS and
differ#nt aesthet1c qualities. Given the correct "aesthetic |
posture,” all things may be experienced aesthetically. In this
respect'thése brograms lean towards Sbcio]ogicaT ReTafﬁvism.

5. Newman S emphasis 1s on "intuition" wh11e Efland

fol]ow1ng Lan1er s lead, pos1ts aeSthet1c qualities as being

sociologically relative. In Newman's case, aesthetic qua]ities‘are-

intuited in'alnon—brejadicia]'way;

6.~ Ecker, Vi]femain and Eisner, occupy transitfona]
positions. They atfempt to bridge the gap between formalistic and
contextualist criticism. Thﬁé,ié done by making:a~distfncti6n“
between a étudio or artistis point of view aﬁd a spectator’s po{nt
af view. | | .

7."Ecker ahd Villemain translate Dewey's-aesthetics as a

problem so]ving approach This studio'point of view leans towards a .

forma11st or1entatlon 'where1n aesthet1c qualities are man1pu]ated
by the artist to ach1eve un1ty A pervas1ve quality guides the

artist towards an end.
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8) Contextualism is introduced through the acknowledgement
that previous experiences héd by the artist,‘are used to'order and
solve percepfué]jtasks.

) 9) From the spectator'svviewpoint, Ei;ﬁér assumes.formalism.‘
when examining non-objective works. An oﬁjective validity is
claimed. However, when viewing representat1ona] works,
"contextua11sT" (as def1ned by the New Cr1t1c1sm) 1s accepted.
Physiognomicgperception is emp]oyed for non-objective works ‘while
iconographic study is employed for representational works’, a -
reflection of Eisner's acceptance of the communication theory of _'
La&ger} : | ', . | | f} |

10) Kern Marantz, Arnstine translate John Dewey' s aesthetics
directly as ”art is experience. " Art as an emotwonal exper1ence and
‘-art as aesthetic exper1ence are ob3ect1ve1y valid, and log1ca1 i
reasons may be g1ven for Judgments made .

1]) Kern -and Arnstwne_fqrther maintain that connoisseur and
expert judges can give logical reasons for their chdice of aesthetic
qua]ities Thelr criticism 15ﬁ§enera11y h1gh1y forma11st though
Arnst1ne occup1es a more contextua11st pos1t1on than the others

ﬁZ) Dimondste1n presents a trans]at1on of Langer S theory.
Her criticism is highly forma]tst1c, assum1ng that art may be
defined through the objective qualities inherent in a part1cu]ar
art form. ‘ =

I.} Fallowing these same Tines; Broudy'and,Smith represenﬁ

the -5t - sition. They adhere to an_aésthetic_phi)oéophy whose

eneral *ochnique is the analysis of reasons. Smith 5nd_Broudy

1



both agree that there are cbnnoiseufé-and egperQS who aré agle to.
point out aesthetic qpa]ities'and.g%ve inducti?e or deduétfve Eeasons
for their choices. Both Smith énd.Broudy adhere to his£§r1c5] '
references but these are considered only after initiglrexperjenées '

with the art -wor«. Intentions of the artist are not important.

Sibley and Beardsley ‘aré their exemplars.

B. Content Analysis #2°

N

Content 'nalysis of fifty-seven artigiegfyielded thév
following quaﬁtitativé’resu]ts: N -
| 1. Appfoximate]yvhalf the artic]esyana1yzed were found to
7»base their positions on the aesthetics of JoHn-DeWey (twenty-five
~out of‘fifty—séven). |
 2}' Langer's COmmunicationbthedry (seven out of fifty seven:
12 beréent) and weitz'si"Opén persﬁective“ (six out of fifty-sevén:
10 perqenf) were. mentioned next. .“ .'. ‘ 3

3. Read's social persbegtive received 8 percent of megzibns.

4) Beaﬁdsley and Sibley's aesthetics.and Pepper'sAtheofies u
recgiyed 7 percent of the support.' | ‘ o |

-5, .Croce; Ortegé'y Gasset, Munro, Sartre,.ﬁer1eau4pohty:<

Heidegger,'etc., present other positions which received marginal

support, each‘receiiing’approximate1y 1 percent each.
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3.6 Conclusions to Questijons -

1. -What aesthetic theory provided the foundat1on for

)

part1cu1ar aesthetic programs in the affective, m1dd1e and cognitive

'_‘p051t1ons?
(a) The aesthetic stde'oﬁ'Sartre's and Heidegqer's
-ph1losoph1ca1 ex1stent1a11sm is used for pos1t1ons near the
"affective 51de of the cont1nuum o)

. (b) John Dewey s aesthetics are preVa]ent for all

pos1t1ons through the middie as we]l as to the left anb right of r*v'

a m1ddle ground pos1t1on -Langer is also mentioned by Eisner and
D1mondste1n. The aesthetiCS'of Beards]eyfand Sibley ere supported
by Smith. Virgil ALdr1ch s aesthet1c theory ut1112ed by Thompson

‘marks. a trans1t1on between ”affect1ve" and "m1dd1e ground theor1es "

(c) The cogn1t1ve pos1t1ons are supported by the

metacr1t1c1sm of Beards]ey and Sibley.

2. What is thg nature of the theory of criticism revealed in

._.these,qualities?

- (a) A forma]istie"approaeh (structuralism)>15'used “or
affective positions but.then a contextualist position is eondoned by
groupingsbwhich tend towards the nidd]e._ It is.at:these middle

positions that there is a mixture of forma]ism (durinq arting

(b)v“Criticjsm’becomes more~forma11st as aesthetic
posttions become ‘more cognitively orientated. Extreme ends of the

cognitive domain and existential domain are formalistic.
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3. What is the natu%e quthe validity claimed by a:t
educators as»they appear onl the Affective/Cognitive continuum?
' (a) 'Affectiﬁe positions have a phenomenological
methodo]ogy'besed'upon radical individualism. " ’
| | (b) Mfdd]e ground positions are more socio]ogicaj?y
'oriented. Artistit‘know1edge is dependgent on cTass}>Cu1ture and *
: genehation As positions become more’ cogn1t1 : in~theih ohientatiqn,
va11d1ty becomes re]atweL
,4: Which is the most prominent posjtien?

John Dewey's position is considered to be the mos t

dominant position cited in Studies in Art Education. Approx1mate1y

half the articles use nis aesthetlcs for their va]1dat1on

. . .
. [

3.7 Further Criterigf Vertical Axis .

| the content of this chapter, it is.nOW‘posSTbﬂe to
devetep a number of.bhoad criteria which will be presented as the
vertical axis {n tha}t'Z Acknow]edgement of each cr1ter1on by an
_aesthet1c educator is marked by an'X" on the chart, and with the'
add1t1on of the horlzontal axis descr1bed in Chart 1, Chart 2'may be
said to present a fa1r1y accurate picture of the interre]atidnships‘
whth exist amongst the. programs deecribed in the.previeus chahters.

Readings-ef the major articles in Studies in Art Education

prov1ded five recurr1ng cr1ter1a (1) the not1on of a Gestalt
(2) the not1on of symbolic transformatlon, (3) a soc1o]og1ca1
dimension,  (4) a transcendenta1 ‘dimension (pour- so1), (5) historical

-

transformat1on
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Symbolic1transformation fs'an acknowiedgénent that the art-
work is a représentaiion of some as spect of thé drt1St 5 environment
Tor alsymbol of a fee11ng [t is ‘an "open concept“ which acknow]edges
' that art forms change. - ‘ ) .

The 'sociological dimension is the acknowledgement of thé
vpossjbi]ity that forms are inf1uencedAbj the cultural institutions
of a sociéty" | :

The trans;endenta] br existéntiai‘notion aéknowledges the
possibility fhat the artistié éndeavdur goes beyon& the confines qf
tﬁe liﬁiting SitUation. Through the fef]ective process, human |
consciousness shapes its environment.

Gestalt is the notion that a conf1gurat1on 1s perce1ved by an
1nte]1ect while attendwng to a work .
| >F1na1]y, the historical d1mensi0nfis'the recognitidn'thdtﬁ
‘symbo1ic'forms és rooted in a pa;ticuiaf cu]ture'have their own
‘so]ut1ons to the aesthet1c d1mens1on ThisAdimensfdn recognizes

.that economic .and po11t1cal factors underlie aesthetic dec1s10ns.

L4

3.8 The Problem Defined - - T |

Completion of a chart %hich iﬁcTudes as if;.ﬁorizontal axi§ -
" the posftions'bf'vaFﬁous.art educators along an Affective/Cthitﬁvé C '
. con;inuum,finfcdmb{nation with a vertigal axis outlining thei
criteria used to indicate'fhe sources from Which theée art educators

draw their material, reveals what was hinted at in the-sections

headed Initia]‘Recognition of the Problem. An important dimension,
D) . .



* it seems, has been ignored by art educators to\déte. That dimension
is concerned with historical and sociological factors, and .~
specifically with systematic analysis of socio-historial phenomenaf

Its presence * seems to have been ignored or glossed even by those

- aestheticians whose influence upon the current crop of art educators

has been profodnd.

| The intent of Chapteré 4, 5, 6 and 7 is to examine fhe work
of four imbqrtqnt figures in ghe world of aesthetics whose works
underlie contemporary aesthetic education and, in Chapter 8, to
critique these four positions;_with a view to showing the Qirection
which their thinking has taken,.and thé extent to which they have
deait‘with or failed to deal with the socio-historical dimensions.

The matéfia] included in Chapters 4, 5, 6, and 7‘transcehd§

that-which has an 1mmédiate bearing upon the problem. Only by
discu;sing the totality of‘aApartituTar bhi]béophy can Oﬁe establish

a proper perspective for critiquing that position.
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Footnotes - Chapter Three

Ta number of-articles.in Studies in Art Education have
reviewed aesthétic- theories.and théories of art criticism. See,
Nancy MacGregor, -"Concepts :af:Criticism: Implications for Art
Education," Studies in Art Education 11(2) (Winter 1970):27-33.
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Frank Sibley, C. Stevenson and Morris Weitz. MacGregor does not
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outline criticism under each theory. Frank Sibley presents an
instrumentalist view of criticism, highly linguistic.and formalistic
in intent. Stevenson presents a more relative view, iin which
positions are examined from more than one context. There.is the
realization that each individual has a certain amount of “cultural
baggage.” Weitz also advocates a linguistic base wherein the stress
is on description, explanation, evaluation and poetics. See
also Duke Madenfort's "The Aesthetic as Immediately Sensuous: An
Historical Prospective," Studies in Art Education 16(1), 1974-1975,
pp. 5-17. Madenfort examines the ideas of Kant, Kierkegaard,

. Bergson, Dewey and Langer, claiming that these five aestheticians
~are representative of the history of theory which treats aesthetics -
as knowledge of the immediately sensuous. : ‘

. 2C]ark-has done a similar analysis of art textbooks. See, N
S. A. H. Clark, "Modern Theoretical Foundations of Appreciation and
Creation in Art Education Textbooks 1960-1970," Studies in Art
Education 16(3), 1975, pp. 12-21. . ’

3te Holsti, Content Analysis for the Social Sciences and
Humanities.(Don Mills: Addison-Wesley Pub. Co. Inc., 1969),
pp. 94-118. _ ‘

4M. Weitz, "The Role of Theory in Aesthetics," in Aesthetic
Inquiry: Essay on Art Criticism and Philosophy of Art, ed. Beardsley
and Schuller (Belmont, California: Dickenson Pub. Co. Inc., 1967),

pp. 3-11.

SA, Berleant, The Aésthetic Field (Springfield, I1linois:
Charles C. Thofmas Publisher, 1970), pp. 19-39. See his Chapter II,
"Surrogate Theories of Art" which contains Berleant's analysis of

aesthetic theories.

6G.0D1ckie, Aesthetics, An Introductﬁ§1(New York: Bobbs-
Merrill Co. Inc., 1971), pp. 78Fff. :
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]]Dew1tt Parker, The Principles of Aesthetics, 2nd ed. (New
York: Appleton-Century-Crofts, 1920). Parker's aesthetics are
formalistic. He states that art can be divided into three parts:
imaginative, linguistic and desiqn.” Good art shows algt of
imagination. (Parker notes the comments of Freud who stated that

human desires lead to imagination which must be satisfied by dreams.)

~Imagination and satisfaction were equal in Parker's views. All art
‘contained imaginative satisfaction. Parker forms a syntax of
painting, which describes the way the form and design is composed and
organized: (1) principle of organic unity (organicism of Weitz), .
(2) theme of variation (one element is dominat), (3) balance,
(4) evolution and hierarchy (not all elements are of equal weight).
Four more things may be seen in a work of art: Musical Value,
Natural Value, Spiritual Value and Formal Value. Dewitt argues that
#1 and #4 are form; 32 and 43 are content. Parker insists that
without #4 a good work is not possible, and that what is not
important is #3. This places Parker in a formalist framework.
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characterized as (1) art having its own imagined world, (2} meanings
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about the world or pre-existent reality, (4) the work being an -
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' experiénce begins with an awareness of the surface
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there is only one interpretation of the given:
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vdev1sed to interpret the ‘meaning of aesthetic
categories affords a method of critical ‘procedure,
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3 45The concep. ¢ “openness” is d1scussed by Kae11n in
) Guldellnes a CEMREL vaJect edited by Barkan, Chapman, Kern.

—~ 7 "On the part of the viewer openness to perceive
counters fresh]y and without prejudice acts as
an invitation into the aesthet1c experience."

(p. 49.)

Brad]ey méntions the same concept in, "Intrinsic Feedback and Its
Effect Upon Aesthetic Growth," Studzes in Art Education 10(2)
(Winter 1969):41- 49 4 .

"The checklist seems to require that one
observe his own work from a detached po1n¢
of view, and it presupposes that the artist
“will have the subject1ve capacity to retain
his mental 'openness' while objectifying his
‘position." (p. 42 .) y
Alfred Schutz uses the concept of "openness" to propose that a social
scientist detach himself from his biographical sjtuation within the
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" See, A. Schutz, "Common Sense and Scientific Interpretation of Human
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" CHAPTER FOUR

Aesthetic Theory of Monroe Beardsley

4.1 -Statement of Intent

Since the inception of his book, Aesthetics: ?roblems in the

JPhi]dsophy of Criticism]‘in»l958, Beardsley, through his ‘numerous

| articles and severaTbooks,2 has maintained the metacritjeal theory
of [nstrumenta]ism; Hischncern has a]ways}been directed.towards
normaaive'criticism3 and its application towards the arts;, This
t;chapter's aim is to de]ineate these concerhs aS they are embodied in

his writings.

4.2 The Aesthetic Object

To avoid the pitfa1]s of both'the affective and inténtiona]ist
.fa]]acie$4 Beards]ey treats the aesthet1c obJect as ‘an ent1ty E with[

thfs stibu]at1on each presentation or- performance of a scr1pt

v

score, or text is treated as a separate and self- suff1c1ent aesthetic

work.6

The aesthetic object is treated as ‘a perceptual object. .Its
e aesthetic QUa]ities are distinguished from nbnéaesthetfc or physica]_
‘features.such'as color, material ‘or the written WOrd 7 Aesthet1c

Ry

qua11t1es are sa1d to be in the: aesthet1c obJect and therefore

phenomena]ly ob3ect1ve Affect1ve adJect1ves may be used to



describe them but this is not the same as describing the berceiver's

. o -8 s - . o
reactions to them.” Critics who concentrate only on what is seen n

the aesthetic object, Beardsley c]aims, are being objective.

To avo1d the confus1on between what is veridical and what is

1]1us1onary in cr1t1c1sm Beardsiey adopts a number of pos'cu]a'ces]O

“which aid in descr1b1ng the aesthetic object objective]y. "If two
presentafions of the~same aesthetic object have incompatible
’ ‘ WS

characteristics, at least one of them is illusionary. Qualities

‘must be dfstingnished'as eeing,internai to the w.or'k.]2 .Knowledge‘of
tne creative process or'knowledge of.physica],materiels isenot
relevant information fo‘the perceiver- |

Interna] qua]1t1es Beards]ey-m&intains,‘ére-both local and
reg1ona1 be]ong1ng to the larger, c_om‘p_le_x’v‘vno’,]e.’]“1 Qualitieg‘are”.
said to be both" summative and emergent' By emergent Beardsley means

that such a reg1one qba11ty may be d1scr1m1nated By summat1ve

'1qua11t1es. Beardsley means that two or more e1ements are fused 1nto

"a 1arger reg1ona1 qua]1ty w1thout 1os1ng their 1nd1v1dua]1ty - This

'reg1ona] quaI1ty.may be.treated as a whole or‘1t may form part of a”

larger ‘complex whefe 1ts intensity is dependent on the—Way it
‘re]ates and comb1nes to adJacent reg1ona] qua11t1es 15
' For v1sua1 design, BeardSIey 11sts qua11t1es descr1b1ng

non- aesthet1c e]ements 11ke 11ne, co]or and shape’ as hav1ng
‘anthropomorphnc character1st1cs (phys1ognom1c qua]qtles) ]6 For

'example he treats a line as hav1ng movement Ifit changeS'ifs

;"d1rect1on frequent]y it 1s 11ke an uneasy or unsett]ed mlnd

: fwaver1ng between alternat1ves
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4.3 General Canons in Beardsley's Aesthetics
. I ' 4 .
Beards]ey -accepts three broad canons or “generaT

17 The Canon of Un1ty, the Canon of Comp]ex1ty and the

tendencies."

Canon of Intensity have dominated_BeardsTey's inteTTectuaT career

and form the-necesSary kernel of his aesthetics |
The Canon of Unity, Beardsley ma1nta1ns, 1S germane to aTT

the arts CompTeteness and coherence are its component. quaT1t1es 18

CompTeteness re- emphas1zes a work's autonomy, wh1Te ‘coherence is
“promoted by.a dom1nant pattern or through comp051t1onaT eTements
: such as harmony, ‘rhythm, balance and similarity. |

The Complex1ty defines’ the number of parts w1th1n an aesthet1c
obJect Although not a measurab]e ratio, the degree of comp]ex1tv or
s1mp11c1ty affects the un1ty of an art work This canon is COﬂSTStent
Tw1th a Theory of Fusion which Beards]ey 5upports 19 Coherence of

“fusion 15 dependent on the degree to wh1ch a des1gn (form ar .
, . 20

' .Structure) cdheres with 1ts‘5ubject ~In the caée of non-

representat1ve works, compTex1ty and un1ty of the non- aesthet1c

_elements become 1mportant : | o

. The Canon of Intens1ty refers to the magn1tude of the
'7aesthet1c quaT1ty of the whole or to a part1cu1ar reg1onaT quaT1ty
v,It p]ays Sts chlef roTe in evaTuatIOn and w1TT be referred to when

:.Beards]ey S InstrumentaT,Theory is explained.
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4.4 Beardsley's Formalism

. -~ Beardsley accepts a theory of ”Divergence“Z] which claims to
be forma1ist in nature 22 modified by the elements of "fus1on“ and
"intensity" wh1ch makes allowances for content. 23’3A v1sua1 design
is read correct]y because it 15‘accompan1ed with detinite

.representat1ons which exper1ence tells us are congrﬁent 24 This

- .principle can be app11ed to non- representat10na1 art too, s1nce art -

y
suggest representat1on w1thout represent1ng them Symbo]s can a]so

be interpreted forma]]y because they are estab]1shed by convent1on

by vital basis; or by natural assoc1at1on.25‘ A study of_1,cono-1ogy2'6

WOu1d_aid in establishing a congruent meam’ng.27

4.5 Classification of the Arts-

. Beards]ey argues for a c1osedFSystem cTassitdcation of - the
| arts 28 The W1ttgenste1n1an not1on of "family resemb]ances“ and the .
"open- ended” def1n1t1on of art is reJected After the ana1y51s of j
new art forms Beards]ey ma1nta1ns that there are necessary
conditions, although adm1tted1y m1n1ma1, wh1ch def1ne the var1ous
arts. 2 Mus1c, for example, must have “movement" Wh1ch 1s coherent
and comp]ete wh11e pa1nt1ng re]1es on the Juxtapos1t1on of elements -
- which is the contemporary name for un1ty A]though the arts cannot- -
be compared by the1r s1m11ar1t1es in structure and sty]e, nor can a
given per1od in h1story reveal their under]y1ng connect1ons,'
','Beards1ey does admit that phy51ognom1c qua11t1es do cut across the

arts 30_ "" o : o ;;. ) E . .
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4.7 Beardsley on Creativity

N

4.6 Artistic Truth

In‘the’strict'sense of "knowledge" as inference'3] Beardsley

. reJects art as the product of knowledge ‘ It is mere acqualntance

Ina ]1m1ted sense truth, as depicted in an aesthet1c obJecf may be

I

“true or false depend1ng on whether the character1st1cs of the subJect
’have or have not been presented 32‘ Art 1tse1f does not make a c1a1m

to truth. It s1mp1y offers a subJect However the qua11t1es

presented by an-aesthetic obJect may’ become the data for future ’
33 ' ' Co ‘

know]edge e ; : B . .

N

Although Beardsley rejects the notion that understanding the -
C ' : ’ . C <

process of creation can aid'in judgments, he has given'it 1ts due A

34

attention Essent1a11y Beards]ey does not agree that there is a :

norma] creat1ve pattern” wh1ch prov1des an. e]ement of control for

 the d1rect1on of an.end product. Th1s 1s the centra1 thes1s he]d by

35

: the Propu]slon and F1na11st Theor1sts

.

Eachvstage, as‘part of a means;end‘chain in the creative

protess, "suggests" a qua]ity'that is self—correCting The artist

1s constant]y red1rect1ng his aims. There 1s no s1ng]e gu1d1ng ‘
factor Each process generates 1ts own d1rect1on and movement 36

;The 1ncept1on of an art work may be any sort of thing ( ., idea,
'thes1s,v11ne) however, Beards]ey maintains, the th1ng chosen does

.not necessar11y dom1nate the ent]re work . -
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Hence, although thére are no umiversal stages in a creation

Beards]ey does ma1nta1n that two broad phases do alternate

throughout. These 1nvo1ve the 1nterp1ay between the preconsc10us

' (1nsp1rat10n) and the consc1ous (se]ect1on) 3? In thlS schema,

the art1st knows when the process 1s f1n1shed but does not know

whether the work: is f1n1shed o h . o

4.8 Meaning o"f Aé's'the’ti:c Objects

o
£

"5 Ma1nta1n1ng an.objective view of the aesthet1c obgect

Beards]ey states that a11 mean1ng of the work of art may be found by

- an: ana]yt1ca1 exam1nat1on of tocal and reo1ona1 qua11t1es

“This thesis, parad1gmat1ca11y deve1oped in the cr1t1c1sm of

i11terature, is supported by Beards]ey S . adopt1on of Aust1n S

deve]opment of “1110cut1onary and perlocut1onary acts 39.‘

7/

’»Connotat1ons and suggest1ons found in 1oca1 and reg1ona1 areas are

2

not psycholog1ca1 and persona] 1n which case- they mlght f1t the

vreq01rements of a SubJect1ve Theory; They are part of the meanwng

f_ of these 1oca1 and reg1ona1 elements.

i

_gIHence, there are many rules and cond1t10ns wh1ch are- tac1t1y

recogn1zed by the speech commun1ty 40 Connotat1ons and suggest1ons

: are 1110cut10nary act potent1a1s, which can be d1scovered by .

Japp1y1ng-"the principle of congruence ' Interpretat1on must ”f1t"

41

. the found facts.

Interpretat1on, Beards]ey ma1nta1ns 4is an ilTocutionary act.
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4.9 The Logic of Evaluation and Interpretation

Beardsley divides all critical eva]uations into'three'main‘
grouptngs- cognitive moral and aesthet1c 42 of these ‘the .aesthetic
_is. sub- grouped into obJectlve, affect1ve and genet]c reasons. Both
genet1c‘and.affective reasons haye a]ready been rejected, leaving |
'on]y objective reasons as acceptab]e ObJect1ve reasons appear as
' e1ther descriptive statements or 1nterpret1ve statements and. are
43 ' '
ObJect1ve»reasons‘are rational deliberations and conc1usions
'which can be'suoported tn their“claim'tO‘truth 44 G1ven two -

! Jnterpretat1ons of a work one is true the other is fa]se, otherw1se,
.Beardsﬁey claims, the work is amb1guous and no 1nterpretat1on may be
4estab]1shed A]though he - does not deny that a correct 1nterpretat10n
-has been‘g1ven,4s Beards]ey makes an 1mportant d1st1nct1on between an
1nterpretat1on and a super1mpos1t1on.46 The 1nterpretat1on of a
’work_as a parttcu]ar symbol myth;.confltct or strugg1e is ca]]éd --3_{)

super1mpos1t1on since it is a way of us1ng the aesthet1c obJect to

- 111ustrate a pre -existent system of thought

ObJect1ve reasons are further Sub- grouped as Judgments of

unlty, comg]ex1t1,and 1ntens1ty,47 to wh1ch his Genera] Canons

app]y Reasons given about a work s un1ty, comp]ex1ty or 1ntens1ty

48

b 1s a Judgment of ”aesthet1c goodness " The cr1t1c g1vesvan

“est1mate in a non-qua11tat1ve sense of "the greatest amount of
‘art1st1c goodness that the [aesthet1c obJect] allows of actua11z1ng

H
49 :
'1n any one encounter " .
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The estimate of the capacity of the aesthetic "goodness" is a
rough judgment which is subject to correction by future experiences. .

but yet it is based on reasons.50

4.10 The Instrumentalist Theory‘

Beards]ey attempts to treat "a good aesthet1c obJect" along
the same lines as a "good wrench " Introduc1ng the concept of a
functwon-c]asSS] as a capacity of an obJect .to do or serve in some
'way that other ObJECtS cannot, he assigns the aesthet1c obgect the
_capac1ty of e]1c1t1ng an "aesthetic exper1ence “52 An'aesthetic »'“
exper?ence is character1zed by "un1ty,vcomp1ex1ty and intensity.'
Hence, Beards]ey expands *his Canons to cover the sub3ect1ve -response.

The . magn1tude of an aesthet1c experlence that is its
1ntens1ty prov1des the poss1b1]1ty of comparing two experwences °3
The greater the capac1ty to e11c1t aesthet1c exper1ence, the better

the work of art is. ~This s 1ts measure of - "aesthet1c_goodness."

Furthermore, it is also the fUnctiOna] definitiOn of good and because

- this definition def1nes “aesthet1c value" in terms of its

consequences Beards]ey S aesthet1c’1s called an Instrumenta]isti

CTheory )

' Decisions on Whether one aesthetic‘object 1is better than

another can be rat1ona1]y Just1f1ed However, Beards]ey admits to
- an area of “Rational Undec1dab111ty“ where it cannot be dec1ded

~ which obJect.has a greater aesthet1c capacity. Choice is not guided'
.by,reason jn'these cases. >
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4.11 Aesthetic Experience

Since his fe{ntroduction of -aesthetic experiencé in his.
magnum Qpus, Beﬁfds]éy has héd to defend its under]ying'assumption.56‘
The assumption of this theory of "gbodness" or aeéthetic worth is
tﬁat an aesthetic experience is worth hav.ing.57 The greater the
work's unity,~comp1exfty and inténsity,'the'greatgr the "good."

These Canons Eefer'to characteristics of aesthetic obje&ts that
:nable them to evoke aesthétic-expefiencesi The oééurrence 6f'5uch'
eipérienceé is under their contro].58 |

Beérds]éy c]aiﬁs a cathartic role for aesthetic exbérience,59
Moral and didaﬁtic judgmehts are considered side effects of.aésthetic~
éxperfence whereas reWiving_;ensiQné, resolving conflicts, refining
“pErceptibq and discrimihation} de%e]oping’imaginatidQ: aiding in
mentél health, fostering sympathy and understahdjng aRZ\offering
;qeas for huhan,lifé; are_fegarded‘as'its_ends.eol
. Such c}aimsAhave‘QEnerated‘seQerelcritiéism6] and Beardsley
.'has Consistent]y defended these challenges by hodifying the sorts of
action aesthet1c ‘experience cou]d elicit. Beards1ey'has'1owéked his .
expectat1ons Aesthetlc experience is now characterized as aesthet1c
p]easure or aesthetlc sat1sfactaon and aesthet1c enJoyment 62 a
Most recent]y Beardslgyvhas considered 1ts,effect as
-"'gr.at‘ific_ation He ha"slaccép,te'd ‘the view that the adoption of an

63

“"aesthetic attitude" (which heihad previously rejected)”. could.

increase the possibility of aesthefic expe%ience,



Fdotnotes - Chapter Four

]M. Beardsley, Aesthetics: Problems in the Philosophy of
Criticism (New York: Harcourt, Brace & World Inc., 1958). Hereafter
designated as A. ‘

2Notab1y. The P0551b111ty of Criticism (Detroit: Wayne State
University Press, 1970). Hereafter designated as PC. .

3Beardsley A, p."9. Normative statements in Beardsley's
aesthetics refer to critical evaluation, description and
interpretation. ’

4Beards]ey is often associated with his expose of the
affective and intentionalist fallacies. For what is considered a
landmark article, see, W. K. Wimsatt, Jr., and Monroe C. Beardsley,
“The Intentional Fallacy", Sewanne Review 54, 1946, pp. 468-488. A
recent treatment of this-problem may be found in PC, "The Authority
~of the Text," pp. 16-37 as we]] as in A, pp. 26-29. :

5Beards]ey, PC, pp.'10-36(

68eard$1ey, A, p. 57. Each presentation reveals a
characteristic of a performance. A distinctiom is needed.between
criticism of a particular work by a particular artist at a particular
time and criticism Which is directed to all that is common to all
product1ons of an aesthetic work

7Beards1ey; A, pp. 29-33.

'SBeards]ey, A, p. 49. One can be cheerful towards a work.
Cheerful is a quality but it is subject to the person.” If this
quality was "read! into the work, then the affective.fallacy is
committed and one would be acting like an impressionistic critic.

gBeardsiey,lﬁﬁ p. 42.

]OBeards}ey, A, p. 46.

]]Beards1ey, A, p. 48 This is Beards]ey s all- encompass1ng :

postuTate and has been quest1oned by Bruce Morton, "Beardsley's



Conception of the Aesthetic Ob ect,” JAAC 32, 1974, pp. 385-396.
Morton arques that in musical compositions Beardsley s final
postulate does not hold. Two differen ~aesthetic objects may be
perceived by examining a score. E§§ :

]2See Beardsley's, "The (oncept of Economy in Art," JAAC
14(3) (March 1956):370- 37‘ Beardsley presents the thesis that the
critical term “economy” as dpplied to the arts is external to the
work. It is either subsumed under the criterion of unity or it
commits the affective fallacy.

]3See, Bruce Morton, "Beardsley's Conception of the Aesthetic
Object," JAAC 32, 1974, p. 390. A counter argument is offered in
the realm of music. Morton states that a certain knowledge of music
is essential for its criticism.

"He cannot say that to the average listener
the music has a quality which would be
perceived as F-majorness, Since, to the
average 11stener, there is no such phenomenal
quality. That is, the 'quality’' which would

be perceived as F-majorness' is not ‘the : ' A
same quality as F-majorness,- hence the above ‘ 4
translation is not successful." "

]4BeardsJey, A, p. 83.

-

]SHow th1s applies specifically to pa1nt1ng\may be found in
Beards]ey, "The Categories of Painting Criticism,! in Aesthetic¢ .
and Criticism in Art Education, Appendix III, ed R Smith iCh1cago
’ Rand McNally & Co., 1966), pp. 489 490.

]GBeardéley, A, p. 94 and p. 328.

&
]7A clear presentat1on of his General Canons may be" found in
"Reasons in Aesthetic Judgment," in Introductory Readings in
Aesthetics, ed. John Hospers (New York: The Free Press, 1969),
pp. 245- 253 and in-A, pp. 472ff

“

]88eards1ey, A, pp. 190 193, and “The C1a551f1cat1on of o
‘Critical Reasons " Journa] of Aesthetic Educat1on 2(3). (July 1968)
:55-64.

]gBeardsley, A, pp. 342-343.
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2OBeardsley, A, p. 299, and "The Aesthetic Problem of
Just1f1catlon.“ J0urna1 of Aesthet1c Education 1( ¥ (Autumn 1966)
:29-40. _

2]Beardsley; A, pp. 296-297.
228eardr1ey, A, p. 338.

Beardgley, A, p. 299. Simply put, the a71owance of content
is connected directly. to the form or design of the work. Content and
form must be judged coherent. (ontent also.aids in determ1n1ng the
"goodness” of the aesthetic object. :

24Beardsley, A, p. 284,

25Beards]ey, A. p. 290.5 By vital bas1s Beardsley means that

'a symbol or object has taken on ritualist. sanctity while natural

association compr1ses the idea that a natural symbol suggests a
facet of man's behavior (1 e., sun suggests life).

26Beardslgy, A, p. 292.
2
y*7Beardsley,.ﬁ, p. 142,

28See Beardsley, "On Art and the Definition of Arts: A
Symposium: The Definition of thg Arts,” JAAC 20 (Winter 1961)
:17%-187 and “Semiotic Aesthetics and Aesthetic.Education," Journa]
of Aesthetic Education 9(3) (July. 1975):5-26.

Zglbid.; b. 180.

30geardsiey, A, pp. 201-202.

318eards]ey, A, p. 383. Until the data are combined and
connected by reasoning they do.not consti~ute knowledge. - Furthérmore
intuition as immediate feeling of truth do s not exist. S
3%Beardsley, A, p. 375.

the literature may suggest a hypothesis for cogn1t1ve empirical

‘ 33Beardsley, A p. 430 Beardsley entertains the 1dea that
test1ng but it cannot bde ver1f1ed

!
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3

~ %eardsley, "0n the Greation of Art." JAAC 23 (Spring 1965).. .
:291-304. - . SRR L s
35

The Propu]sfve‘Theory, as maintained byvC011ith00d; claims

that the controlling agent is something which exists pridr to the

Creative process and’ presides over it throughout.. The Finalist
Theory, as maintained by Ecker, claims that the controlling agent is
the final goal which is dominated by a pervasive quality. The

- Propulsive Theory. is rejected on the grounds that an artist -cannot

compare the emotion prior to the artwork and its end. Fcker's'
problem solving theory is rejected because tnere is no problem. A
pervasive quality does not become established from the beginning
but.is suggested through successive stages.

®lbid., p. 297,

"For the crucial controlling power at every
point is the particular stage or condition

of the unfinished work itself, ‘the possibilities
it presents, and the developments it permits.
There are three things to discuss here, and

I will say something about each—the ircept, the
development, and the completion of the work. "

a

M bid., p. 302.
 BpeardsTey, A, pp. 132-144.

398eards]ey, PC,"pp. 34-6°. Perlocutionary act of informing
is directly done through Tanguags. [1locutionary act consists of
this and all the connotations and suggestions the act entails. o

4OBeardéley, PC, p. 50.

Do iron e e
Beardsley, PC, p. 144, -
82, o |

Beardsley, A, pp. 456-457.
43Beards1923;ﬁj'p. 402. )
. 4489afd§1ey, PC, p. 39.

 Pgeardstey, pc, p. 44,

46Beardsley, Eg_pp: 43-44.

P Ty
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47Beardsleyttﬁ, p. 405.

dP”:‘seards]ey‘, A, p. 471..

Ygeardsley, PC, pp. 78-75.

LT

50 o = - ™y,
Beardsley, PC, pp. 76-77. ) L

“Let us call a reason why something is the case

_an explanation, and a reason for believing that
someth1ng, a. Just1f1cat10n " ~

5]Beardsley, A, p. 525.

528eards1ey,‘5; p. 527.

53BeardsTey, A, p. 530.

Beards]ey, A, p. 531 and p. 541. There is no such thing
as intrinsic value in this theory Noth1ng can be discovered - to be
good in itself. Everything is a means to someth1ng else in a chain

- - of means-ends relationships.

55Beards]ey, A, p. 536. The existence of this area of
Rational Undec1dab1]1ty oceurs—beécause critics lay stress to - -
different Canons. Furthermore, Beardsley is not admitting to
Relativism. . Between two aesthetic objects both may produce equal
aesthetic capacity, yet one i$ preferred.or desired_above the other;
even in.the absence of a Judgment that one 13 better or more
desirable. than the other : : :

- S6Re1’ntroduced_from John Jewey et al.

57Beard$Tey}_A, p. 533.
58, o aieac

“Beardsléy, ‘A, pp. 534-535. : s R
JBeardsiey, A, p. 559.
60 . o | R o - 'f_; o R o
v Beards]eyi A, pp. 574-575, - - S o . T T
6]See George D1ck1e,'"Beards]ey s Phantom Aesthet1c

Experience," ‘Journal of Philosophy: 62, 1965, pp. 129-136. D1tk1e
argues that there is no such th1ng as unlty of aesthet1c experlence

¥

e
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Coherence and completeness are attributed to the aesthetic object. -
‘Such effects as tension, balance and impulse in aesthetic experience
do not exist. These effects are nothing more .than feelings of
expectation and satisfaction. Dickie concludes that the notion of

s raesthetic experience is an idealistic holdover from Hegel as

“interpreted through. John Dewey and should simply mean "unity" of ‘a

. work.. Beardsley presents a counter-critique in "Aesthetic L

Experience.Regainéd,“ JAAC 28 (Fall 1969):3-11 Beardsley's claim is _
that aesthetic experience is ultimately tied into the features of"

the aesthetic experience. He quotes Maslow's experiments as showing

that “peak performances" dc exist. ' ' -

S QZBeérdsley, "The Dﬂécrfminatiod of Aesthetié Enjoymént,“ _
British Journal of Aesthetics 3(4) (October 1963):291-300.. . - Wherein
Beardsley characterizes aesthetic enjoyment-as: = - S

"...the kind of enjoyment we obtain from the .
- apprehension of a qua]itive]yudiverse»segment
. of the. phenomenal field, in so far as the .
~discriminate parts are'unified into something

of a whole that ‘has .a character (that is,

regional qualities) of its own." (p. 296.)"

- 63Beards]ey,‘ﬁ; pp;'62;63,;

T f648éards]ey;,"Thé Aesthetic Point of View," Metaphilosophy
‘v1(J)’(January.1970):39-58. e s ‘ B
“~"”GthffiCatioh-1s:aestheticfwhen'it'iéAobtéined o
- primarily from attention to the formal unity - -
and/or the regional gualities of a~comp1exuwho1e,
.and" when its magnitude is a function of the
degree of formal unity and/or the intensity of - o
_rggiona]‘quality.”f(p; 40.) - T
:n:Aiso §eéjih:thé'same %Ssue;;HZJW.éJahson,1“Cdmménts oh'Beérdéléyfs\

«."The-Aesthetic Point of View'," pp. 63-65. ; Janson argues that

'AQBeardsléy;_by accepting the aésthetic'attffdde,'makes‘evérything'aA

- wWork 'of art. Furthermore, it is human values which become the issue,” =’
: ﬂot:aesthetic,va]ues. Beardsley's reply may. be found in the same - -
T-i§sue, “Rgply_to Professor»Janson,” pp. 66-67. - - . : ’

[



 CHAPTER FIVE

- Aesthetics of Suzanne Langer

. co PN - .
5.1 Statement of Intent

.tThrouohout hervinte]]ectua] career Sutanne}Langer has’
uattempted to introduce a theory of'”mind” which is distinctly
human,'ciaiming-that both'empiricism]kano the biogenic model of
man2 are reductlve concepts ‘of man.. She is a]so respohsible‘for

a sem10t1c theory of aesthet1cs wh1ch C1a1ms to be d1st1nct]y

N human. It is the exp11cat1on of that theory wh1ch is our aim

} here.3 Mater1a1 drawn from the British Journa] of AesthetTS§ and. -

* the Amer1can J0urna1 Journa] of Aesthet1cs -and Art Cr1t1c1s;x

_ w1T] aid in th1s exposwt1on

o

5.2 Langer's Semiotic Theoryb_ : ‘

The pr1mary need for symbo11zat1on > Langer ma1nta1ns s
‘ unequ1voca11y human--"M1nd " which acts as a transformer, can _
;_fexpress obJects in absent1a as wel] as change the character of h
expervences for 1nned1ate use Art, r1tua1 1aughter weeplng,b
-gsuperst1t1on, sc1entﬁf1c gen1us ére examp]es of symbollc |
.transfonnat1ons 6 A very sma]] amount of human behav1or is based_g'
on a ut111tar1an mode] of symbo11sm”; a great dea] of 1t seems

enon funct1ona] 7‘ n’ oL =
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Langer S term1no]ogy requ1res some 1n1t1a1 exp]anat1on ‘She
makes a d1st1nct1on between s1gna15 and symbo]s Signals denote
actJon,_8 whereas symbo]s in contrast , are veh1t1es for concepts
‘and thought; ) "Mean1ng” of s1gnals 1nvo]ves a one-to-one |
correspondence between the object and its s1gn Thts re]ationshtp
10

(s1gn1f1cat1on) is 1nterpreted by perce1v1ng the phject...

) ,”Mean1ng“ of symbols is infinitely more complex. The symbol is

. perceived as a presentation of a concept. Its form is grasped as an

:abstraction; Its particulars are filled in by.the tmaginatjon._ o

o A

5.3 Art as Non-Discursive Symbolism

tengoage-represents the most faithfuf.and tndispensﬁbie .
'pictdre_offhuman experience through the'use of discorSiye Symbo]s;]2
Ther1ogical posttivists ]1ke W1ttgenste1n et 'a1{;13'whovhave
1nvest1gated the 11m1ts of language, ma1nta1ned that express1veness
whlch cou]d not be’ prOJected” in dlscur51ve—form was.-not .
: eccessibie to'the human mind. It was not know]edge It rema1ned :
4unknowab]e'and incommunicab]e 14 | ST
It is on the note that Langer parts company w1th the

'pos1t1v1sts In Ph11osophy in a.New Key, she beg1ns to deve]op her

theory that a genu1ne semant1c wh1ch covers the sub3ect1ve
15

exper1ence,‘emot1ons and«fee11ngs, ts poss1b1e - Art,. myth, r1tua1"h.

- and reltg1on present non- d1scurxsve symbo11c systems w1th the
Gestalt’ prov1d1ng a foundat1on for the theory § rat1ona]

cond1t1ons;]§' V1sua1 forms are presented s1mu1taneous1y and

IR



N
Tmmediately. These sensuous forms present one form of apprehend1ng,

the world; dlscurs1ve language another. 8
Percept]on as it re]ates to symbo]s 1n her schema is an

abstract1on ]9 She - c]a1ms that the key to’ her new ph1]osophy of art

is based on "s1gn1f1cant form” and not on the p]easure of sensuous '

B hform.zo

5.4 Artvas‘LOQTCal Symbolism

' In Fee]1ng and Form Langer expands. the c]a1m that art has

emot1ona1 content symbo]1ca11y, as 1anguage has conceptual content .

It i5 a 1Aglca1 express1on of fee]1ngs K Structures 1og1ca11y

'resemb]e patterns of human exper1ence The pattern presented 1n an

. g _ ,{‘.@ 3
"art form is the ]og1ca1 form of sent1ence fﬁg s1gn1f1cance of th1s,
fe]t pattern Langer ca]]s “v1ta] 1mport“ rather than meamng22 'd:g

k1

5‘.1t 1s th1s “v1ta1 1mport or s1gn1f1cant form” wh1ch 1s fe]t as.a

_ qua]1ty, rather than Iog1ca1]y d1scr1m1nated 23 :

"”Semb1ance” 15 Langer s term used to denote the contemp]at1on

"t-of sensory qua]1t1es of obJects by d1sregard1ng the1r funct1ona]

-'purposes and attend1ng to thelr form 24‘ "Psych1ca1 d1stance“-*--
?‘v.becomes a. necessary cond1t1on for aesthetlc contemp]at1on 25 The

faesthet1c obJect 1s treated as‘“otherness. detached from 1t5°"‘

_4surround1ngs 26

By th1s method Langer is ab]e to treat both representat1ona1

"_j‘and non representat1ona1 aspects of a work of art as abstracted

:bsymbols representlng emot1on Iconograph1c e]ements wh1ch functlon f_: -

' as d1scurs1ve symbols are treated as e]ements of the Iarger symbol



They are’ cons1dered as Ty1ng on different semant1c ‘Tevels from the
. { .
work which contalns them? 27
It is the ‘aesthetic or sensu0us 5urface wh1ch pre- occup1es

“Langer, 1nsofar as what is expressed is not actuaT feeT1ngs but

ideas of feelings which are in the work. ‘Sensuous quality is in the

‘.ltService of "vitaT-import " By v1ew1ng tﬁls surface the'GestaTt
rea11ty of the work becomes v1s1bTe 28 In this sense Langer can

cTalm that non representat1ona1 works make the surface "more

v1sIbTe“ because surface offers a Tog1c of vision; 1t has emot1onaT B

,_,bxmport and by refTect1ng pr1nc1p]es of art1st1c v1s1on 1t expresses Co

%

. ‘basic v1taT rhythms The task of the" art1st is to create and .

,acts of 11v1ng by us1ng whatever means ava1TabTe 291

.

'5.5_ The Notion of 11 Tus_ion_ hin Langer"‘s | Aestﬁe{fi cs

The great buTk of Langer S work is the attempt to deT1neate

:‘produce the 111u51on that the form he art1cu]ates co1nc1des w1th the;f

113

"q;and cTasswfy the arts, each, she ma1nta1ns “has 1ts own form to ,,,=;:>v1‘

}‘convey "human fee11ngs " The ldea of “T1v1ng form“ is” common to aTT5p"

the arts 30 -

In her anaTys1s of art forms Langer descr]bes each med1um as
.an- express1on of v1rtuaT or 11]us1onary eﬂements 3] These are -

”!-man1pu1ated to create the express1ve obJect or symbo] 32 _The?”f*'

b .
BAtS . .

' v“express1ve form" 1s an ob3ect1ve presentat1on of fee11ngs wh1ch are

P A

‘anaTogous to the actuaT undergone emot1ons, tens1ons and

. exper1ences



Each art form makes use of prjmaryappari-tion.s4 Music is

treated-as ertUa1 timet35 dance'as virtual power;36-poetry”as'a
?vfrtua1.eyent'37 dramas as v1rtua] hxstory,38 pa]ntanq as v1rtua1
»'spacé;39 scu]pture as v1rtua1 k1net1c volume; 40 and f1na11y,

\ _
arch1tecture as v1rtua1 ethnic domaln 4?

Space T1me Powers and Events are all- 1nterre]ated in
‘rea11ty They present the deep structure of all the arts wh1ch
compr1se the rhythms and pr1nc1p1es of dynam1c form 42 A]though
lfLanger accepts th1s un1ty she does. ma1nta1n a "pur1st”‘v1ew of the
arts There are no hybr1ds 1n her scheme 43; Crafts are not
.cons1dered art because no 111us1on s presented 44 Secondary
| 11]u51ons in. the arts may however be cons1dered that 15, thel.»
not1on that music has a space e]ement 1n 1t or palnt1ng has a t1me

. [
e]ement '

¥

5.6 'The'Notion\of'Feeiing and Form inuLanger's}Aesthetics

sy
14

Pr1mary 11]us1ons present patterns of tens1ons and reso]ut1ons

4 :of actua] t1me, space powers’ and events 1n a Tog1ca11y obJect1f1ed

- 'form." It must _be true 1n des1gn to the structure of the .

. 46
exper1ence Form 1n the sense of . “s1gn1f1cant form" or

express1ve form"_1s congruent w15h the sub3ect1ve 1nner rea11ty as .

114

‘;man1fested by comp]ex rhythms and tens1ons 47 Th1s s1gn1f1cant ,,]‘,h'f

_form must be c]ear,,ref1ect1ng unamb1guously the dlfferent emot1ona1

--va]ues conta1ned 1n an artwork Langer ma1nta1ns that the art1st
48

prOJects“ fee]]ngs 1n the structure of the work but he need not i.f;f:.i'”

vhave experienced in actua] 11fe the emot1on he expresses :



‘. up with somethlng unexpected

because_1t is the semblance of 11fe.

e | R 15

Furthermore, in the c0urse of man1pu1at1nq h1s materxa]s he may come _
49 ‘ '

The presentation of v1rtua] space time, powers and events.

Frees the apprec1ator from us1ng “normal vision so:andta1]ows him to -

@ CRRR |
contempﬂate on]y the work- Creat1ng sensory illusion is the artist's

norma] way of making us see abnorma11y We abstract on]y the v1rtua1

’element, conta1ned in symbo]s which Langer ca]]s “11v1ng form"

51

5.7 The Role of Intuition in Langer's Aesthetics.

f Intu1t1on is at the qrass roots of the rat1ona11ty wh1ch

: ar1ses from the e]aborat1on of fee11ng 5? It s the fundamenta]

"h.act1v1ty wh1ch produces 1og1ca1 or semant1ca] understand1ng It»1s"e

'through 1ntu1t1on that ”11v1ng forms -,’";”fe1t " “V1taL Importf erf;

- art1st1c express1veness cannot be p1nned down One apprehends*-

o metaphor1ca1 1nterpretat1on of a work isa. gontaneou 1ntu1t1on

53

v »express1veness or one does not It cannot be demonstrated The

50

Moreover the work of art, as the express1on of human

bconsc1ousness in a s1ng]e metaphor1ca] 1mage, does not po1nt beyond~
ﬁ1tse1f It has to be seen in toto f1rst that 1s, the

, understand1ng" of the work of art beglns as an’ 1ntu1t1on of the

‘"who1e Ssn Contemp]at1on then gradua]]y reveals the complex1t1es of :

'3the p1ece and its 1mport‘._
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;5.8 Criticism in Langer's~Aesthetfcs.

Langer agrees‘with Co]]tngwood in his ana]ysis of judicia1'
.Qassessments,57'1n that. she fee]s that good -art q1ves a true '
express1on wh11e bad’ art is d1storted because it 1acks ‘candor. 58.

) To th]S Langer adds the’ notlon of poor art wh1ch arises. from
A fa11ure by the art1st to express what he knows through or due to
too br1ef an: 1ntu1t1on ar to hlS fa1]ure to be fam111ar w1th h1s
‘jmater1a1s > | N | | |
Langer malntalns that the art symbo] 1s pub]1c The measure
";of its ob3ect1v1ty“ 1s detenn1ned by an “1dea] beho1der »60 ‘The
‘hh1dea] observer cons1sts of “peop]e who have deve]oped the1r powers
" of percept1on by 1ong conversance w1th the order of art in wh1ch
dhthe1r Judgments are to- be made Intu1t1on gu1des the1r verd1cts 611
. Langer hand]es prob]ems of cr1t1c1sm in the arts 1n a."o

rhetorwca] manner. The ana]ySIs of how works of art. are made and

:how the sense of 1mport is g1ven 1n an artwork are not cr1ter1a of

o exce]]ence Mater1als are ne1ther good nor . d, strong nor weak

'The art1st S success or fa11ure is 1ntu1t1ve1y known by the K
_jcr1t1c 62 ~f ',. R f'; _47_31 L _i"
Under th1s scheme the response or capac1ty to qrasp the

hexpress1veness of a work 1s an 1ntu1t1ve act wh1ch cannot be

S 63 v .
_ augh : To 1ncrease 1ts occurrence Langer suggests that the S v,b

'm1nd is c]eared of 1nte11ectua1 pre3ud1ces and false concepts wh1ch

'wou]d 1nh1b1t peop]e S natura] respons1veness 64!"
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The ideal observer is defined by Langer as having the natural
capacity of responsiveness. ”That‘is primari1y a natural gift,
related to creative ta]ent yet not the same th1nq, 11ke talent
'where it ex1sts in any measure it may be heightened by experlence

~or reduced by adverse agencies. w65

5.9 Communication in Langer's Aesthetics

S1nce the art symbol .is not,d1scurs1ve the "message of an
‘artwork is m1s]ead1ng A "message" is d1scurs1ve conmun1cat1oh
hhile an emotive symbol is a direct c0mmunitatioh‘thr0u§h |
tntuttion.sé ’Since the art.symbol's ihport is-net-sepaheble‘ffom
its’ form,. Langer ma1nta1ns that the artist is not saying anyth1ng"

about nature or the fee11ng, he 1s how1ng it. 67

"Aesthet1c emot1on " wh1ch is the feellng one gets from the
work, does not be1ong to the work but belongs to the viewer. . It is

psycho]og1ca1 reactxon to the art1st1c act1v1ty 68 It is rea]]y.a

fee]1ng:of exhilaration directly 1nsp1red:by the perception of'good’
‘ art, and not accord1ng to Langer, to. be trans]ated as |
commun1cat1on _ o R |

N RCommunjcat%eh“iefjkn0wiedge,_tn tahgeh‘s'sénse,_cbntains the

pdssibiTity that'symbols brésented'tb theylmaginétio"c0u1d,be USed'

'to g1ne fee11ngs and formu1ate concept1ons of v1sua1 factua] and A

_aud1b1e rea]1ty The forms g1ven to the 1mag1nat1on allow .
tse]f know]edge and 1ns1ght 1nto a]] phases of 11fe 69 ;Thef

apprec1at1on of ‘a new art form for Langer, vs an 1nd1cat1on that

Cr ._1 T 't:»,-'

17
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one s own emotive possibilities have been expanded The poss1b1l1ty
,that the “fe1t life" of any cu]ture presented 1n an obJect1ve form

- may be'communicated, fa1Ts under the same concept.7o

| 5110"The Role of Sty]e;eEducation-and Culture. in-Aesthetic Theory .

Every qenerat1on has 1ts sty]e of feeling which, Lanqer
ma1nta1ns, is 1arge1y unconsc1ous Itois not. necessarlly determined
by soc1a] causes n but _hapg_ by art1sts,'usua11y popu]ar art1sts
of -film, te]ev1s1on and mus1c 72_ '

Art1st1c tra1n1ng 1s therefore, an. educatlon of feellng ‘Art>‘
‘13 rooted in exper1ence but experlence in turn,»1s bu11t up . mA7 |

memory and performed 1n 1mag1nat1on accordwng to the 1ntu1t1ons of
powerfu] artists often long dead 73 Gen1us, she says, 1s the power f
,to conce1ve a rea11ty of sent1ence, v1ta11ty and emot1on CUrrently
1hv1s1ble or undeveloped Th1s is the mark of a true: art1st 74

“‘Langer malntalns such emot1onal shaplng comes about throughf

:four var1ab1es (T) the 1deas that art1sts wish to express

| (2) d1scovered dev1ces for the art1st (3) the opportun1ty offered N
bj the" phys1cal and Cu]tural env1ronment, and f1na11y, (4) the.

h' pub11c response 75 | : | . |
Of these four Langer cdnsiders the first'to:be the most
| important The d1scovery of maJor art dev1ces p]ays the second

Iargest ro]e These two factors determ1ne “aesthet1c fe:g1ngs" in

. a cu]ture.

-



‘Every technical advance is first felt to be the discovery of

a better means of imitation_andnonly later is it recognized as a

~new form; a stylistic conv’en:ion.76 which then becomes-a great.

traditiont

g’

5.11 Summary of Langer's‘Aesthetics . /
. . N @ ‘_ f‘

(\».

Langer has deve]oped a sem1ot1c theory of aesthet1cs

' Con51der1nq art from the “studlo po1nt of view" Langer ma1nta1ns

that an "express1ve form" is a Togical ob3ect1f1cat1on of a feel1ng

of "inner I1fe. ‘,Artworks are symbols. They articulate rhythms,

‘ tensions and patterhS’Of actual life by “symbolically tfansforming"

. shaped by 1ts artists and the "dev1ces“ they’d1scoyer Communlcation'v

- such a capacity cannot be learned; in 511 probability it.is

these into symbols, by using virtual elements of space, time,

powers and events,

“S1gn1f1cant form" or "vital 1mport“ of these symbo]s may be

Jntu1ted by a perce1ver who may'be an "1dea1 observer” prov1ded that

he has had fam111ar1ty with a part1cu]ar form. Langer states‘that

1nher1ted

. F1na1]y, the sty]e and art1st1c tastes of a cu]ture are

w1th other: cu]tures is poss1b]e by 1ntu1t1ng the formssof'feelings

presented in their artworks.

119



Footnotes - ChapterrFiye

o

}

, ]S. Langer, 'Philosophy in a New Key 16th printing (New York:
Mentor Book, The New American Library, 1951), pp. 15-30. What is
particu]ar]y.enligﬁtening in this critique is the -assertion that
empiricism, being’a science of sensations, Ras turned towards -
observations of feadings taken from-measuring irstruments. - Direct
sensation no lodger plays an important role.

o

% | Langer, Philosophy in a New Key, pp. 33-54 and Feeling
.. and form (London: Routledge & Kegan Paul Limited, 1953), p. 312.
‘Literally "organic process" is a biological concept; "life,"
"growth," "development," "decline,” "death" - all these are strictly"
- biological terms. They are applicable only to organisms. In art
they are lifted out of their literal context, and forthwith, in °
place of organic processes; we have dynamic forms, instead of

metabolism; rhythmic progression instead of maturation; fulfilment, .

instead of procreation, ..."".Langer develops this concept to its
maturity in Mind: An Essay on Human Feeling Vol. 11 "The '
Spectalization of Man,” (Baltimore and London: John Hopkins |
University Press, 1972), pp. 215-264. ' .

' 3This development will be traced through Langer's writings,
designated as follows: PNK, Philosophy in a New Keyr1bth printing
(New York: Mentor Book, The New American Library, 1951); FF,
Feeling and Form (Lbndon:’Routledge & Kegan Paul Limited, 1953);
PA, Problems of Art (New York: Charles Scribner's Sons, 1957); - . .
M, Mind: An Essay in Human Feeling Vol. I (Baltimore: John Hopkins

. Press, 1967); M-IT, Mind: Ar Essay in Human Feeling Vol. II

(Baltimore & -London: John Hopkins Presc, 1972); PCA, "The
Principles of Creation in Art," The Hudson Review 2, 1950, pp. 515-

- 534; PIGOA, "The, Primary I1lusions and the Great Orders of Art,"

The Hudson Review 3, 1950, pp. 219-233; PS, Philosophical Sketches
(Baltimore: John Hopkins Press, 1962); AA:‘”Abstraction in Art," =

JMAC 22 (Summer 1964):378-392. | -

V~}§§‘~//4 erein designated as BJA and JAAC, respectively. -
5? . ' - ,

; : Langer, PNK,. pp. 45-50 and M-11, "Symbols and the Evolution
of Mind,"” pp. 265-316. : y '

. ‘6. Langer, PNK, p. 42, and PA, pp. 98-104. The latter
reference develops the notion'of'?§ymb01ic transformation" is .
considered‘an,abstraction of an event or an appearance to produce

L

-

v
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an e9u1va1en sense -impression rather thar a d. - * imitation. It
is a metaphor, a model of an idea, event - rharac.. -. Art is a
sensuous symbolic transformatgon :

. 7Langer M, pp 35- 55 The ut1]1tar1an model is approprlate
on the an1ma1 leve] where signals govern the1r béhavior.

8Langer PNK, pp. ' 56-60 and FF, p. 26. Langer changes the
term s1gns to’ 51gna1s to 1ncorporate the n0t1on of act1on assoc1ated
w1th a sign. . o

9Langer, PNK, p..61.
IOLanger,‘PNK, p. 70.-
11 - ‘ _ o
Langer, PNK, pp. 70-75.
12 . R
Langer, PNK, pp. 77-79. -,

Blanger, phk; p. 78.

;jdtanger, PNK, p._8,6'ta L o .
: ]ﬁShe then presents th1s 5emant1c development in PCA, ' ;
p 515 534 . v -

) ]6Langer ‘does not expand on the notion of Gestalt. Pert:nent
references may be found in PNK, p. 89-91 and AA, p. 384, where there
is an attempt to 1ntroduce the not1on of - phys1ognom1c percept1on

]7Langer PNK, pp. 89-95, also see Curtis L. ‘Carter, "Langer
and  Hofstadter.on Pa1nt1ng and’ Lanquage: A Critique," JAAC 2 - -
~(Summe'r 1974):331-342. Curtis convincingly argues that painting is '
a discursive- Ianguage " Studies by Buswell suggested that pa]nt1ngs
are not perceived "s1mu1taneously” but are "read" much like )
‘language. ‘Paintings have syntax (form) and semant1c_(reference)
11ke 1anguage . ' R T ' '

]8Langer, ﬂ. p. 102 and-p.»90; :Langer{atgnes that syntax

cannot be app11ed to paintings.

]gLanger AA; p. 378 and P , p. 127. Langer app]1es this
1dea to abstract painting ‘where She argues that abstraction in = -
science s a. genera]1zat1on whereas in.art they are "presentat1ona]

'.abstract1ons“ of events




not genera]1zed to a]] the arts..

T

ZOLanger’ m» b- 175. K o Xl o . S

.

4

2]Langer PNK pp ]93 2]3 This tlaim is made for'musiC'but

b
“The upshot is ... .- that there are certain.
. aspects of so-called 'inner life' - physical

or mental - which have formal properties

similar to those of music - "patterns of

motion and rest, of tension .and release, of ~
* agreement and disagreement-, preparation,

fulfilment, exa]tat1on, sudden change,
~(p. 193.)

22 anger, PNK, p. 223.

, 23Langer FF, pp. 19-22, and see, Forest Hansen, ”Langer S
Express1ve Form: An Interpretation;" JAAC 27 (Winter 1968) 165-170.

- Hansen attempts to clearify Langer's notion of significant’ form by

B examining illusions.of "hidden figures" as parad1gm cases of the i

29 (Fa]] 1970):14.

appearance: of significant form

24Langer, Efgepa 50.
25

drama in R]Chard Courtney, "On Langer S Dramat1c I]]us1on," JAAC

26Langer, FF, .45, o 'fw -

27Langer PA, pp 135 139 and FF p- 55 Should interest be -
p]aced on objects imitated in the work, the work takes on a literal

'significance and evokes feelings, wh1ch obscure the emot1ona1
content of the form. :

28Langer FF, pp.:59-68, and. "Abstraction in Science and
Abstraction in Art," in Structure, Method and Méaning: Essays in -
Honor of Henry M. Sheffer (New York *The Liberal. Agts Press, Inc. ),
pp 163 180. Here the not1on of Gesta]t in the arts 15 exp]1cated

' 29La'nger FF pp. 61~ 68 and see Samue] Bufford "Suzanne
Langer's Two. Ph1losoph1es of Art,".JAAC 31 (Fall 1972) 9-20.
Bufford claims that Langer proposes “two theories. Aside. from the
express1ve theory (symb011c) theory, Bufford maintains that'a- |

» presentat1ona1" theory is g1ven

_?. K . . . . ) L ’.' L

: The notion of "psychicaT distance" is'hent{pned a humber of
times. -FF, pp. 318-319. See also, its use in the development of

122
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."LanGEhv \\econd theory of art ho]ds that
. works of art abstract’ aspects of the world:
RE oundsus or our own experience to enable
_3 to-perceive these aspects ‘more clearly
ine point of creating a work. of art is to o
abstract - sounds, shapes, or movements to S R
draw our attention to them "(p.10.) s

30Th1s n0t1on was flrst 1ntroduced in; "ThevPrimary Orders of

 Art," pp. 219- 234.

4

3]Langer' FF p. ]88 Al forces that cannot be -

usc1ent1f1ca11y estab1lshed and measured are considered. 111usionary
‘These forces are a- part of.direct. experience wh1ch Langer ca]]s
virtual or non- -actual semb]ance .

I o

‘,,
_’

S 32Langer PA. p Td7d Langer changes the term symbo]Ic form
. to- expre551ve form" to dvoid the. 1mp11catlons symbol-has w1th '
d1scurs1ve d1scourse ' S L -

V- . o .
. : r .

C ~d,%§Langer, PA, 1n "Abstract1on in Sc1ence and Abstract1on 1n L
Art,". p. 164 ‘ . _ _

-

34Lanoer PA . p. 8l. Langer changes pr1mary 1]]u510n to -

L pr1maryJappc “ion to avo1d the 1mp11cat1ons of the wor1d 11]u51on _
. »as mean1ng Ui eal . . _ oo o

35Langer,,££_ pp. 104 168, and also ses l1m0thy B1ﬁk1ey,.

'Q-"Log1ca] and Ghto]oglcal Modes," JAAC .28, 1969, pp. 455-464:
Binkely presents the argument that music cannot be exam1ned as. a

Tfogical form” because its form cannot be ‘isolated. " He conc]udes

- that only a small portion of music is isomorphic’ with ‘human’ fee11ng':
© . and that Pt s its ontological status as an: object of" apprec1at1on e
-1n the Kantian sense of d1s1nterestness that shou]d be- exam1ned

36Langer FF pp 201 206 See R Courney,_"On Langer 5.

ﬁhﬂDramat1c I]]us1on_T'JAAC 29 (Fa]] 1970) 11-20. Courney argues that"'
_Langer s theory of drama is abso]ut1st and un1versa]1st1c ' S

.z-'-

7-37[_anger‘, E,p234ff -
- 3§Lan98C; fﬁ,_ba*305fftdnt B

-

St anger, FF, pp. 71-88.

1723



124

4QLahger; FF, p. 89ff.

B | o
~Langer, FF, p. 100ff.
4?Lan9er,tgﬂ, p.;iT and p. 79.

o 43Langer PA, -82-83. In "The Pr1nc1p1es'of Creat1on in 17 -
Art " The Hudson Rev1ew 2, 1950 pp‘ 515 534 was the f]rst R . -
1nd1cat10n of 'this vlew - ‘ e

144Langer, PA; pp. 110-111. o

45Langer, AR, pp 385 390§

46Langer PA p 30

"But Iogica1 form s not visible, it is.

. conceptual. It is abstract yet we do not-
abstract it form the work . of art that e
~embodies it, Somehow in perceiving the

~_work, we-see it not as av1ng an expressxVe
- form, but be1ng one, ”'. - -

' 47See T1mothy B1nk]ey 'Langer ) Log1c and Onto]og1ca1 S
Modes,”'JAAC 28 ]970 for a counter argument SR

- . . ) . - N

R ‘_48.Lar.'99!"{ m. p‘p_::.s_o;_és. i dal EE

49The concept of feellng is we]] deve]oped in Vo] 1 of

"'va1nd An Essay on. Human Feeling, ‘also.see Louis Arnauld Reid, "New -

Notes on Langer,” BJA 8(4] {October 1968):353- 358, .and ”Suzanne :
Langer ‘and Beyond, "BJA. 5(4) (October 1965):357-367. "In the f1rst

" article Reid argues that feelings are always "feelings-of"" e

something; hence, .projection by the artistis a form which he. has
experienced, In the second article Reid- argues -that art Symbo15'
are not 1conograph1c of fee11ngs but someth1ng else

- 1

: 50Norma] vision ‘is not contemp]at1ve By 1t Langer refers to o
. mere recogn1t1on of obJects that surround us. day by day :

%anger PA, pp. 32 33 .

52Langer,’FF 378 and PA, "Artrst1c Percept1on and
-'Natura] Light' “pp.. 59 74. Langer equates -intuition with" Locke S .
"natural 1Jght o Abstract1on and 1ntu1t1on are non- d1scur51ve forms )

»
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. wh1ch ]1e at the base of a]] human‘menfa]ity;‘both in ]angoage and
art. : o o

53Langer, PA, p. 60 ahd p. 135,

. 54See C. Carter Langer and Hofstadter on Painfing and
',Language " JAAC 32 (Sumner 1974) 342 :

55Langer PA pp 68 D1SCUrs1ve thought on the other
hand Is a passage fro one 1ntu1t1on, or act of understand1ng, to
“‘another. If, at any point, intujtion fa1ls, we use equ1va1ent ’

\f_,eﬁsymbo]s to present the desired mean1ng untll 1ns1ght occurs

56Langer, M, p 66 ,
the (art) symbo] is a work, and Jts ,
T elements are ana]yzable I say: "elements’
* rather than ' factors'. “because the .
-~ _components of the art symbo]——of the _ e
o virtdal entity, ‘to which: import - : T T v
R be]ongs——are Created elements,. whereas ) R
'~ the factors are -materials. used, and are
replaceable by others.-for. most purposes.
. ‘Elements, too, sometimes have alternatives;
-~ but their measure is express1ve power,
which pure materials possess on]y at
second remove.". e

\

58, o R
Langer, FF, pp. 380-386.
‘f?59“:u': fi'y_-fj}ﬂ_ﬁs._v jn',,,.n;i .
. ~Langer, FF, p. 387 andfgﬂ, p. 126.
60Lahger; FF p;~391

R 6]Langer,,FF, p. 406 See a]so Teddy Bru1ns,v'The Uses of ... . ,
p works of ‘Art, “‘1n_ﬂesthet1c 1nqu1ry, ed. by Beardsley and Schne]]er}.',‘ﬂ*e
" (Belmont, Ca]1forn1a Dickenson Pub. Inc., 1966).. Bruins-pushes. -

fﬂ‘_.the idea that each group has d1fferent expectat1ons of artworks' f’

n';standards

62Langer FF, p 409

0.

63Langer FE, p. 39.



64Langer, FF, p. 396.
: éSLangek, FF, p. 396.
o anger, FFyp. 303 L
67Lahéér,'2ﬂ£;fp; 223.
ﬁTHere is no law of'artistibfadequacyfbecausé" ;
significance is-always for a-mind.as well as
- 0f -a-form. But if .a Gestalt cannot be grasped -
Lo then it seems meaningTess. . A definite grasp . .
" 7 requires.a certain familiarity." - o
»68Langer;'fﬁ, b.f395.)’“ ,
' Langer, PA, p. 71 and FF, p. 397. - *
70, B L .
Langer, Eﬁ,_p: 410 and PA, p. 69 and p. 113. . :

"When our culture reaches out suddenly beyond
: ’*.it5:01d-bounds?and-makes_CQntaCts_With,othef R
1.0 . cultures we.become interested in new possibilities
: . of feeling. It takes awhile, but there.comESﬂa
~ .point where the beauty of the exotic art becomes

~- apparent ‘to us then we have grasped the humanity’

. of another culture, not only theoretically.but
- imaginatively." (p. 410.) . o

‘“f‘}'517“72Langék;agg;*p;f72:»; ._,;:f'V- L

0 Tuanger, FF, pp. 408-a09.

- ,75Léh§ef;ﬂPA;°b}f]12; VSéé'a1§dntangéf‘§*aftiéle§:"The:“ ﬁ*":': 

,JCU1£UraTvaportanEEVOf-thé_ArtS}P”Jdurna1*Qf;Aesthetic EdUcatibhﬂif_i;:

'*ml(.),_lgss,vpp;~5f12; A“
S ,"7'6Larig_ét-,_ ﬂ\_, P ”3 B S
e - ﬁSometfmes'qujfé:?bftuifoué:thfngs'énfeE iﬁ t0'1 .
. Q;give~jtja_histori¢iturn-7'ndt“things:that a]ﬁer~~.f"
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the pattern.of feelings, like cultural decay,
new religions, commercial expansion, crusades,
. ...but such things.as the inversion of 0i1
“pigments, the finding of carra marble, the "~ '

| " construction Of,the pipe organ." - .



: f:denJoyment as an end3 to the*deterent of soc1a1 and pract1ca1

- ’aesthet1c theory.4_l;“

Sf 6.2l_dohn‘Deweyfs'Aestheti;'fheony ft“ f"'”

CCHAPTER SIX =

Y

Aesthetic Theory of John Dewey

: 6.1 Statement of Intent

The 1ntent1on of thlS chapter 15 to de11neate the aesthet1c )

,theory of John Dewey as embod1ed 1n Art as’ Exper1ence,] pub11shed in

E }71934 By that t1me c11ches'about pragm?tTSm 1nstrumenta115m, and
_,"naturahsm2 had become S0. entrenchdﬁ that many of John Dewey s |

“fo]]owers and crltlcs were surpr1sed at h1s emphas1s on aesthet1c

. problems The f0110w1ng sect1ons w1]1 exam1ne h1s v1ews on

Dewey set the stage for h1s aesthet1c theory by f1rst

‘-fj na1og1z1ng art to a "]1ve creatureﬁ whose apprec1at1on and

.E7zen30yment shou1d be exper1enced aesthet1ca11y as a part of man s

-:ﬂda11y 11fe 5 L1ke Ma1raux s museum w1thout wa]is 6 Dewey s aim was
D'f;;to brxng art back into the rea]m of expemence7 and”away from 1ts f

;'A’fisigrole ‘as a nat1ona11st1c and, 1mper1a11st1c symbo] p]aced on a

‘ :,pedesta} in. museums and_gal]er1es 8

e L

3]- Dewey S aesthet1cs formed a react1on to cogn1t1ve and

"VD:ICTdea11st1c theor1es of art 9 For Dewey, the GESthEt1C prob]em was

o8



to recover aesthetic experience in everyday 1iving and to examine
~ how artworks”ideaTized:quaTitiés*whtth'coqu‘he;found in common. -

1
_exper1ence 0 A

'of a ‘neo- Hege11an pos1t1on mn Through accommodat1on man- adapted

E h1mse1f to his env1ronment as he 1nteracted w1th it, The re5u1t1ng

: .d1a1ect1c produced a homeostat1c state wh1ch was: ga1ned foTTow1ng a

12

per1od-of trans1t1on The foTTow1ng passages w1TT try to exp11catep

”th1s aesthet1c d1a1ect1c

-

B:SQ,The'COnCth*Of "Experience"bin*John'DeweyfsiAesthetics"

The terms "do1ng and undergo1ng e

y-bthe "11ve creature," 1n th1s case man, achleved when he overcame L

res1stances,.ten51ons and d1ff1cuTt1es RUE the env1ronment ]4- Dur1ng o

’fth1s process emot1ons ran h1gh It 1s these emot1ons wh1ch became

L metamorphozed 1nto obJects of mean1ng ]5 ObJects and act1ons of

l-;,mean1ng, S0 created are aesthet1c Art obJects ep1tom1ze th1s . j'v .

'7process, wh1ch Dewey. caTTed an exper1ence 16 An experlence is. the T

1V;d1rect resuTt of qua]1t1es ”fe]t" through the senses of the ”T1ve N

_ creature- 17 Art is. the proof that man’ coqu consc1ousTy se]ect

-ereguTate, contro] and synthes1ze qua11t1es as weTT as meet h1s needs

'1n the env1ronment In th1s sense an exper1ence IS d1fferent from

~_ord1nary exper1ence 18 An exper1ence 1s a tense]y feTt emot1on wh1ch'

"1s s1gn1f1cant and cTear It has a un1ty wh1ch 1s pervaded by a

;‘isnngleequallty.]g An exper1ence 1s not a pathoTog1ca1 occurrence

‘4

Dewey attempted to answer th1s prob]em by adopt1ng eTements A'_

represent the balance thatjh“l

129 i
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'.eexper1ence

'»afreedom

'f.‘tcompleted, as a “fe]t” harmony

";the consc1ous was ab]e to g1ve 1t gu1dance and mean1ng

e
]

,but seems to stand out aga1nst the backdrop of commonp]ace . _
20 S LS

Art, under th1s schema, atta1ns a new and broader mean1ng

- As an enhancement of exper1ence, it 1s not divorced from sc1ence

'and techno]ogy "'Art' in the most art1st1c mean1ng, is now the same

for any phase of enterpr1se to 1ncrease human control and

-

e .

Wl

The un1ty wh1ch b1nds an exper1ence is not emot1ona]

'pract1ca1, or 1nte11ectua1 However through ref]ect1on, after the g'
‘ Aexper1ence, one can 1nte11ectua]1y specuIate about 1ts em0t1ona1 Y

!'character Dewey ma1nta1ned that exper1ence was contemp]at1ve,

22

4'] but- not in the pa551ve Kant1an sense The exper1ence was

130

g | 23 v

Th1s harmony had a pattern and

‘”{structure wh1ch, as a re]at1onsh1p, gave mean1ng and s1gn1f1cance .

-

‘-1to the "]1ve creature'" g v%";“',v,

In Dewey s terms, the beg1nn1ng of every exper1ence was an

.fflmpulse a dr1v1ng of the organ1sm to meet the needs of 1ts surv1va1

"Emotlon and energy were generated by res1stances and tens1ons wh1ch

fﬁn an- exper1ence wh1ch had no pre determ1ned end with ref]ect1on,

24'_;;. U

d-were met 1n ach1ev1ng these needs Impu]s1on towards a need began ;7..f17

Impu1s1on p]ayed a. very 1mportant ro]e 1n creat1on impulsion‘ B

';,d1d not mere]y expe] emot1on 1t enab]ed the’ work1ng over" and the,'
_work1ng:out of emotlon through an express1on ' ;;‘f_g-pij; -

The art1st cap1talwzed on th1s process He saw re]at1onsh1ps -

between what had been done and what there was to do next Quallttes o

e



'-[became the means for new exper1ences

~

and_relationships were worked out The work was f1n1shed when the ,"

heart1st had an 1ntu1t1ve knowTedge that the’ experlence had come to a

cTose 25 26

The experience of the art1st in performance and the exper1ence
of the v1ewer or T1stener to the performance were 1dent1ca1 acts

The art1st "worked" as a perce1ver to see how-the work was

‘progresstng while the perce1ver had to reconstrdct the work. In

both instance, emotion was aroused'byvyiering_the seTf‘to the
wOrk.27v S | o |

"Na6ﬂ4-_John:Dewey's’Notion of the Expressive Act;ai.‘ o N

o ”Impu]se" -and "turmoil™ p]ayed s1gn1f1cant ro]es in the
/
\

: /

a d1aTect1caT process 0bstac1es were overcome 1n an exper1ence and C
28 T ,f-_\’ Doy

" There was no express1on w1thout some "turmo11 " An 1mpuTse
: cou]d not lead to express1on unTess there was:an "1nd1spens1bTe

_'exc1tement 4"It was in "tunmo11" that the 1nner 1mpuTse (Dewey

/

ucaTTed 1t 1nsp1rat1on on the sub- consc1ous Teve]) came 1n contact
w1th the env1ronment to call for an - ideaor fact wh1ch m1ght be

expressed 23 ThTS express1on embod1ed att1tudes and mean1ngs wh1ch

were der1ved from pr1or exper1en¢es 30

~

“Emot1on" was a necessary but not a suff1c1ent cond1t1on for

fexpress1on Th1s “emot1on“ needed to be shaped in mater1aTs to g1ve '

it. express1ve form Form for Dewey was not so much the form of a

This was an ‘act of 1nte111gence ."" | e

express1ve act Each 1mpuTse of an exper1ence was re- synthes12ed in

131



‘thing as it.was an act of an enperfence It was the structure and
v.organ1zatlon of the performance of an: express1on 3 Art was - e
express1ve of the values of a part1cu1ar medlum as we]] as of the
art1st S fee]1ngs embodied 1n the obJect 32 Two transformat1ons
took p]ace in this act of creat1on As mater1a1 was man1pu1ated

and ordered so were jdeas and fee11ngs ordered.33

'_6.5‘.John Dewey's Notion of the‘Expressive Dbject

Phllosophica1 theories wh1ch dea] on]y w1th the expre551ve

‘product were in Dewey s op1n1on 1ncorrect because they 1gnored the ‘:

1nd1v1dua1 s contr1but1on to the percept1on of the product whlch
"was always new "Mean1ng“ of the N ress1ve object became an’-
'amb1guous term in Dewey s aesthet1c "Mean1ng" was-not'treated
symbo11ca]1y 34 in h1s schema but d1rect]y ‘ The “mean1ng“‘of

obJects were exper1enced as d1rect 1mmed1ate qua11t1es, not as

o

.cogn1t1ons of symbols

The express1ve obJect 'was a presentat1on of selected 1nterest.
' It was an: unconsc1ous and organ1c b1as towards certa1n att1tudes and_ e

o va]ues ‘of the comp]ex un1verse in which the artlst 11ves In th1s

'.sense Dewey fe]t that an art obJect was an emanc1patory express1on
"The ad3ect1ve "ug]y” app11ed on]y to those obJects wh1ch had been
o presented according to a convent1on Th1s theme 1s recurrent

‘throughout Art as Exper1ence 35 '

K]

Express1on of an emot1on in the art1ng process was under the

?connmnd of certa1n motor sk1115 wh1ch were able to ”work off" an o

LN

Ty
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emot1on by d1rect1ng the response a]ong prepared channels 36 Th1s
process, Dewey ma1nta1ned occurred both 1n the artlst and in the

37

observer. o DR : | SR -
. The renat10nsh1p between sensuous qualities and the - 1mag§//’1r\f>b

suggested presented two ‘alternatives. E1ther this re]at1onsh1p
operated because some transcendent essence (1. beauty) descended '
upon exper1ence from the outs1de, or the aesthet1c effect was due
'to d1rect sensuous quaT1t1es Aesthet1c va]ues were. sa1d to be]ong
to sense- qua11t1es 1n themse]ves The1r expre551veness may be |

[exp1a1ned w1thout any reference b;yOnd the 1mmed1ate1y sensuous 38

Dewey accepted the second alternative with a mod1f1cat1on
" the e]ement of contextua11sm was 1ntroduced 39 L1ne and color

expressed the way in which’ obJects acted on man in certa1n

s1tuat10ns ' These propert1es of obJects were "earthbound" and -

133

3'becam° 1ngra1ned through mu1t1p1e exper1ences with the same obJect 4O‘f

v To ba1ance aesthet1c theory wh1ch attr1butes propert1es )
‘ so]e]y in themse]ves" (subJectlve theor1es) or “so]e]y in obJects"
'(obJect1ve theor1es) Dewey expanded on the idea’ of mu1t1p1e
cummu1at1ve exper1ence The wor]d exper1enced became part of
self. Mean1ng and va]ue became reta1ned as an 1ntegra1 part of se]f
THab1ts became formed through 1ntercourse w1th the wor]d 'Eé/

: became 1nterna]1zed e11m1nat1ng the subJect obJect d1st1nct1on

-

per1ence o
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6.6 TheJNOtion of Form.in Deweyfs Aesthetics

Form, in the artistic sense,_meant that an object was seen

as a perceptual whole. FItsquaIities as seen were modified by parts ’

of the who1e.4]

Dewey'identified continuity, cumulation, conservation,

tens1on and ant1c1pat1on as th- formal cond1t1ons of form.. -The

‘h1story of form Dewey maintaicd, made s1gn1f1cant advances when
problems were so]ved which had grown ‘out of a need for. new modes of -

' L exper1ence 42 Th1s*1ntroduced new techn1ques which were re]at1ve
| to form and determ1ned to a Targe degree by the available techno]ogy
Rhythm,v"as an ordered~var1at1on of change," 43 p]ayed a
maJor role 1n the nature of form " The rhythm of the art'wdrk

ref]ected the bas1c pattern of the re]at1ons between the 11ve , L

\

cseature and the env1ronment 44 Dewey used the term, "natura11sm,,
to denote art wh1ch attempted to capture the rhythm experlenced from
a number of v1ewpo1nts, as contrasted ta "rea11sm" which expressed

on]y one v1ewpo1nt

The notﬁon of rhythm was -once again. d1scussed when Dewey made
\3

- his d1st1nct1on between the art product and the artwork S1nce it

was the 1atter wh1ch was exper1enced and act1ve (the f1rst mere]y
the phys1ca] obJect), rhythm was related to the subjective act of
percept1on.46 To enhance rhythm, d1stort1on and asymmetr1ca1 _

balance were 1ntroduced to 1ncrease 1nterest.



&

: spec1f1ca]1y pointed to. Qua]1ty may only be 1ntu1ted

~and ultimately the,"un1ver5e“ in which man 11ved 5]

o .

6 7. The Notion of Fusion in John Dewey S Aesthet1cs

Dewey ma1nta1ned that fusion and qua11ty were swmu]taneous]y( }

3

hoccurrlng concepts wh1ch had been g1ven synonymous mean1ng A7 A

quallty“ whxch was in a]] "parts" of’a work of art was 1mmed1ate]y

’ exper1enced Thi's qua11ty cou]d not be - descr1bed or ‘even

48

! D1fferent e]ements and spec1f1c qua11t1es of a work of art

b]ended and "fused" in a way which was "felt" 1ntu1t1ve1y 49:‘
l:,'i N

‘Spech1c "parts" were d1scr1m1nated, not 1ntu1ted However w1thout

the envelope of 1ntu1t1on parts became d1sorgan1zed or mechan1ca11y
re]ated's'0 | %

!

“Qua11ty" was the sp1r1t of the work of art and it was the

i
‘wark's. reality that was felt. Dewey cons1dered a work S un1queness

“a

_and 1nd1v1dua11ty as 1ts "qua11ty“ or idiom. Th1s uniqueness had a
_ boundary or “hor1zon" wh1ch was estab11shed by ‘the "qua]1ty“ of the

'swork as a who]e qua]1ty wh1ch‘Jn turn be]onged to a ]arger who1e

v

- Qua11ty was conc ete and ex1stent1a1, vary1ng w1th

1 1nd1v1dua]s, 1mpregnated w1th the artlst s and the perce1ver s

the exact same qqgllty were next to 1mp0551b1e. It was of -
part1cu1ar 1mgortance that this be the case because it was the

art1st S bus1ness to concern h1mse1f w1th part1cu]ar qua11t1es in, -
52 : . '

' thei context.

!

'unfqueness Cond1t1ons wh1ch wou]d allow for the reappearance of f "




e

: Y
The notion of ”qua11ty" had with it a space time property

'Space time was considered qua]1tat1ve1y, not quantltatlvely, as a

'movement in exper1ence wh1ch was a]tered 1n the qualities of

obJects Space t1me m1ght be 1ntens1f1ed or compressed dependwng

on which qualities. were conSIdered s1gn1f1cant 53 Dewey conc]uded

that space- t1me was a common . property of the matter of the arts,

w1thout wh1ch exper1ence was not possible. 54

o -

- +

6.8 John Dewey's Notlon of C]ass1f1cat1on
L ) 3 . /

e /

Language for Dewey, was an’ 1nadequate way of descr1b1ng the :

part1cu]ar1ty of surface counters It cou]d howeyer g1ve
d1rect1on as how to come upon "qua]tt1es“ of exper1ence

Def1n1t1ons of qau]1t1es Dewey argued, were also mean1ngless
because a str1ct class of: obJects was an illusion, a]though in
pragmat1c terms, one though 1n terms of c]asses 56,

Nhat was poss1b1e were: def1n1t1ons of tendenc1es ng1d
c1ass1f1cat1ons d1stracted from the un1que qua11ty and 1ntegra1

CEe

character of exper1ence 1n an’ artwork C]ass1f1cat1ons were

further mls]ead1ng because there ‘was a neg]ect for trans1t1
12

connect1ng ]1nks wh1ch prov1ded obstac]es for h1stor1ca]

deve]opment 57 The arts had been c]ass1f1ed accord1ng to the

-

senses (arts of the eye the ear) but Dewey, deve]oped an organ1c
metaphor wh1ch attempted to e11m1nate these d1st1nct1ons Art Was
sensed not on]y through the ear and eye “as Kant had malnta1ned

but by tota] organ1sm1c act1v1ty 58

13



137

Deweyan "organ1c1sm"’e11m1nated the c]ass1f1cat1on of the

tempora] arts (mus1c) and. the spat1a1 arts (pa1nt1ng, arch1tecture)

D_He ma1nta1ned that sensat1ons reached -the perce1ver 51mu]taneously

from the obJect where they became 1ntegrated 1nto a s1ng]e
Jperceptlon 59v ‘, '_ ‘ '
Trad1t1ona]]y, the arts had a1so been c1ass1f1ed accord1ng
to the]r part1cu1ar medium. Th1s too was d1sm1ssed 60, Dewey
. argued that this class1f1cat1on g;ce a fa]se p1cture of ‘the
m1T1eu from wh1ch they came, and any categor1es wh1ch wereqco1ned
(1 e., com1c grotesque trag1c p1cturesque) were to be cons1dered
asv tendenc1es ‘and used as dJect1ve to qua]1fy "qua11t1es "61'?' ”
- These: tendenc1es marked a movement towards a 11m1t to wh1ch
a g1ven "qua11ty" could be "felt" "Qua11t1es" then exjsted'ln '
vary1ng degrees and forms between such "11m1ts " These boundaries
were marked by the thresho]ds of d1sorgan1zat1on 62 v
F1na]1y, Dewey conc]uded that c]ass1f1cat1on made one observe

ru]es rather than subJect matter C]a551f1cat1on 1n th1s sensé

set 11m1ts to perceptlon Neo]oglsms could not be p1geon holed, so

they were. reJected 63

6.9 "Psycho]ogical Theory .in Dewey s Aesthetics . . . B _

The “human contr1but1on" 1n Dewey S not1on of exper1ence

was a theme wh1ch cons1stent1y emerged in h1s work H1s maln

Y

purpose for th1s was to e11m1nate the subJect obJect d1st1nct1on

(m1nd body or: self wor]d) 65
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B ';_Deuey used the term “orojection“ as a.term'which.indicated
'the”organfsmts (se]fj-contribution to the interpretationfOf the ‘
f_f uorld {objects)* Proyect1on was a transfer of va]ues accomp11shed.=

through the organism's part1c1pat1on in the env1ronment However,’
‘thls organ1sm had ‘been "made what it 1s" and caused to "act as it y‘
did" through organ1c mod1f1cat1ons due to prior exper1ences "66»
.PrOJect1on was then thTs factor wh1ch1caused.the orgahism toaty
'_ interactfwith the envtronment to‘prodUCefan ekoerfence ':For~ekamp1e;
a pa1nt1ng was a total effect brought ab0ut by the 1nteract1on of
R ’externa] causes (pﬁys1ca1 causes 11ke ]1ght, co]or tone etc. ) and
cryf'rdorgan1c causes; these 1atter be1ng what the m1nd contr1buted to | e
perceptwon 67 ° | g | A: o .,: L .,; .v‘ :,,; :,
| Dewey S not1on of "m1nd" carries w1th 1t the human o |
e contr1but1on of 1nterest, se]ect1on organ1zat1on, retentlon and
ﬁ;}ff ,4;b1as.682 "M1nd“ 1s formed by the mod1f1cat1on of the Self that ‘J -t
occurs in the process of pr1or 1nteract1ons w1th the env1ronment
_3Further act1on§ ‘are sought out through prev1ous]y estab11shed
oo ,routes Th1s process-comes to a’ ]og1ca]-conc1us1on‘1n the
_rea11zat10n that there are: d1fferent k1nds of "m1nds" whach are S0
named’ because of d1fferent 1nterests Hence, sc1ent1sts, execut1ves;
i ..art1sts, etc - present d1fferent k1nds of m1nds;v~ The art1st1c"
'j-g "mind". 15 character1zed as hav1ng a pecu11ar sensxt1v1ty to some'f
:;aspect of man s nature for express1on 69 .. B

o ~, . -

In summary, Dewey was say1ng that pr1or learned exper1ences,

1

wh1ch to a 1arge extent were a]ready estab]1shed trad1t1ons of -

. v . R

R oW
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. -y . . , -
order1ng and convey1ng mater1a1 (1 e , art mater1a1, sc1ent1f1c

'symbols) became fused w1th "1nherent 1mpu]ses " Th1s fus1on, .’Q_:

;Dewey termed "m1nd "

~

6.10 Dewey onUImaginatfoni'b

Dewey ma1nta1ned that the theory of 1mag1nat1on had been -

fm1sconce1ved ' “Imag1nat1on“ cou]d not be treated as a se]f—contaIned:' '

E faculty, possess1ng mysterwous potenc1es Imag1nat1on was ER x

:of see1ng and fee11ng th1ngs as they c0mpose an - 1ntegra1 who]e 70 -fid

AvIt was the b]end1ng of 1nterests at the po1nt where m1nd came 1n .’.
hcontact w1th the wor]d L1ke the not1on of 1ntu1t1on, 1mag1nat1on

j‘jmade prev10us known concepts appear new 1n exper1ence Hhen th1s

happened, someth1ng nei! was estab11shed 1n a synthes1s of mater1a] A

7>wh1ch had prev1ous]y been strange and myster1ous n

Intu1t1on, 1n Deweyan psycho]ogy, was a process wh1ch saw

:’_ s1mu]taneous]y, the 01d and new synthes1zed and c]ar1f1ed It'l b

appeared spontaneous, but in. fact th1s was a m1sconcept1on Before
| 1ntu1t1on cou]d occur there had to be a long and s]ow 1ncubat1on
",Imag1nat1on suffered from the same m1sc0ncept10n 72df

theory of 1mag1nat1on st111 retaIned the d1a1ect1ca]

,‘not1on of conf11ct Conf11ct of the 1mag1nat1on was the strugg]e o

-between inner and outer v1s1on Inner v1s1on, at f1rst
rendered th1ngs more c]ear]y than outer v1swon But then Came a
'react1on Inner v1S1on seemed to- g1ve p]ace to an’ 1ncreas1ng]y

. concrete scene.
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'as unabTe to cope w1th emergent trends wh1ch expressed new

The artth subm1tted to th1s obJect1ve v1swon “The inner

v1s1on was not compTeteTy reJected but rema1ned ‘an organ of how

. the v1s1on was contro]Ted The concrete v151on took on structure

‘two modes of v1s¢on.was ﬁ1mag1nat1on.": As 1mag1nat1on" took form,‘

the work was born.73'

o .

611 ,_Cri'ti’ci‘sm in Deweya'n kAhesthet'ic’s -

On the whoTe John Dewey cr1t1c1zed Jud1c1aT cr1t1c1sm
3

»relat1onsh1ps about man s re]at1on to h1s env1ronment 74'

Dewey. however d1d not abandon the 1dea of Jud1c1a]

‘.Judgment ent1re1y H1s was a mod1f1catlon of it. 75 Cr1t1c1sm was f"

e

qudgment but 1t 1nvoTved a hypothet1ca1 eTement Cr1t1c1sm a
concerned 1tseTf w1th "quaT1t1es" of an obJect Furthennore thesef

QUaT1t1es beTonged to an 1nd1v1dua1 obJect and were not to be

ompared by means of externaT pre establlshed ruTes 76

It was a search for the propert1es of an obJect wh1ch woqu‘*

Just1fy a d1rect react1on LooseTy put cr1t1c1sm was a Survey forv:

'*VvaTue at the end of the process or Teave it as a summary of th1s

”",‘obJectlve exam]nat1on i ";_;11;,g.' SUNEEE

140

- as the 1nner v1s1on was absorbed w1th1n it. The 1nteract10n of the ;‘j'

JuobJect1ve propert}es The cr1t1c had an. opt1on whether to pTace ;BN

"; RegardTess of th1s f1naT evaTuat1on, the descrlpt1on g1ven ,; o

was a soc1a1 document wh1ch coqu be checked by others to see

| ‘whether they coqu themseTves "see“ these obJect1ve propert1es as

descr1bed '.Teif"

(R



;'consc1ousness of the const1tuent parts and to d]scover how R

’ .5deveTopment of a part1cu1ar art1st, as man1fested 1n a success1on

v;a gu1de for them to foTTow

141

Cr1ter1a for Judgment, in Dewey S, scheme, cons1sted of the

reTat1onsh1ps wh1ch were estab11shed between forms 1n reTatlon to

'r;,matter Other reTat1onsh1ps exam1ned were the. mean1ng of the ”

. med1um and the nature of the expresS1ve obJect

The roTe of the art cr1t1c was to evoke a cTearer

' RE4

cons1stent1y these parts were re]ated to form a‘whoTe He had“tJf; B

o be ne1ther too sent1menta1 nor compTeteTy co]d

To meet th1s qua11f1cat1on the cr1t1c had to be- acqua1nted

7w1th the trad1t1on of a part1cuTar art form Th1s acqua1ntance had

"to be more than mere know]edge he had to be persona]]y 1nvoTved

77

‘.:w1th the trad1t1on The more trad1t1ons he became acqua1nted w1th,5;

~ the better were’ h1s powers of d1scr1m1nat1on, }ﬂ7-”""'

These powers woqu be further ass1sted by a know]edge of the

'yof’h1s works As1de from the d1scr1m1nat1ng phase of Judgment
' Dewey ma1nta1ned that a un1fy1ng synthet1c stage was aTso requ1red
»TjThe cr1t1c had to f1nd some unlfylng strand or pattern whtch ran |

’ffthrough all the detal]s Nhen he found th1s theme he was ‘to present Ce

it ii\h7§’33d1ence as. c]ear]y as poss1b1e 50 that h1s cTues would bev5y;fh*'3'-’

78

Two faTTac1es wh1ch a cr1t1c coo]d hon were expT1cated by

1'Dewey. These were reduct1on and confusion of categor1es Reductlon
Tfover-s1mp11f1ed the work by 1soTat1ng one element and treat1ng the “?7“1'

.”urest of the work 1n terms of th1s eTement 79' ‘5"



| llz_ffso there,shou]d be no reason why d1fferent works from d1fferent

| ffper1ods cou]d not be enJoyed aesthet1ca1]y.,.

Confus1on of categor1es treated artworks for the1r h1stor1ca1

‘ph1losoph1ca1, soc101091ca1 contexts but paid no attentlon to the

’ }aesthet1c qua11t1es in- the work 80 Cr1t1cs confused aesthet1c B

,;Values for ph1losoph1c va1ues (1 e mora]1ty) 81

6.12 '.'D.eweyi"s No'tion of 'A'r%:‘: in" ‘So’ciét‘y* S

Under]y1ng the ent1re empha51s of h1s book Art as Exper1ence,"_

tujand espec1a1]y 1n the ]ast chapter Dewey deve]oped the thes1s that -

"there was, at present a. separat1on of art and soc1ety 82 Av,.

'fsecondary thes1s c1a1med cross cu]tura] commun1cat1on through art 83

The f1rst theme rests upon the not1on that the 1nst1tut10ns

'”l»..and soc1a] values of a c1v1]izat1on 1nf1uence the accepted art

84

dt:?_form Aesthetﬁc exper1ence is a record of the 11fe of a A

'L3fc1v111zat1on, a means of promot1ng 1ts deve]opment and is a]so an
flﬁu]t]mate Judgment upon the qua11ty of c1v111zat1on 8§;t,7 | ‘
The second preva111ng theme is summar1zed 1n the assert1on

f'that art has commun1cat1ve powers 86 Dewey aFQUEd 3931“5t prev10us

877'“

;-they were produced in dlfferent m1]1eux 5 51;”‘ﬁ%‘[7;‘.p¥ :j~ ,.'}‘71
Experlence was treated as an 1nteract1on between art1st and .

'-;r;product . Hence there were no two experIences wh1ch were ever a11ke L

88

'1';bf Th1s same aSSumptlon was carr1ed over to other cu]tures rThe-7:

“"Ad1fferences among cu]tures (att1tudes, purposes, needs) could be

”f:br1dged through art Because art expressed deep seated att1tudes Ly

RV

f_;7theor1es wthh stated that artworks cou]d not be exper1enced because "’,
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which ref]ected thechTture,'the,artistic characterfstics of a - ,

¥

c1v111zat1on cou]d be discovered sympathet1ca11y, SO gett1ng at

~ the’ heart of . the deepest. e]ement in the. exper1ence of another"

°

:c1v111zat1on 89 Th1s broadened and deepened a perce1ver S ewn _-¥
‘ exper1ence and had a tendency to d1spe] pre3ud1ce, s1nce att1tudes
'bas1c 1n other forms of exper1ence WEre fe]t 90"

Dewey 'S smnnatlon 1n Art as Exper1ence was a p]ea to c1ose

'the gap between ]1fe and the aesthet1c wh1ch had been separated

“"‘hthrough the deve]opment of Tndustry and comnerce If art was to

‘.be grounded 1n exper1ence there had to be a change in. soc1a1
flre]at1ons 91 Only th1s would change the nature of exper1ence The:f-3-ff“ :

'jfway th1ngs stood then, psychoTogica1 cond1tions for the pr1vate
contro1 of labor of other men and pr1vate ga1n supressed and

';‘11m1ted aesthet1c qua11ty L1fe and art were separated‘ . ".,°,h‘.:k;:.;h ;'

"~:f651§y'3ummaryiof'DeWey*s Aesthetfcs -
“Inm short Dewey s pos1t10n ma1nta1ned that art was ‘not "for

‘a‘fart” but for common everyday exper1ence The aesthetlc was to'; :

‘,play an 1ntegra1 part 1n enhanc1ng the 11fe 1n an 1nd1v1dua1 and 1n

'viﬁthe commun1ty Art enab]ed the 1nd1v1dua1 to un1te the actua] and

the poss1b1e by g1v1ng 1t concrete form Dewey made no d1st1nct10n

R :between f1ne and useful arts ' Both shou]d be embedded 1n exper1ence

The commun1cat1on of art formed another theme Dewey |
"ma1nta1ned that through 1mmed1ate sensuous know]edge of an o
| 7l“exper1ence, att1tudes and deep seated fee11ngs of a cu]ture cou]d _Qh;

F*be communlcated
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"*Finally; Dewey had ah’dfgénfsmic viéw of mah‘ Man‘was a.

’\"13Ve,creature" who 1nteracted w1th h1s env1ronment act1ve1y

'select1ng, synthes1z1ng and overcom1ng obstac]es to meet his "

Aesthetlc att1tudes grew from the resu]ts of these' '

, exper1ences "o R 'v_;', S o



: “Resthetics of Dewey, " JAAC

.+t . " Footnotes - Chapter Six

o JJphnvDewey, Art'as Expéfiencé 17fﬁf1mpressicn (New York:
.- Capricorn Books, ‘G. .P. Putnam's Sons; -1958). . Henceforth, this book
Will be designated as AE -in these footnotes. .. - I

’?Sfdney Hook, John Dewey: An fhte]]ectua] Portréitn(Néw York:

- John Day Co., Van 'Rees Press, 1967), p. 102,

. 'BRichard.Befnétein,;John.DeWex (New-York: Square Press,‘Ihc},b

1966), p. 147.

_ 4A great. deal of-infdrmation is supporfed,fr0m>arti§]és. ‘
~'taken‘frqmithe-dournq1_of Aesthetics and Art Criticism.

. Suon dewey, A, p.4. o
:",*.; 5A:AMalfaux,fVoices7of Si]eﬁcé-transl %tuart:Gflbert':
' (Pa]adin: Granada-Pub;;Ltd., 1974).. See Chapter One, . °

o ;7Cé§éf Grafa, "John Dewey's SdCiaT Art and Sociology of Aft;"
(JAAC 20, 1962, p. 406. . B

"It was Dewey's intention to convince us that.
‘the daily language of our aesthetic emotions.
- -~ ..held a truth far deeper than that of any lofty -
- conventions. That aesthetic meaning was, not,
- a property of things but-a parcel.of experience,
. and that no real borderline existed between the -
quality of art and the content of life." -

C 21_?Johh’Dewey,fA§;~pp; 3§T4, )
o v9Theréfhadibéén ﬁ;running.débatezbefWéen Johh.Dewey_and‘._
,]Benedetto-Croce;tozréSOlve_their‘dffferences; however, little
' success. was'reached. - If one -esamines Croce's "Dewey's Aesthetics -

145

~and Theory of KhowTedge;"AJAAC;ﬁlls(September.]952):]-6; and "On the

. 6"

. attempt to define the-commpn,ground'between<idea115m‘and T
pragmaticism. - Croce claims : that Dewey's aesthetics under the

1948, 'pp. 203-305, one sees Croce's -

- "organicist" metaphor -are contrary to the pragmatist fhEOry~Of'ff";: L

 ;conf1ict and respTutioh;;andfthey_Jean more towards idealism.

. : U T '
: - : B b - " ".’,;‘ .. © N .
D S SR e T . . - e
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'Dewey in reply in, “A Comment on the Forego1ng Cr1t1c1sm," JAAC
6 (March 1948) 206 -208, . rebuts th1s accusation.

- "The actua] fact is that I have con51stent1y' =
-treated the pragmatic theorynas a theory of N
- knowing and as confined within ‘the limits of , : L
N the field of spec1f1ca]1y cognit > subject-
= matter. And in. addition I have specifically
rejected the idea that aesthetic subject-
matter is a form of knowledge, and have held =«
that a prime defect of philosophies of art’
. hds been treating subject matter as if it
rwere’ (whether the creators and-enjoyers of it
or not) a kihd of "knowledge of Reality, presumably
of "higher and truer order than anyth1ng of wh?ch
sc1ence" is capab]e 8 (p 206 )

Chapter XII, in Art as Exper1ence is his comp]ete cr1t1que of ,
idealist” pos1t1ons, as - well as:his theor1es of 111us1on1sm p]ay,_

v myst1c1sm and 1m1tat1on . v ‘ o . L

: ]OJohn Dewey, AE pp 11= 19 See a]so, S1dney ‘Zink, "The
- Concept of Cont1nu1ty in Déwey's. Theory of Esthet1cs," Ph11osoph1ca1
p“.vRev1ew 52 T943 pp-. 392 400 " o e _

¥

C -

ﬁrl]"Dewey S. Hege11an 1nf1uence has been we11 documented
B ‘Dona1d B. Kuspit's, "Dewey's Critique of Art for Art's Sake," JAAt27 .
V(Fa11 1968) 93-98 is an_attempt to-critique the Hegelian influence

Q't in’ Dewey s aesthet1cs "He concludes that Dewey 5 Hege11an1sm took - Sl .~n'

~on degenerate forms in his-later thought "He denies that the
- dialect is'rooted in reason but is: merely a play'of forces wh1ch
. he calls "experience." Furthermore . Kuspit conc]udes that- the
G . “conception of "art as exper1ence" 1s a ‘degenerate version of 'the. &
© 7 ¢ romantic concept1on of art.as Hegel described it. (See Jack™ . -~ - . -~
- -7 -0 'Kaminsky, Hegel on Art (New York:. State Un1vers1ty ‘of New York, N
~..1962), pp. 104-131; for a clear expose .on Hegel's not1og ‘of. i o
- Romantic ‘Art.") - Dewey had turned- commonplace experjences into - )
. aesthetic experiences by .describing thém as moments of heIghtened S
© experience. In this sense Dewey reverts to. Romanticism.- For e
- -further reading on the neo-Hegelian.element in Dewey see E. Gr1ff1n,( R
- - A Critical Re-Assessment of John Dewey (Ph D. d1ssertatxon P
e 'Un1vers1ty of Alberta, 1974) I ,_Af.f l~“i

° .

: 12John Dewey, AE p 339 Nowhere 1s th1s more ev1dent than
'qgwhen, in h1s final chapter, he wr1tes, > el

_ o
‘“Mofeover Qres1stance and conflict have been.- g
- factors in genérat1ng art, and they are, as: L
° we, have SEen a necessary part of art1st1c
form . . . R

-
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]35ee;‘DL'C. Mathur, "Consummatory Exberiencé.in Dewey's

- Aesthetics," The Journal of Philosophy 63 (April 28, 1966):225-231,
for an explanation of "situation"” iﬁgﬁﬁoingAandeundergoing;?

_ -]4C,-GrdWa, "John ‘Dewey's Soc}?l Art and the Sociology of
Art,". JAAC 20 (Summer 1962):406. -7 . R . . '
“ "Asihe-so‘tire1essly répeated,‘%én was a_:
~live creature, an organism linked .to the -
surroundings by re]atigns of dominance

over it; defense against it; or acquiescence - -
g “With it. Even ideological issues were - '
~ 7 .~ - discussed by him in the language of

organic.adjustment." -

: _ ]SThis concept of “"emotion" being expressed during .
accommodation has been Tinked with the Expressionist Movement in L
America.  .Stewart Buettner, "John Dewey and the Visual Arts in. -
America," JAAC 33 {(Summer 1975):383-391, writes, C

¢ P
"Emotional sensibility served as the =+
vehicle which provided continuity and ..
unity to aesthetic experience, but-was
never sufficient in itself to- function . -
-as its significant content. Emotion
was a necessary condition of art, but .
‘never what was expressed." (p.-387.) L

185 W. Gotshalk. “on Dewey's Aesthetics,” JAAC 23, 1965,

o pp.~131e138.' Gotshalk argues that'Dewey has two views. of an .
~experience: (1). the aesthetic is integrated or unified, and Ty

(2) aesthgticrjs”theﬂqualiﬁgtiye immediateas ‘intuitively qrasped.

- ."In sum, the aesthetic exists not merely where =~ - -
~there is unity in an experience, and where this
.~ is incorporated in immediate qualities but where - e
 'there’is-a certain kind of act—an intuition, a - ' .
. seizure of the individual quaTity or pervading -
‘tonality, of the immediate object: and all that -
it incorporates. . When- one attains;to-this'kinqg

-of encompassing feel of the total entity,-an

‘unanalytic and in this sense.unintellectual

“grasp of this totality in its immediacy, one G
. might-be said to have an aesthetic experience." (p. 132.)-

a

b, u. Gotshalk, "On -Dewey's Resthetics,” JAAC 23, 1965, .
pp. T31-138.- Gotshalk argues that signs and‘symbols*in_g work must- -
“be inte]]egtUa]ized;f'Tpey cannot be intuited. - SR
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, ]SBertram Morris, "De@ey s Aesthetics, The Trag1c Encounter
with: Nature," JAAC 30 (w1nter 1971) 190. -

‘ xger1ence refers to the actual connect1ons
in human encounters, whereas an experience
is that limited, intense perception which
has a beginning, a middle, and an end, and
which he identifies with art."

: ]9E -G. Gauss, "Some Ref]ect1ons on John Dewey's Aesthet1cs,”
JAAC 19, 1960, p..128. Gauss argues that an unsuccessful operation
would not be cal]ed an experience eveh though the experience of the
surgeon meets :the. criteria‘of an experience.' See also, Sidney Hook,
op. cit., p. 198. Hook deems th1s so1ut1on inadequate because of

 two reasons:

"First, qua]itat1ve unity or form is found - , .
not on]y where experiences are pre- eminently :
aestheticebut in any experience that has a
St fQ1st1nct1ve character. Second, by form is
- 'sometimes meant a pattern that is abstracted ~
form the means and. material in which it is -‘,
embod1ed, and capable like- a2 Platonic .universal =
of an 1ndef1n1te number of 1ncarnat1ons " ‘

_ 20Van Meter Ames, "John Dewey as Aesthet1c1an," JAAC 12

- (December 1953):147. These. exper1ences seem intense because they -

. are experienced at their fullest. - Van Meter Ames explicates this

~notion by nam1ng games, meals, and artwork as possible. 1nstances of. -
aesthetic experience. This leads John Dewey ‘to claim thdt humdrum

act1v1t1es are the enemy of aesthet1c exper1ence

RN

N 2]John Dewey, Ag p 146 and also on p. 38 where he argues
that an exper1ence may be intellectual. Conc1u51ons that are
reached in mathematics bring about an. 1ntegrated exper1ence wh1ch PR
Dewey. considers aesthetrc ‘ % _ -

: 22C Grafa, - “John Dewey 5 Soc1a1 Art and the Soc1o1ogy of
" Art," JAAC 20 (Summer 1962): 406 o _

"A]] of Dewey s writings are, in a sense,
épisodes out of great struggle aga1nst the
“traditional image of human thought as
~ something’ survey1ng the world from a ' ' o,
- detached eminence ov its own, the 'Spectator's
'theory of the mind wh1ch Dewey attributed.

.
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" to the historic connection between
: - intellectual pursuits and ar1stocrat1c
o 0 Teisure. .

‘

See alsb§ John»Dewey, Art~and Experience;-bp.-ZSZ—ZS?f T EEE R

23C E. Gauss,v"Some Reflect1ons on John Dewey s Aesthet1cs,“.

JAAC 19 1960, pp. '127-132.

“Closure qua]1ty is a function of our . s o

" perceptive act1v1ty In other words,. . = - L
the qualities by which a thing is.

. called an:experience are lifted" h1gh 3
_above” the threshold of perception by -
our consciously turn1ng our attent1on-»
to bringing- them up in experience to
the detriment of intellectual or .
practical dimensions. This would mean,
though 1 do not think Dewey ever exact]y

~admits 'it, that .an experience is -~ . .

;udpm1nant1y 1nte]1ectua1 or pract1ca1
ar., aeathetlc according to. one 's: conscwous

*intenty as a%?égglt of one's attitudes
d1rect1ng hi Qp@ouﬁ experIence v (p ]30 )

-0

o . .,

.J.a

24 John Dewey, AE Eb ’42 57

: 25In the act of creat1on, if the art1st does not perfect a
new vision in his process of. .doing, according to Dewey, he acts '
mechan1ca11y, 'simply repeating old forms and old models that have '
become fixed in his mind. : .

261, Edman,'"A Ph1]osophy of Experlence as a Ph1]osophy
of Art," Essays in Honor of John Dewey (On Occasion ‘of his 70th,.
October 20, .1959) (New York: #enry Holt Co., 1969), pp. ‘1£2l132

. Edman attempts to_defend: the’ art process and art apprec1at1on as,
‘ factf of 1ntelllgence

27John Dewey,‘AE p. 54. C T . ST
' ”For to perce1ve a beholder may create h1s _
T own exper1ence And his creation must include
_relations comparable to those which the or1g1na1
. . producer underwent. 'They are not the- same in
"~ . any literal sense. But with the .perceiver, as .
with the artist, there must be-an: ordering of
the elements of 'the whole that is in form,
a]though not in details, the same as the, -
process of organization the creator of the

&

149



150

I

work conscious]y experienced. Without an act
of recreation the object is not perceived as
- work of art oo

2By ‘does not mean that giving way to an 1mpulse, a hab1tua1'"
_ one for instance, constitutes expression. ' Values-of prior ' :
experlences need to be gV luated if an expression. is to take place.

29John Dewey, AE, p. 65 ' o : E . 4

S 30C Grana, "John Dewey S, Soc1a1 Art and the Soc!!kogy
‘Art," JAAC 20 (Summer 1962): 408

'"The same is true of h1s remark that an S
artist does not approach a-subject with an
empty mind but -through subtle affinities.

.~ between the" 'subject and his own exper1ence g ,
-as.a 'live creature which cause 1ine and . - =~ =

color fa assume one pat rn vather than

- anotheﬁ%» . S i

. ajKuspit has criticized Dewey's use wf the tarm form. He -
maintains that Dewey had omitted describing the forp) of the art
object, but concentrated -only on the form of an experience. Lfhe.
end of art was in.experience, not in- the work “of art. See, -
Dewey's.Critique of Art for“Art's Sake," JAAC, 1968, p. 97. Also
see, S. Pepper, "“Some Questions on Dewey's Ae sthetlcs," in- The
Ph1]osophyaof John Déewey, Vol. 15 ed. Paul A. Schlypped (Evanston
Northwestern University Press, 1939), pp. 371-389. Pepper argues
that Dewey's Pragmat1c1sm is s1m11ar to an organlc theory of ()

E aesthetlcs

" o 32Van Meter Ames, “John Dewey as Aesthet1c1an,ﬂ JAAC 12
. (December 1953) 157 , ,
ST - e
_ : 33John Dewey,- AE 'p. .82. -Art is not. nature, but nature.
“'which is transformed by the re1at1onsh1ps estab11shed wh1ch evoke .

Is

new. emot1ona1 responses.,f,

o e "- . ’ et : : .

34 5 PP ©95-100. Deweyvreaects the not1on that

John Dewey,

B represented works (i.e., 1iké poetry, 11terature) have mean1ng

‘whith is borrowed. d1rect1y from nature. - Any, presentat1on of - R
reptresentative work is immediately exper1enagd diffare )pt]y by N

- different people” because different reTatjbns of 13 n 2 color, e S
" symbols become significant for d1ffereﬁ§,p t ETVE . Thisis =~ - o~
" something different from symbolic "meaning:; here dhe .thing stands %

for another Mean1ng in such cases 1s ge «\alfied Art mean1ngs Sl

- B . ,
. - . i : B 0 G e et e
= : . . - i ) L ~ e | R4 ot



~ on the other hand are part1cu1ar See, Bertram Morris, in’
"Dewey's Aesthetics: The Tragic Encounter with Nature," JAAC 30

(W1nter 1971). He further elaborates:
-4

v : ~:-"Percept1ons do -copy things, not 11tera11y
' ' ‘ .bu~ +hrough a sort of one-to-one correspondence
't rovides a new d1mens1on to the world. If

“the account he gives is in principle correct, it
. is.also an authentic philosophical revelation
_-=—man and nature are so a part of each other that
-what we. exper1ence is nature." (p. 191. ) '

. 35Most ev1dent in the f1rst chapter, “The L1ve Creature" and
the last \"Art and C1v111zat1on » _ .

C 36See J Kam1nsky, "Dewey 5 Concept of An Exper1ence,
Journal of Philosophy and - ‘Phenomenological Research 17, 1957, p. -320.
- Kaminsky clearly. presents the d1st1nct1on between emot1ona1 react1on

- and expressed emotion. R

"In essence Dewey‘regards emotlon as the
quality that permeates an experience. But =~ . .
R ‘the emotion must be expressed-and not simply = o
R ' 1scharged A jump of fright may be no more
o " © - than an automatic ' reflex to:a situation; it . =
may be no more thap a sudden discharge of .
act1v1ty But-a-jump of fright becomes the .
S R emot1ona] fear' that can characterize an
- " experience when it entails actions to be
R . undertaken, plans to be dev1sed and
‘consequences to be- foreseen In. such an

~instance fear has been xpressed rather than l_, .
dwscwarge ‘ - . . I

L 37John Devey, AE p. 98.
-,-"ThIS motor preparat1on is a 1arge part of
,esthet1c educat+bn in dny particular line. ST
To know what to look.for and: how to see it = . % ’
- is an-affair of readiness on - the part of
. the motor equ1pment " R

®jonn Dewey AE pp. 99- 102 and pp. 184—185.,‘

39Th1s not1on s c]ar1f1ed by Bertram Morr1s,.”Dewey S .
Aesthet1c The Tragic Encounter with Nature," JAAC‘30 1971, p. 193,

' f;f‘u'v L " "Dewey s vii.ue in. cop1ng ‘with the “form of ';H l
B " continuity that is pure]y aesthetic res1des 3
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in his dogged 1ns1stence that art is f1rst :
and. fundamgnta]]y a process, and only
- secondarily a product. The part-whole kind ~
~of analysis of traditional, idealistic.
~aesthetics is junked, except for a few-'
.scraps he overlooked. ' The part-whole
ana]ys1s is too much like the. J1gsaw puzzle, A ‘
in which the parts are ready make, just waiting N
. to be put into place.’ Dewey s insistance - . ’
? upon the aesthet?c rovess is not idealistic
: but naturalistic: it 1 h urgency born of
C experience and L ,

OJohn Dewey, AE, . 101

"D1fferent 11nes and d1fferent re]at1ons of S

- Tines become subconsciously charged with a]] L
‘the values that result from what they have =

done in our experience :in our every contact

with the world. around us." -

See a]so ‘M.-H. Boyer "An Expﬁns1on of Dewey S Groundwork for a. _

~General Theory of Va]ue," JAAC 15 (September 1956) 100-105. Boyer

claims ghat Dewey omitted to delineate "natura] beauty " His was =
" an atteth to correct this. _ v (R,

A

‘”John Dewey, AE, . 3.,

"Form may then be def1ned as thé operat1on
of forces that.carry the experience of an
: f event, obJect, scene, and situation to 1ts v _
own’ 1ntegra] fu]fﬂment . o o
z')'

A]so see S1dney Hook ‘John’ Dewey An Inte]]ectual Portra1t p. 204

"- "The possess1on of aesthet1c form- is

* objectively detenm1nab]e just as soon’
S -, as specific meaning has been given to

TR - the. genera] conditions which an object
R . 'must meet in. order to become an obJect

v ‘J:: <.- .

John beiggi ‘AE, pp. 141-145. ‘Dewey does not ‘mean

'; g techn1ca1 §£ﬂénts, but techniques which arise: because of new
exper1ences ee-dimensional .space, as a development of" the \

"Renaissance, gFew out of naturalism, while aer1a1 perspective -arose -
to.glorify’ mystic’experiences.. These technlques -once they had gone. ..
‘through a dialectic process became -academic, eclectic and static. )
" They no’ Tonger had any re1athﬂ§h1p to the exper1ence wh1ch f1rst

produced them Sk

K N - . :
i - B - o T . .
G LT . L - . *_ A . - 1
. - . . . . " ’ .7
.
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43John Dewey, Ag,'p.’154[
448 Morrls "Dewey's- Aesthetics: The Tragdc‘Encounterfwith
Nature,f JAAC 30 (N1nter 1971):190. o

“Closer to what Dewey actua]]y means is. that

-art sets up rhythms in man, which are also-
~found in nature. And this is-so, but they _
:n . ;. are not copies, for percept1on is an act1v1ty,
@ " hnot a copy of nature."” : ’

45John Dewey, AE pp. 150- 161‘ Naturalfsm ls:Dewey's tenm-‘

to express an escape from convention. Secular arts are able to-

make "off1c{a]" ants more naturalistic by expand1ng acceptable’

- expressible va]ues «"Nature" in natura11sm refers to both man and
his re]at1ons to nature. :

o

'46Th1s 1dea] is we]l def1ned in Bertram Morris’, "Dewey S
Aesthet1cs The Trag]c Encounter wlth Nature," JAAC 30: (w1nter ]97])

H'"But even 1f there is a sense in, wh1ch art
-corresponds to nature as its model that:
somehow gets incorporated in it (and we
really cannot rule'this,out), there is
another kind of copy or mimicry that ‘

: def1n1te1y we cannot ‘dismiss. This is a

. mimicry that is in the piece of sculpture
or the pa1nt1ng or :the dance. that we

- cannot perceive w1thout respond1ng to. it
~rhythm1ca11y " o

N
H

_ See dlso, R. Bernstein, John Dewey, 156 and D.W. Gotsha]k , "On
.~ Dewey's Aesthet1cs," JAAC 23, 1965, Sect1on I, pp. 133-134.
Gotshalk argues that Dewey maintained this d1st1nct1on to (1) avoid .

placing -art on-a pedestal, (2) extend the notion of experience to .
the perceiver rather than attr1but1ng exper1ence so]e]y to the :

: .art1st who produced it

475 C. Pepper, ”The Concept of Fusxon in Dewey s Aesthet1c

: Theory,? JAAC 12 (December 1953):169-176.. Pepper lists six
characteristics of fusion as deveToped in Dewey 5 ana]ys1s of .
N percept1on These he 11sts and prepares to criticize. _

'"Some of .these characters of fu51on appear to
. beinconsistent with others. Let us name the -
-+ characters simply. (1) Fusien is qua11ty,
*(2) fusign. (qua11ty) has references of
' ~-mean1ng, (3) what 1s fused is 1tse1f qua11tat1ve
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(and so fused’) (4) fusion is a single felt .
“jmmediacy, (5) fusion (quality is a process,
- may change,’ may be in error,.(6) fus1on contro]s -
_‘an event, situation, process, and def1nes its
. boundaries. . Come
.No. 1 appears self- contradlctory, No 4 appears .
contrary to No. 2 and No. 5, No. 3 seems -to. R
involve an 1nf1n1te regress1on "(p. 171.)

He writes, S -

"...(1) First, it-is clear that*there_is~no,' .
actual difference between 'fusion' and the . .
single quality that results from it. The - * -
process of fusion is not one thing occurring -
at one time:and. thé resulting single quality - =
another th1ng at a later time. .The process. -
of fus1oh is, in the very process 1tse1f the -
' ’1qua11ty fused:..." (p. 1702) T S
';48JohnwDewey,'5§,‘p. 192.
: : 495 Pepper, “The Concept of Fu51on in Dewey's. Aesthet1c PR
. Theory," JAAC 12 (December 1953):170-173. - Pepper makes mention - R
~ “that the concept of fusion'is an old one. " Both James and Bergson v
- stressed it and even Baumgarten S connotat1on of aesthet1c exper1ence
as confused cogn1t1on is synonymous with fus1on B X .

ar

sonnd R NT0T s
"Dewey adds that fused qua11ty cannot “ﬁé"deSCrlbed
S o onor...specifically”’ po1nted out’, wh1ch is in some
S sense ridiculous -since clearly he is quite
B . successfu]]y indicating it and doing well at R
" giving some sort of description.of ‘it.. Many . ~ - o
: ph1losophers when ‘they approach ore of their - :
- ultimate categorical elements delight in cast]ng
. - the halo of ineffability about it. The . °
“unspeakability: of the element, however, mustf
- .~ 'beof-a specially defined sort, since by some" .
. -other sense of utterability they are presenting e

 evidently*means by’ indescribability is this . L
" passage’is the character of ultimate immediacy. . . =
‘And he suggests that ‘intuition' be st1pu1ated N
- to symbo]1ze this sort of apprehens1on of
: 1nmed1acy " .

it for belief by means of speech. 'AlTl Dewey - ‘ ‘.'7,?:* AT



N . - . .
o 50Van Meter Ames, "John Dewey-as{AesthetiCian;““JAAC_12 ,
(December 1952) 164 S e . S
 "Dewey’ would ]et art mean a f1ne fuswon of ’f. e 3
~means-and ends increasing human freedom, a- - e
successful making over of experience into = - .
‘what it wants to be. He.would make plain
" that aesthetic effect calls for something
in addition. to the adaptat1on of the parts
of an object for use. The resu1t1ng form . .. :
is aesthetic only. when it f1ts 1nto a: . R
1arger exper1ence"”‘- : : o ‘

E 52Pepper 1n4"The Concept of. Fu510n in Dewey s Aesthet1c _
' Theory," attempts to ‘turn Dewey around. Dewey argued that fusion:

©_occurs in an experience’ and furthermore an experlence resultant

from "turmoil™ or "conf]1ct" with the environment. Pepper develops: .
the oppos1te thes1s -Fusion .seems to be: the ‘natural state. unless- . -
the organism undergoes a_problematic swtuat1on, then ana1y51s 1s

' .necessary to restore rhythm and ba]ance

_

o Lo
"Fus1on seems to be the naturaI, easy, pr1m1t1ve"
- . . mode of percept1on,-and ana]ys1s the difficult -~
. . mode requiring effort or' training. . That suggests
» that analyzed perception develops on]y ‘under .’ '
~'. . practical stress for the so]ut1on ‘of conf11cts
o '1n problemat1c s1tuat1ons ’ < v :

-------------------------------------------------

A}»'to be found unless a prob]emat1c s1tuat1on ar1ses '
- forcing: d1scr1m1nat1on and ana]ys1s to avo1d pa1n _ _
' and frustratlon e (' ]73 ) EE AP » A',,,:U'f
53Ib1d 174 . Pepper w1shed to correct th1s one- po1nt
Space time were chang1ng re]atlons when exper1enc1ng "qua11t1es "t:“
. N ) . :

} "The one, correctlon of any. great s1gn1f1cance ‘that
seems to be needed in Dewey's. general~ treatment of
'quallty and fusion has to. do. with his’ emphasis on-
.. the. s1ng]eness ‘of quality. Actua]]y the intuited’
-~ quality will change w1th every change 1n the
R ‘.-elements fused"
B4 |
A o John Dewey,‘AE\ pp 200 212
e 55John Dewey, AE ». 215

B



Q_nnyteps:than,]e

- maintains, is to confuse physical products With aesthetic ones. The: = . . =

'156'?'

e  '.5§Q; Graﬁg,v"dbhh DéWey;s“Soéia]-Art.an&vthé'Sociology of.,’“ S
Art," JAAC 20, 1962, p, 405. - o R

;fkhﬂfxf?quibéwa the~greatest;ob$téc]ehto , :
- ‘Zaestheticfunderstanding-was the accepted
;.qlassificatiqn of art‘as'objects'made<by_,
" professionals, possessed by instjtutions,
-+ .0or bought and-sold under the rules of the - - *
f»cultura] market.?‘ : R B
,\_“,57v555Méteg~AmeS;~anhn Dewy as Aesthetician, " JMC 12
(December 1953);15%yijanfMeter AmesveXpahdsgthis,concept'whjch.;'-'_
-indicates that the element of artistic genius becomes eliminated. '
-If more transitions are shown, quantum Jumps are seen more as- - .
aps. . o e o o I
John Dewey,_égj,p, 220ff. .
*%J0hn Dewey, AE, p. 220. . The fundamental mistake, Dewey -
- latter embodied in a cumu]atjvefs_ries;qf interactions,.is' .
‘realized as a sing1e perceptjon. Lol e

®Osee, 1. Edman, 0. cit.ip. 60,

— Slsohn Dewey, Ae, p. 229. Each medium had particular
ujsujtabilities-fpn'specifit'situations. [

62

S e,

John‘Dewey; Ag;‘pp.'220¥g3o. s
e 8 Graka, "John Dewey's Social Art and. the socioiogyjof,,_f

(i 1t is nevertheless DéWey'ininteh%ion to
2 judgeTartistic‘Success]as part of a symbolic _
_accommodation to the surroundings, inc]uding1;,»_

. of course, the social surroundings. "

_“fjf;;645éé Jéckvkamihéky; "DeWex's'ConCept Qf'qn'EXperiénCégﬁf T
o Phi]Osophy-and'Phenomeno]ogica]'Researcﬁ;-]7, 1957, p. 3-17;"13 A ‘
- Kaminsky sums -up Dgweyan'ana]ysis”of human nature as: R o e

- "To unders%and~Déwey's.ana]ysis.of human -

experience, wé]must'endeavor.to,Uhderstand'";;=::4
o what Dewey believes man is. As a strict - . . s
Y - naturalist Dewey denies that'man is'in- . .




some sense a. -unique: being who is. d1vorted
from nature. ‘Man, like. any natural creature,
is. a being. react1ng and interacting with an

“environment. His life and destiny are bound

" up with the 1nterchange ‘he makes. with his
. physical and social env1ronments His

responses.to stimuli may not- be as 1nst1nct1ve

“as those of the 1ower animals, but the same

s

_pattern of need and required fu]fi]Tment,is‘ o

found in.both. Man, as a_more complex animal,

" may have more complex rieeds. - But his needs,

-‘11ke those of the lower. an1ma1s, arise from

"a temporary absence of -adequate. adJustment

. with surroundings', ~And like a creature of
. nature man seeks constantly to rega1n the S

equ111br1um ‘that he may have Tost.

:This similarity between man and animal-
does not imply that man is reduced to the '
Tevel of the brutes Rather .it implies- that

fl;man s. own kind of experience must be nderstood- .
-+ +in_the: 11ght of its. cont1nu1ty with. and
:‘deve]opment out of an1ma1 forebears. ‘It is

to be -expected that.man, as a comp]1cated

.. animal, will experience ruch more than the
‘other: an1mals Ais world will be filled w1th

, greater possibilities for act1on, greater
'exper1ementat1on, and more ways of obtaining .

- the” equ111br1um he seeks. His feelings will
.gbecome more subtle and his sensitivities will-
- increase. In. reso1v1ng his conflicts and
. fulfitling his needs he will be able to ¢all .
o upon’ many. more 1nstfuments than: the Tower™™
- .animals. With his. g1ft of consc1ousness he
.~ will be able to examine thé very 1nterchange
~7".“between himself and his environment. Unlike-
" ‘the Tower animals he will not react mechan1ca11y
.to .the rhythms discoverable in nature, but-.

instead he will -be able’to. abstract from the1r'

concrete instances.the processes of give and-

take .that occur between himself and. his env1ronment
~Thus. in his- consciousness will develop. the Idea of

7 “law, the Idea:of harmony, and finally the =~
.+ theoretical-sciences.  ‘By using these abstract
~}Lv;pr1nc1p1es man ‘begins to ‘achieve a control over.:

" .-nature that no other an1mals—before him have . - o
ever. attained. With such control his adJustments, o
"“ his resolutions of conf11cts,,become more
: sat1sfactory _“The.hit-or-miss response of
~animal instinct is rep]aced by the warranted

:and thought -out response of 1nte111gence

Ty e
L
N RN
“

(ﬂﬂ,'a.u
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65 John Dewey, AE p. 249

.. "For- the un1que1y d1st1ngu1sh1ng feature of -
_¢esthet1c experience is exactly.the fact that
' no'such distinction .of self and object exists
. in ity since it is. esthetlc in ‘the degree in
;:_wh1ch organism and environment. cooperate to |
institute an experience in which the. two"are .

i R fully 1ntegrated ‘that each disappears."

"661b1d., p. 249 B -i')' T x'77"]“ii o

67

"."What 15 perce1ved is not in the ObJECt, nor
in the subject; but in the 1nteract1ng re]atlon
of the two." . . : -

.tGotsha]k argues that ‘Dewey is: m1ss1ng the human e]ement

69

John Dewey, AE p. 265 ‘ '"y e f_;"”

70See Irw1n Edman, “Dewey and Art ".in John Dewey A

- ymgos1um ed S Hook (New York D1a1 Press, 1950), p. 50 and

L p.6TL

"17]Jphh’DeWéy,lAg,'pp. 2654270;~ e
72 L
-John Dewey;,AE, p. 268.

73

: v‘."A]most all 1mportant Amer1can art1sts then
- painting in a more abstract ‘mannér renounced .
' European. ideas of sp1r1tua11ty and“purity in -
fpa1nt1ng in the be11ef that art could produce ,
. 'a profound change in our environment:and in -
" our lives' It was this stimulus. which = | .
~ - inclined Amer1can artists working in New York . -
' dur1ng the ear]y 19305, even 'the : most avant-yy.-" L

T

Dewey s theory of 1mag1nat1on 1s cons1stent w1th h1s-[j ,
- theory. of express1on.‘ Stewart Buettner in "John Dewey and the
. Visual Arts in America," JAAC 32, 1975, pp.  383-391, develops: the
. .theme that Abstract Express1on1sm was un1que1y based on the . - -~ -
. Deweyan hypothes1s and wh1chggﬁgm1nated w1th John Cage and the I
fd"Happen1ng "o ‘ . B

S1dney Hook John Dewey An Inte]]ectua] Portra1t p, 204

68Gotsha]k “On Dewey's Aesthetics,” JMC 23, 1965, p. 137.
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garde of them, t9$be11eve that art cou]d
not be separated rom ]1fe " 385 )

74John Dewey, A, . 300

751b1d , p. 157.
. "Dewey does not take to mean that we cannot
.- make valuatlons For: him it means that we
. must use judgment, and are free to. Not
' . something external to our experience but the
- -very factors constituting it are the criteria
- by which -to judge the expression of it. We o
can-and must use our own Judgment, but not R
- ‘without the insights of others when they . ~ ' . .
.- .enable.our observat1on to be more aware and _
' articulate.. Tn Dewey's book genuine criticism
"o is poss1b]e for each of us only as ‘Judgment,
. as our venture toward the qualities of an _
‘obJect by way: of our 1mpress1ons and know]edge, e
- with our own dar1ng to perceive what .is there .
. for us.. Thé best protection of judgment ‘is :
'not professional tra1n1ng, but opennes to. 11fe1

' itself." , ‘ ,
L , o L :
76
John Dewey, AE pp 306 310
"-*‘ . T & ' N
77John Dewey, AE p. 311 Dewey ma1nta1ned that cr1t1cs

‘shpuld have ‘acquaintance with masterpjeces and wprks which were.

" transitions to various "traditions." Furthermore, a know]edge of a

- variety of cond1t1ons and mater1a]s used in. art wou]d a1d in h1s
' cr1t1c1sm : _ .

T

78John Dewey, AE, Pp. 315FF.

79

~ the object for its own qua11t1es and relations. . See George Boas,

_‘"Commun1cat1on in John Dewey s Aesthet1cs," JAAC 12 (December 1953) -

')' R . -'i.}i'f>: ;:7}:,>;“t.uit' {'f,i e'j: 2

177 183.

800 Dewey, AE, . 317

! L.
\

'"But h1stor1c Judgment is not esthet1c Judgment;v ‘
There are categ0r1es - that.¥s, controlling

. _conceptions of inquiry - appropriate to history

. and only’ confus1on\resu1ts wheh they are used

\/‘

PR i —

: Soc1o1og1ca] cr1t1c1sm is a case in po1nt. Cu1tura1 aspects
: may throw 1ight on the work but it is no. substitute in understanding -
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to-control 1nqu1ry into art wh1ch also has
“its own 1deas " -

o 81John,Dewey, AE, p. 3194320.

: 82The exam1natwon of Dewey's. 1nstrumenta11sm as embod1ed in
- earlier thoughts in p rience and Nature which refers to theory.and
practice may be found in £. A. Shearer's, "Dewey's Esthetic ,
Theory I,"-Journal of Philosophy 32(23) (November 1935):617-627, and
"Dewey's Esthetic Theory IT," Journal of Ph1losophy 32(24) (N0vember'
. 1935) 650 664 R , '

S 83Van Meter-Ames, "John Dewey as Atsthet1C1an," JAA@/12
1953, p. 167.- Van Meter Ames c]ar1f1es thws poin 'nder the
pragmat1c rubric. o : :
"At 1east there is a way of th1nk1ng about art
on. the part.of Dewey and other pragmatists. It ™
is tied up with a social.theory of the:self,
according to which the growth.of the individual
depends upon social contacts: It follows that
value is relative to the deve]opment reached
- by. the 1nd1v1dua1 -and-his-society. .Then what
- . is .good or great in art may change or even be
o rep]aced by later work. The merit of any-art-
B - - work is always expdsed to re-assessment .in
P{j,,.- -+ relation to the soc1a1 context 1n which it
S appears Me R T
e S L : . T SN
84C Grdha, "John Dewey S Soc1a1 Art and the Soc1ology of
Art " 20 1962, p. 406. .., - _ C -

»'Y"-- v”” f_ . "Later Dewey adds. that art: 1s, in the 1argest .
- " . . sense, a social phenomenon, and that men should
~understand it as a manifestation of their
collective spirit. Whole.societies, and not
individuals alone, could be the agents. of '
"'exper1ence 1n hlS sense' . .

T . P

o 8, Morr1s,,"Dewey S Aesthet1cs The Tragic Encounter with L
Nature,“ JAAC 30, 1971,.p. 195-196. ° Morris attempts. to. .define*’ T
"society," in 11ght of. Dewey S c1a1m that art is 1ts record of

~“qua]1ty" and ach1evement ' . : :

P

. "Between these two notions of 5001ety apparently
. lies the kind of society Dewey talks about—a -
_ society too good to be entirely degrading and-
.. - too bad to be quite satisfactory. Between total.'
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alienation anditota]5we11-be1ng;‘men'are ‘
rest]eSS'and inquiring and'needing change."

6 <. -

’ Morr1s concludes that is. it w1th1n these 11m1tat1ons that art may be
sa1d to be ref1ect1ve of sec1a1 character S

B 86

John Dewey, Ag p.. 270 See Sectlon 6. ]1 of th1s thes1s

] Dewey S statement of th1s assertion goes as follows: - .

‘; of the public world, it is the most un1versa1
. and freest form of communication..

- 87

writer,

This concept has brought on criticism-from at Teast, one B
. Grafa,. "John Dewey's Social Art: and the Soc1o]ogy of Art,"

“Express1on strlkes be]ow the barriers that

separate human beings from one: another.. Since .
art is the most universal form of’ language, -

since it is constituted by the common. qua11t1es “““5

%‘f ‘o
s

-JAAC 20 (Summer 1962), argues "that the assumption is made; that the o .
meaning of the lives of most people comes from.the images of a few; L
others, whom artists paint and write about, are voiceless.: Hence, o
a-true picture is not received: More 1nformat1on is. requ1red

A . . .-

 "The Parthenon tells us someth1ng about the

Athenians, ndt aside from its being a work
of art but because of it. Which is toe say

that we understand the Athen1ans better when -

we know that they wanted thggr civic temp]es

. to be monuments .. '(p 408.)~

o 888 Morr1s, "Dewey s Aesthet1cs The-TragicfEncounter.with '

¥

Nature," JMC 30, 1971, p. 191.

B "The g1ft of ‘the gods is repsented in the

form. of experience——aesthetic exper1ence4—by
_which men- come to a more perfect union with ’

_themse]ves and their environment. In the
-processy it is be .observed, men achieve a

real sense of the social, wh1ch itself is.a

. ‘manifestation of ‘art. Th1s, I take it, is

89

e <between art.and society.'

Ibid.- p. 191;

' art. The former allows us to see art as a

Dewey's way of env1s1on1ngythe cont1nu1ty

"The quest1on then is how to understand art :

“in the context of soc1ety, and not that of

how to understand society in the context of _’,’: o o e {7

B v
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hoy

'natura] phenomenon; the lTatter makes art
- precious-in the form of the fine arts, and
then seeks a context for understanding the .
fine arts when that context has®already = o L
, been obliterated by the method empleyed. : ~
- Consequent]y -the method negates the natura11st1c
point of view in favor. of aestheticism,
whether of the Crocean or psychede]1c ,
: varlety ! _ ‘ .
90J . Lo B T o
ohn Dewey, AE, p 335 : ; . ' <
”Un]ess we arrive at the att1tudes expressed o ' \4‘
. in the art of another- c1v111zat)on, its products
_are ejther of concern to-the 'esthete' alone, or
else they do not’ impress us esthet1ca11y "

‘ 9]Leon Jacobson,‘"Art and Exper1ence and Amer1can Visual Art
Today," JAAC 19  (Winter 1960):117-126. Jacobson criticizes. .Dewey’ for’

w 1fk~,f not practlc1ng what he preached. The theme is developed- that’ Dewey

maintained that works of art should be Ye€presentational, whereas.
. the -American art scene’ from 1946-1952 was well 1nto abstract1on

¢
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CHAPTER SEVEN

' Aeethetic'Theorjﬁof*Eugene KaeFi¥

7.1 Statement'éfglhténtf:"

ST Tﬁe purpose of th1s chapter is to cr1t1que the’aesthet1cs of

. Kae11n, partiCU]arly 1nsofar as’ hrs aesthetlc pos1t1on has been Qi*i?"

. LA ‘v
S

development of ' _Uesthet1c Th1s chapter w111 attempt to analyze &’dw

v-“’ /

“extent to whlch other factors mayﬁhave contr1buted to Kae]1n s
x\ . 3 - an . .

jph1]osoph1ca1 poswt1on.'tﬁ, iﬂ{'kr:; ,f
A three part ana]ys1s w111 be presented Sectlon 7 2 w1]1

';examzne the aesthet1c545f Sartre part1cu1ar1y 1n regardﬁ%p his .~ _ _
Theory of the Imag1nat10n, s1nce Kae11n has c1a1med? that th1s.f'fjlj‘ “—1;'.e

}theory occup1es a centraJ pos1t1on 1n the analys1s of the artwork

Sectlon 7. 3 w111 examlne the aesthet1cs of Mer]eau Ponty,._ L

1 : =

”fch1ef1y 1nsofar as h1s theory of percept1on deals w1th the non-

v
A

"representat1ona fegtures 1n the work of art wh11e Kae11n accébts
R 3V' H i

Merleau Ponty s ana1ys1s of the perCeptua] process i he' has stated
o , o

that he does not fee1 sat1sf1ed w1th Merleau Ponty S.. exp]anat1on




e

. (1

’ a“‘

PN

o

to reflect those “features of Mer]eau -Ponty's theoret1ca1 p051t1on

wh1ch Kae]1n f1nds most USeful

H

Sect1on 7.4 w111 examine Kael1n s aesthet1c,theory Kae11n
has” Gla1med that he has gone beyond’the positions of Sartre and
Mer]eau Ponty by adopt1ng e]ements of He1degger and Roman Ingarden

Th1s c1a1m w111 be exam1ned by rev1ew1ng his cr1t1que of

Y

Sartre and Mer]eau Ponty, h1s own eclect1c pos1t1on and h1s“

g 1 >

f methodo]ogy Append1ces C through F w111 prov1de expllcatlons of

v

" 7.2 Resthetics of Jean-Paul Sartre -

+

phenomeno]ogy and the work of . He1degger, of Ingarden and Dufrenne

“The chapter will end w1th a summgry of Kae11n s aesthet1cs ‘7T@

,\',M . & . .
o - X e i a ¢l x : *
A e T

' |

1
RN

’ . MR ) . ;1 \'“,i . ';X‘ . ‘.h_v. . * k. L.
LA, His»Phenoméno]ogica]'Theory;of_ﬁesthetic Imagination

Qf-é L In orUer to understand Sartre S. aesthet1cs rtﬁhs necessary

X
¥ ]

to understand h1s gepera] theorf“of theatmaglnatﬁog In account1ng

B .
.o . q
- ~

'ﬂfor 1ts development Sartre*has claimed that he.has ﬁhswered the Py

'xf-quest1on of how 1mages funct1on 1n the act of know1nq and. how they R

4__

"dlffer from percept1ons.'_', o5 .‘5“- . ,','e

‘L Imag1na1re (1940) presented aﬁd1st1nct1on between the act Ofs,, ;%.:'

'of a; rea] obJect

Adopt1ng Husser11an tranScendenta1 reduct1oné; Sartre, 1n -

perce1v1ng a rea]’obJect%andvtﬁe:act of perce1v1ng the representat1on_

3

PR

A ; tp
In the‘act of 1mag1n1ng,‘1mages themse]ves are not perce1ved

oo )J

'butrcan be kndwn through a process of reflect1on Reflect1on enabJEsf

A

.one to 1ntu1t the essence of the 1magln1ng consc1ousness through the

"v"":, s L. . T -

164

?g

T

- Y\’.
pe
- . :
\.ﬁ e : . . . TR AT
- A U o - Cr oo n ~
s . o } o B o, SR TN
.o - M . . L . Lo A .
; . . R . Sl . ;
o




B

d__éfcur in reerct10n n

B

‘*the non- ex1stent form of obJects.],0

'phenqmenological:method.s nSartre aopIied this method'to summarize-

¢ 3

. the, essence of an 1mage as. pe1ng constituted by f0ur cond1t1ons~g

oo The f1rst condition sees the 1mage as a consc1ous and

-

1ntentﬂona1 event Thus, an.1mage~1s not. conceived merely as

v Y
-

content .

The second characterlst1c is the att1tude of the 1mag1n1ng
) Kog: 5

consc1ousness In an act of 1mag1nat1on the consc1ousness 1ntends

.

“an unrea] ODJECt wh1ch is const1tuted by the consc1ousness Thislv

f 1mage is un1que because 1t has no reIat1on to obJects in the

Y k

4

165

env1ron1ng vorld. }(;J' , ‘ .' "s~s'_ '_ L Ce

o ,_'p .
The third” characterlst1c wh1ch typ1f1es the essence of an i

1mage is the quaI1ty of nonvex1stence Images are sa1d to assume

A negatvon of the 1mage (wh1ch
s

o

is: to say'ﬁ

8

concret1zat1on of the 1mage) const1tutes the essence

of the 1ma 1nat1ve consc1ousness It foTIows that negat1on w1IT

In reerct1on wh1ch 1nvest1g -‘the

L3

ot

A free andaspontaneous dec1s1on to 1ntroduce 1mages 1n the . -
o 'ge't'

1mag1nat1ve act is what Sartre terms a Jddgment because 1mag1natrve"

Yy . - . . L A

) . N (o

-assert1ons are be1ng made ' '_ mE T AT VS

71&‘“"» P

between perce1v1ng a reaI or an 1mag1ned obJect In percelvnng a ‘f.fi_

.

. " t

o These character1st1cs are the dnderp1nn1ngs for the d1fference

oy




' “*SSartre presents an 1dea11st1c aesthet1c He c]a1ms

Ve . . : .
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\

pentépthon of the obJect is however, not a d1rect copy,. but;7 : ‘ -v' Y
'.related to other obJects of. 1ts k1nd [ U o |
In an-act of ver1d1ca1 percept1on on]y one "prof11e"

« . . \ .
-(Abschattugen) is perce1ved——a "profx]e" un1f1ed by an understood

- concept. oTo perce1ve an obJect one understands the concept of Q
' "that obJect-and of obJects Jn.the.same c]ass.' In the act_of |

imagining however; the concept is revealed in eagh particulary
~instance, or imagining act.

a

B. Aesthetic”Theory in Sartre's. Phenomenclogy .i'Cﬁ RN

"57a‘ App1y1ng h1s theory of imagination to the creat1on of art,
IR ]2 13 S e
that the . it

G

Xl

work of art 8, unrea}<", Art1sts construct a mater1a1 ana]ogue in o,

the rea] wor]d wh1ch 1s representqégve of the "unreal work "

1,

”

The art1fact is therefore an 1mage._ Vhe 1mage 's referent is

' the aesthetlc obJect The term»"aesthet1c obJect" is synonymous . %,s
Ve T
with "work of art " "essence v "1dea1 oor "nonJactuar" event. ;/4

u(‘

Sartre warns] that the‘aesthet1c obJect cannot be 1dent1f1ed by
| any one . 1nterpretat1on because It’ws a- nanactua1 or 1dea1 obJect

Nhat 1s enJoyed and aporec1ateduls’one 1nterpretat1onaof the

aesthet1c obJect as embod1ed in the phys1caf ObJeCt What - is-

&L
: Sartre ma1nta1ns a phenomeno]og1ca1 ve1wpo1nt in hqs

contempygged or reflected 1s the aesthet1c essence.

T
RO

descr1pt1on of the commun1cat1ng process.]§ when an art1st creates
’ A e

, an obJect h1s c0n$c1ousness Intends an "absent" obJect via the vy

' S - : ®oL e R
e - : PR . . - L . o ) RN : .
Ny o e I I RN EINERRE T



- art1fact serves to unite both gggsC1ousnesses in the act of -5 x“

.commun1cat1on

world. Emot1ons, arethereﬁore, propertles of obJects

C. Sartre{s~£xistentia]ist Criticism -

.:A;\. - - } . .- . . . -
b - . 4 ' Y

created artifact. To comp]ete-the-act'of communidation necessitates‘

-a second consc1ousness, that of the apprec1ator, who by assuming the

16

aesthet1c att1tude 1ntends tHéSSame unrea] or absent obJect The

, B (A
The ro]e of emot1ons in the act of commun1cat1on are
cons1dered as facts of consciousness by. Sartre. ]7'

»

1ntent1ona1 ways by wh1ch a. subJect is re]ated to obJects in the

P
e L

For the act’ of commun1catgon to occur someone must respond

.,‘_“ .

_attive1y o ‘he artlfact or performance -in such a way that the

e \... .

_1dea1 ae@%het1c§9b3ect is apparent “In thisvway,.b£ assuming

the aesthet1c attltude, the perce1ver he]ps to create’ the art1st s

, work The appearance of the aesthet1c object depends upon the

att1tude taken by an aud1ence of apprec1ators ""Aesthet1c dqstance,

i ,between the real (1ived 1n) world and ideal (aesthetlc) worldv1s_

"requ1red in ordep}to understand the "aesthet1c obJect "

- o N .
e

\

Sartre S pos1t1on towards the ro1e of the cr1t1c in the arts

L

. is- an %&tenﬁﬁon of h1s soc1a1 theory and h1s v1ew of the ro]e of -

.Ao

11terature 1n ‘society. 18. The geneﬂa1 purpose of the cr1t1c is to

w1den ‘the actual aud1ence to 1nc1ude as many as poss1b1e in- the

"v1rtua1 aud1ence 19; H]S task 1s to- understand the art1stas work agd

' ‘,_he]p others to do the same . To gudge the va1ue of a contemporarxgé?

PP B
. P P , LA e _
y e NS o e : o ' i ~.

‘ LI - . . . LAY, S

] N T . R

=

I3

w - .
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167

QA

. ,_"‘77
"'é’?‘"""}.‘ -
-

T

R



- work, Sartre-c1a1ms the critic must guess and take a chance 20 To

w4

do otherwise, the cr1t1c ‘would requ1re ‘the ab111ty to’ d1sengage o

j h1mse1f from h1s historical s1tuat1on, which wou]d be an

'1mposs1b1]1ty% oL

To produce the understand1ng necessary to be a cr1t1c,

-Aknowledge of pol1t1cs and soc1ety 1s requ1red Only h1stor1ca1 data

re]evant to the- exp]anat1on of the work should enter the structure
WY -
of cr1t1c1sm the rest is h1stor1ca1 pedantry Aesthetic ana]ys1sA

' begins where'historica1 research-]eaves off. Judgment of aesthet1c

' value fo]]ows from the understand1ng of the concrete fonn of the '

"structured aesthet1c obJect

The cr1t1c has fu1f11led h1s funct]on when he has ana]yzed

fthe texture and structune of the work under cons1derat1on in such a )

W
N

©of the wor]d,vsoc1ety,_or GOnsc1ousness Cr1t1chm “then, attempts .

"A

'»to show the va]ue of art as® 1t d1scloses be1ng in some aspeét of 1ts

tota11ty

For Sartre the va]ue of the 1maglned obJect 1s the revelat1on }

vy

of the wor]d as 1t 1s The "wor]d as 1t As™ means the rea11ty of . .

\the rea11zat1on that the work is. good in 1tse1f It has no. end but

o,, “

-fto produce fee11ngs of harmony dur1ng comtemp]at1on even though the
' ;percept1on of the structure of ‘the artwork may have mora] and

";_theoret1ca1'1mp11cat1ons Eva]uat10ns 1eave the person w1th occasions, )

W

'of "aesthet1c pleasure when the 1mag1natnon and’ understandlng are

;jhanmon1zed the work 1s then Judged as beaut1fu1 and p]easurabTe _

X . ,. . ‘ ‘_,_
. Vo
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: way ‘as- to d1sc1ose the manner in wh1ch 1t revea]s the‘&nner structure co

-



‘ :.change 1t or go a]ong and accept the consequences of h1s s1tuat1on'b

;artworks

Y

The claim to. know]edgeZ]-is eXp]icit in the above schema.
,/

Images are mot1vated by percépt1ons of the wor]d and ref]ected in bi

»

gthe art1fact as . an abstract1on of 1t Know]edge of 1mage*1s .

therefore made by d1rectwacqua1ntance It s e1ther had or not

by the: person who enJoys the 1mage Th1s "1nmed1ate know]edge is,

:further supporteH by the fact that the 1mage is- un1que Knowledge

b

of it cannot bé had in- any other way. . :f A e

’D.-Sartré's Aesthétic-EXistentid]ism

The cr1ter1a of "cho1ce".and "freedom“ are centra] to
22

: ;ex1stent1a]1sm and to Sartre S ex1stent1a11st aesthet1cs The:

'art1st shou]d have a: free cho1ce in 1mag1n7ng and present1ng a.

s1tuat1on @ther than the one in wh1ch he 15 present]y 1nv01ved

Man 1s respons1b1e for the wor]d he 11ves in (pour—so1)c Mot1vated

-

'vby the externa] s1tuataon surroundIng h1m _man. must choose to

> _‘)_ )

as. 1t is. The ex1stent1a11st movement sees the art]st as. free to

-express a persona] cho1ce as to how to present the "world" 1n h1s

'\' S

23 ST

In re]atTOn to the above, Sag@re 1ntroduces a further

e

;'cr1ter1on of comm1tMent Lﬁj{he arts:to show the funct1ona1 aspect of

arts and tbe&r role Th socaety 24 Cbnm1tment shows drrect1ona11ty
. 1_"_"——
for art; both soc1a11£gqu po11t1ca11y F1rsts comm1tment 1s a

kson1a1 action. The art1s§b1s to reveal the wor]d and man s g&ace

“~1P,1F- The ach1evement of the pour—so1 (comp]ete seﬁfhood) shou]d :

a
]
L

ST e o F T LN “ -
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{of art 3 soc1a] consequences “The art1st may 1nd1cate new d1rect1ons

be refTected Tn the work.‘ Second]y, comm]tment is poT1t1caT because

- and new ‘meanings and vaTues wh1ch would enrich cuTture and be a'

25

.'_shared by all.

'_The art1st is g1ven no spe

”~
4

E.  Summary oflSartrefs Aesthetics

Sartre S theory of the 1mag1nat1on Tays the foundat1on of an’
,1dea11st1c aesthet1c wh1ch views the aesthet1c obJect as-an "unrea]"
or "absent" proaect1on of a created anaTogue or. phys1ca] art1fact
Sartre calls this ana]ogue, an image. ;;;iin |

The creat1ve process is g1ven s1m1Tar treatment The

-

w1mag1n1ng m1nd of the art1st 1ntends ‘a non- reaT obJect One facetl_

l
».

of th1s absent obJect mater1aT1zes dur1ng the creat1ve process
: "“w .

aT“gg\v1]egedﬁgos1t1on in th1s prbcess.

=
ZY
‘:

obJect It 1s here that the emo?w ;. ]

‘ commun1cat1ve process The art1st€1; X

'AobJect1ve1y in var1ous artlfacts, bdt

M N -PEP -

The ex1stent1a11st not1on of fnéedom _d.choice is refTected

-lﬂn the commun1cat1on process" Aud1ence and art1st can: act1veTy
’ complete the commun1cat10n by assum1ng the faesthet1c att1tude

vthat the aesthet1c obJect becomes v1s1b1e._ The cr1t1c s ro]e 1s

b'\ . . o
: Lol

) \,.,4""_
to enhance thls commun1cat1ve process T u,j? L

0.

Y “G g { ll" . o - ,‘ ;. .‘ . . . B tor
1 R S s . v o
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.....

through the 1ntu1t1on of a. un1QUe obJect The recogn1t1on that ,-”t. | P

an art1st is cuTture bound h1stor1caTTy and soc1o econom1ca11y _' R

prov1des a further type of knowledge The texturaT aspects of the
| work are refTected in the f1rst sort of know]edge wh11e 1deoTog1ca1
'structure is reflected in the second | - |

jff F1na11y, ch01ce and connntment are key cons1derat1ons in-
o S'artrg‘0 ex1stent1a11st aesthet1cs An artist is to have freedom
“in the man1puTat1on of h1s mate;xa]s and 1n the 1deoTogy he chooses : { o .

Comm1tment to the ex1stent1a11st movement serves to ach1eve soc1a]

consc1ousness whereby the 1deology of the arts is the same 1deo]ogy '

’

of aTT “In th1s cTassTess soc1ety, art and man are not d1SJo1ned

7.3 Aesthétics. of MerTeaU—Ponty ' . .
: . B o - ‘-\"-: : . : . r.l [ . ' -

i A In order to understand Mer]eaﬁ Ponty s aesthet1cs 1t TS f1rst

- -
A . ERE

. necessary to understand ‘his v1ews on psycho]ogy and the‘f
e phengmenoﬁogyggf-percept1on The fo]low1ng presents a d1scu551on of

both these maJor areas and how they affect Mer]eau Ponty S :' _*:'L' ,'hf;<t;f

. :y aesthet1c-stancet - : | e '

;x*&t...\,_nf »nerleau~Ponty’§ PSYCh°]°9¥“ B

The maJor thrust of Mer]eau Ponty S psychoTogy wa526_that'l' ﬁ;.: ﬁ;,*

‘; each spec1es determ1nes 1ts own k1nd of st1muT11 By thé1r |

select1v1ty and 1ntent10na]1ty, organ1sms have as much causaT L

PO




R

~stimulus.

'not1on of "form"

envwronment "Form had no centra] cause It was an expre551ve

“necessary cond1t1ons for spec1f1c responses

‘-called h1s ph11osoph1ca1 anthropo]ogy "

.fA'nh1ch, 1n h1erarch1ca1 order, he nimed “syncret1c forms,
d;jmforms,' and "symbo]1c forms "
n:,hd1a1ect1cs of order" and each one of these forms presented a_’

1ifd1a1ect1c deve]opment of behav1or-~ Alsuccess1ve progress1on from
_{Jower to h1gher order behavwor cu1m1nates in- these for whlch man is ;A'ﬁg'

. ,un1que]y f1tted "Symbo]1c form" was se1f conscjous;,f;lf»w

o

i ‘

i
)
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» effect upon the env1ronment as the env1ronment has on them. »jThe'T_,

e
total set of c1rcumstances 1n each 51tuat1on cond1t1ons each

{u

~response to 1t, The effect of the s1tuat1on gave "mean1ng" to a

27
In a rea11st1c s1tuat1on,28 Mer]eau-Pohty adbbted the gestalt

29 ~to exp1a1n the organ1sm S adaptab111ty to the | o ST |

term wh1ch descr1bed propert1es of certa1n group1ngs creat1ng
30.»

In an attempt to exp1a1n human behav1or,.Mer1eau Ponty based

 _h1s ana]ysis on the var1ous responses of 1ower an1ma1s Th1s he .

31"

) Mer]eau Ponty 1dent1f1es three 1eve1stof behav1ora1 responses. .

“mutab1e- g 55. >

32 These he 1ntroduced as the

¢

33

vwh1ch could be reached by man thrdUQh ref]ect1on, andéﬁas demonstrated

 1n h1s ab1]1ty to ref]ect 1 tw':ower order questlons It Was‘th1s




¥ g

<

_B,‘Phenomenology*as Theoryrof-Rerception

~ This’ or1g1na1 or gr1 Z percept1on may not be def1n1te but becomes

: c]earer in ref]ect1on 37 Lo L tl' SRR v""-% L*j RPN

’ ;1ndeterm1nate re1at1ons between thﬂﬁ

- p]ace

: needed to perce1ve the obJect Thus Mer]eau Ponty pog?ts the

173

Mer]eau Ponty adopted the Husser11an V1ew of phenomeno]ogy

but with a re eva]uat1on of e1det1c reduct1on 35 The pre- ob3ect1ve ;4/

. e '(J'
doma1n was h1s term for Husser] S method of bracket1ng to av01d any

/’

A

»:‘reference to the rea] wor]d The pre ob3ect1ve doma1n was. man1fest

" i the moment when the consc1ousness grasped an: 1mage or an obJect

w1th1n an’ 1ndeterm1nate s1tuat1on 36 Dur1ng th1s phase there 1s no

V Y

»ref]ect1on, on]y an 1mmed1ate grasp of sensatlons The human be1ng,

“who is a]ways 1n an env1ron1ng s1tuat1on,.thus constructs h1s‘.3,.‘ S

ObJECt from the pre obJect1ve 1ndef1n1;e‘percept1on of a qua11ty )
PRI

Percept1on 1n th1s schema,
A

38"’

- pre obJect1ve percept1on is a1ready a pr1m1tﬁye act of creat1on N I

e

1Ret1na1 1mages wh1ch enter’ percept1on are not themselves perce1ved _

-

o . . >

but serve as mot1vat1ons for the appearance of the obJect percelved

E wath1n the phenomeno]og1ca1 f1e1d Th1s 1s the gr1marx 1ntent1on s

ex1stence of two consc1ousnesses, 1n the manner of Husse;]1an

phenomeno]ogy S L S

47 - . s o . . : e




In ref]ect{ﬂh\?the 1nd1v1dua] can only examine: the patterns
' and events in- pr1or 11ved in states Percept1on, therefore has its.
..roots in pre~rat}ona]-exper1ences and to account-for th1s fact

_ Mer]eau POnty s theory of percept1on starts w1th the: analys1sdof the
S R :
o body 40 » L
'i‘g',-l It is at the body 1eve1 that ér1mary percept1on OCCUrs 4]_,'

The pr1mary reference po1nt of the body is the here A]] spat1a1-§
tempora1 objects gaﬁn the1r mean1ng from the body S pos1t1on The* s 1' -

body 1s treated as a 1ocus of k1nesthet1c sensat1ons wh1ch are g1ven

e :"_ g]oba11y and 1mmed1ate1y 42 ; R ;f4;1~'fj:' - ﬁaeif

“In Mer]eau Ponty s theory for percept1on there 1s a]ways an -
- -understood th1rd term, that of the body s pos1t10n Every obJect
of percept1on 1s grasped as a f1gure on a doub1e ground the grodnd~
B of the. perce1ved f1gure and that of the bddy s space Fee11ngs,
’ﬁ?‘l . 1nc1ud1ng those 1mmed1ate1y exper1enced from the artwork, are felt

‘on the body, it be1ng the, foca1 poant of 1nteract1on w1th 1ts

‘ 4 _ R S : . Co-
env1ronment 3« et s T S <f'

{ . . . ,o"

s ‘7.‘~ Mer]eau Ponty 1ntroduced the not1on of the "1ntentrona] arc

or. the ”phenomeno}og1ca1 fne1d“ to exp]a1n how a norma] o
consc1ousness is re]ated to the obJects in the env1ronment 44 Th1s'

"1ntent1ona1 arc” was the tens1on between the organlsm and the

¥

' env1ronment It was here that all facts of consc1ousness took '.,. ‘ . 'c_i'.'

p]ace , A]though man was bound by the phqgemenolog1ca1 f1e1d every '
/ fﬁ“ human be1ng was capab]e thr0ugh the exercise of consc1ousness of

' surpass1ng 1t by chang1ng it to su1t hm'nbwn part1cu]ar needs I R

A 45
“.f»,Transcendence~c0u1d“occur;
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€. Merleau-Ponty's Criticism

fah

The ro]e of phi 1osophy as’ cr1t1c1sm p]ays a centra] role in
'Mer]eau Ponty's aesthet1cs Through ph1losoph1ca1 ref1ect1on, the

o tacit symb011sm of the 11 ,1onlcou1d be made v1s1b]e; that 'v-'1

‘ 15, brought to conscious 46 Indeed ”the "aesthetic

' y obJect'" as the synthes1s of pr1mary percept1on demanded;such
ref]ect1on ‘ N » | ‘
Mer]eau Ponty cons1dered "the aesthet1c object " espec1a1]y
in the p]ast1c arts, as the product of human]y s1gn1f1cant acts
'.; whose mean1ng was pre-rat1ona1 demand1ng cont1nua1 and 1ndef1n1te

‘Acr1t1c1sm 47 Cezanne s work was, for hlm, the embod1ment of th1s
48 2 ' o

. l" N B . B . . o
A'ﬂtr The aesthet1c obgect" as a pr1mary express1on was a react1on

, way of th1nk1ng

n

':against'the c1a11y cod1f1ed "secondary express1ons" wh1ch def1ned

‘i"'cu1turelj Mer u’Ponty def1ned these ”secondary express1ons" as
'fthose whichrlere a re1nterpretat1on or copymoflpast;and ex1st1ng o
.~ideas.49,' | - e L | | B
| Befng hunan meant:perceiVing‘afworid and creatfng a cufture“
in wh1ch behav1ora] patterns and’ react10ns soon began to be
ngralned 1n the human persona11ty, to the po1nt where an 1nd1v1dua1

-d1d not th]nk about the "s1gn1f1cance" and "meanang"“of h1s behav1or

'The 1og1c of cultura] Jngs was “]1ved " not reflected Th1s was
b\

ﬁ,app11ed to the arts ~was necessary, to

.'_.why cr1t§ca1 ph1losoph :-

L ﬁ'exam1ne 1ngra1ned secondary express1ons wh1ch were out- dated but )
,\\Purported to descr1be pre rat1ona1 exper1ences 50} :;;ﬁ;v;;;

L
.




—

.
\

!

. aesthet1c Judgment were one and the -same process .l StyTe was the .

"\,

The above rat1ona1e prov1ded the backdrop-for exp1a1n1ng a*
art1st1c creat1on The comp]ete and- art1cu1ated art1st1c 1dea d1d
not precede the f1n1shed work The art1st stopped work1ng only A

n

when he h1mself d1$covered what ‘he had sa1d Thus d1scovery and

‘result of the art1st perce1v1ng ObJECtS and pTacwng his 1nd1v1dua1

R
mark on them w1thout be1ng consc1ously aware\of ?t

o .

Mer]eau Ponty further reasoned that’ the mean1ng of a work was

. not transTatabTe 1nto a set of d1scurs1ve or Tog1ca1 symbo]s His;

‘n\/

theory of percept1on 1nd1cated that "mean"wﬂf" of artworks were

“oeﬁwdged by 1nd1v1duaTs 1n a d1rect f1rst h.1d experience of pr1mary
)‘.“ oo w7

percept1on5h "Understand1ng” a form was therefore, a body reagtion
The s1gn1f1cance of the work had to appgar on, the’ work so

surface It was a woer in 1tse]f and had to be understood 1n

"71tseTf Emot1on was a]so controTTed by the work s structure ~ This

1

be1ng the case, the cr1t1c S. roTe was . to cTar1fy and descr1be the .

works structure by attempt1ng to recreate the form 1n order to

Lo ~
,.

understand its s1gn1f1cance 53 - (

The work was not to be assessed But descr1bed The critic-

. Z

vfhad to assume an aesthet1c att1tude towards the work so ‘that he.

f’,'._\ s;i"- ’
wou]d,a110w hlmself to exper1ence the WQﬁﬁ;q Th1s att1tude,v

-

"’v MerTeau Ponty argued coqu be forﬁ%11s§§c 1nte11ectua115t1c or-_}'

'ex1stent1a]1st1c 54

Ex1stent1a1 cr1t1c1sm was MerTeau Ponty s attempt at’

L
N

"ph11050ph1ca1 refTect1on" in aesthetfcs Through cont1nua1

Y

rework1ngs, the s1gn1f1cance 6f the work “‘would be revealed aTthough
2 ', . , A . v - '- R . - -'J( - . . ﬂl .

._".' L . : Lo '~,.A

. ® T,,AQE:

RS

,g?: .
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A0 v an ultimate sense since a single truth was not available.
¢ . S
.o methodology for doing such criticism was never fully developed;
only paradigm cases were given.
' D. Summary of Merleau-Ponty's Aesthetics
Merleau-Ponty has suggested the existence of a non-thetic
(i.e{} non-discriminating) consciousness, a pre-objective, original i

perception which posseéses an immanent Teaning in 1iYed experience.
Thfs meaning is not fully determinab]e éut becomes clear only in the
- face of further evidence and through reflection. These two
censciousnesses (primary and reflective) were related Ey the meaning
one-suggests to the other. ' | | o

This phenomenology is carried.over to aesthetics.
Merleau- Ponty d1st1ngu1shes two types of express1ons primary. and
-segondary Prim y'express1ons/were embod1ed in work$ of art wh1ch
'  insights 1nto cu]tura] va]ues while secondary

N
EXDTESS]OH pres nted i ngra1ned ‘and 1nshtut1ona]1zed v1ews On]y

presented unig

through the process of cr1t1ca1 ref]ectlon cou]d one consc1ous]y
change his judgments about ‘works of art because pr1mery percept1on
was a]ready a pre judgment via the body react1on An'ex{stentialist
criticism was needed for sutch ref]ect1on however, itelmethodology

< Q-
was never deve]oped.
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7.4 Kaelin's Existentialist-Phenomenological Aesthetics

)
£,

Kaelin has claimed to have ‘developed an eclectic posftion
which is more efficacious than the aesthetic theories of Sartre and
Mér]eau-Ponty.56 He has™further claiﬁed that the theories of
Heidegger and quan Ingarden offer an improvement over th?Se of the
French phendmenologists;57 Kae]in has freely borrowed féom all four
3 positions in arriving at his ekisteﬁtial~phenom©“ologica1 base. The

following sections examine this ciaim. Appendices D and E provide
explanations of .phenomenology and the aesthetics of Heidegger :ad
Ingarden. These will bé referred to in the following analysis.

Y

A. Kaelin's Critique of Sartre and Merleau-Ponty

* Sartre had described an aesthetic object as an intentional
object,,disting;ished by its aSsence d} non-existence and intended
by means of the physical analdgue constructed by the artist.

 sartre had‘fﬁrfher.defined man as free, insofar as he was

capable of imagining the existence of an object wh{éh.was not present
to his senses. Transcendence was possible through an act of the ‘
imagination. Structures which weYeflacking in the rea]-environmént
could e fulfilled through Smagination; "

To this, Kaelin made the criticism that if Sartre's -
phenomenological description of. the imagining consciousness is
applied to-the-exberience of works of art,' it is found to be 1imited

58

. to representétidnél works.> If the work deviated towards



»

a non—objective mode, one couldn't descr1be an intentional correlate
of the physical analoque in any way other than what was perce1ved in
the actual work. Yet non-objective works represented a unique and

individual stgnificance, > ’

“For non-objective works, Kaelin prefers Merleau-Popty's

explanation. Perception was conceprualized as a corporeal

reaction: the value of what was seen on the surface of the work was

felt within the structures of the‘human corporeal schema as it
attended'td an object in an organized field. The object and its )
field were related as figure and ground, held in a»siﬁgle and tense
vibrating position; Mer]eau—Ponty Tinked intuition of a .form with
the Significance\ot its orgaaiaatiou' Materials were a]]\seﬁsuous,
the form was the fe]t tension of materwa]s as they fused 1nto -
c]osure and 51gn1f1cance

In this case Kaelin claimed that'Merleau—Pcnty had not taken
into‘aCCount representational eiements. MerTeau—Ponty's aesthetics
_dea1t with e]ements which were not seen, only referred to. In
pre- obJect1ve percept1on the structure of the elements is grasped
without the1r referential CB*tent be1ng apparent 59 |

In summation, Kaelin concluded that where Sartrefs doctrine
was "thick," Merleau-Ponty's doctrine was "thin." An eﬁphasisvon
the imaga]-va]ues of repreSentational works at the expense of
perceptua] values of tue1r surface, as Sartre had suggested
ignored the 1mp;rtant fact of aesthet1c creat1on that the meaniug'

of representational works was contro]]ed'by the .manner of their

_:zion on the work's surface. Both meaning and representation

179
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needed to be "internalized" as part'of the total qxpreSSion.GO
Kaelin came to believe that Roman Ingarden's phenomenologica1
.aesthetics had solved this inconsTstency R

Merleau- Ponty, on the other hand, was aware of h1s "“thin"
tﬁoctr1:e. His theory had reduced all v1sua1 obJects to a felt
'tension wjthir an intentiona] arc. He had given no 5upport for any
kind of iconological or symbolic reference, honever,‘in 'L'oeui1 et .
1 ean1t he made the attempt to 1ntroduce the exper1ence of painting o

as a direct revelation of "Being. 61 Th1s attempt Kae11n claimed,

a

was a failure. [t was He1degqer, said Kae11n, who prov1ded the

SO
L

correct anaiysis;62

B. Kaelin's Ec]ectic Position

Kaelin has attempted to rectify.the'above'1imttations by

N cenfbr1ng his aesthetics around three not1ons concerning the |
1mag1nat1on, percept1on and context of s1gn1f1can¢e 63( The first
notion was an adaptation of Sartre the second not1on was a
contr1but1on of Mer]eau Ponty, and the last, Kae11n has attr1buted
to Roman - Ingarden64 who had applied the method of Husser1 to

descr1be the nature of an aesthet1c obJect He1degger1an concepts

are adopted whenever theory.has_grown "thin."

1. Role of Imag1nat1on  Kaelin acceptedxsartre's

_principie ofofreedom, In pa1nt1ng, a set of - qua11tat1ve
relationships is manipulated. The artist has the freedom to accept

or change these re]at1onsh1ps as they become 1nst1tuted in the act

o
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of creation. This can only'be done. through the.imqgjnation,'by

which the artist projects qualitative relationships not as yet part
of the established situation.65
To c]arify this point further, Kaelin introduces the

66 Each new stroke is grasped as a

Heideggeriah notion of “world".
_new art of intending the "painter's world." Theiégusa] influence is
from the future, not the past. The Qork Eegjns with a bast{percepfion}
is inte;préted inwthe light of the future, through the imagination
and culminates in‘a new meaning in the-preﬁent.67" AJ
Such a v{ew of éreation-p]gced no premium on either

'imagfnation of,perceptfon; both were involvéd. regardless of whether
“the work was representational or ndn—objective.68 The futUre
oriéntatibn qf Hgideggerién aesthetics introduced‘the notjow tﬁat
arf may'shOW‘new directions.of tréds;endencé.

A'Thié pfojection of value was‘qda1ified by Kae]in.'llh'order_'.
., for c&nnunication to take place the artiét_had to use ¢ommon
. materials and embod{‘in them meaningful present éxperience.69
' Artistfc ffeedom was not absolute. To.bé of maximuﬁ effect on¢
society,ffhé work had to be-of.significant cOnte;t; otherwise there

was no communication.

2. Context of Significance. Kaelin's second notion purported

: to'answer'what was appreciated when one dttended to the artistic

creation. .The idea that the aesthetiC'Objett was a metaphysical

object intended by the physical -analogue had been fully developed
. ' S F s

by Sartre and Mikel Dufr'enne.70 Both ac%bunts_were dismissed.

.
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Judgments of value were warranted only by appealing to the
features of varlous works as they appeared in context. Context‘was
defined as the re!ationshép between abject and subgect. .This
re]ationship may be called "imacination,” fperception,” "minding"
and "feeling" and it depends unon the character of the object
intended.zl Thi thesis uas an adaptation of Roman Ingarden's

_ ’
' position;7? Ingarden termed the @ _cl expressiyeness of'a,work of
art asxa “po]yphonic‘harmony”'which was c~mposed of ‘a number of
strata. |

Fo110w1ng his lead, Kae11n stctes that in some worl: of art
expresstveness was exhausted by its "surface " (i.e., dance,
non-objective painting, music). Aesthet1c surfaces were components
of sensory e]ements of “counters The percept1on of them was

attr1buted to Merleau-Ponty. The felt tens1on of counters was

cons1dered a Judgment C]ar1tx,and 1ntens1ty were the criteria for

'thts pre- Judgment 7

The appearance of depth counters a]tered the context Lines,_

‘volumes and’ spaces suggested famtlar forms ‘to the imagination. Theh

appearance of an obgect evoked further ideas. The re]attonsh1p

of these representat1ons 1ntroduced further p1ay of the 1magthat1on
and'understanding The 1nterre1at1onsh1ps of a]] these counters
(i.e., depth to depth, surface to depth overa]] depth to oyera]1-

surface) const1tuted the total express1veness of the work 74 This

was essentta]]y Roman Ingarden s account app11ed to pa1nt1ng

2
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3. Perception. For communication to take place,; all depth
and surface structure had to be presént%g to the app%ecfator's
~'visHon 1f the signification was to be pefceived. The role of the
imagination in this perception was to §bpd1yltﬁe cognition of the

‘reprqsented objécts and to hypothesize'on the meaning betyeeﬂ depth

counters. The resultant understanding had to rest on the surface

. which controlled the image itself. This account paralleled fhe;

Heideggerian account of the struggle betiween ”éarth" ﬁnd “the
yorld."zs | )

'Aesthetic communication was completed, then, when the
significance of the work was "undersfood“ by a ﬁumber of viewers.
This significqnce.was controlled by the nature of the counters.
Freedom was evident in what- the artist chbse tonexpréés‘and how
the viewersAinterbretedlitﬁ however, it was limited té the work's
structure.76 ' o T |

The possitility of communication was increased because the

structures of the perceptual field (style.ang manner) placed 1imits

on both participants,77 while the communication process was given a

.2

‘distinctive Heideggerian flavar. ngiin accigted the maxim of

existence prior to essence. Art illuminated this process. An act

- of creation was a clarification of choice. Furthermore, art was.an

~

institution which fef]gcted,the being of man. It was a testimony

of freedom of the human personality in which the creator.and his

audience discovered what he and they were.78‘

183



184

C. Kae]inﬂs Methodology of Criticism

1. The.Three Postulates. From the previous three concepts,

Kaelin formulated three postulates around which he wonstructed a
methodb]ogy for art appreciation: Thesé‘postu1atesKbrovided
methods‘of refle;tion for interpreting the significance of the
non;reflqctive experiences. 1

Postulate one:stated: aesthetic express{ons are ‘context

bound. There is no "meaning" for any gestures taken out of context.

The work of art provides the limits as to what can be criticized.

Attention only on a particular work of art avoid- classification , | ;

with other works resembling it.79

His second po§tu1ate read as follows:

The context of an aesthetic expression and
hence of its significance, is constructed
~uniquely and exhaustively by the network
of relations set up by 'the counters' of a .
given medium.

The second postulate re-emphasized that the total significa%idh df

>the work included both surface and depth'countérs Tike symbols,

markers, elements, in short, all that the artjst thinks of within a

‘given medium. “"Texture" was the common term for surface organization

. and "structure,™ for depth qualities.

Kaelin's third and final ﬁBstu]ate stated:
‘The aesthetic expressiveness of a work of
art is the experience of the relatedness.
of the surface counters and their representations
out of which the total context is constructed.
By thié'postu]ate Kaelin acknowledged the fact that the values of

surface and depth varied. To experience the ‘work, both texture and



structure required analysis. This experience was either had or
missed, and could not be rendered into wOrds.8

7 For %tructure (depth), Kaelin suggested an interpretive'
hypothes1s, for which history, ph1losophy psychology, etc.,
provided the material. This hypothesis needed to be tried against
the experiehced events of thé given work (texture). Criticism did

not begin until depth had been understood.

2; 'Method. Kaelin adapted a Husserlian methodology of
criticism. The c;itic allowed the work to be experienced and then
a description was given of the way the work of art had controlled
hié'expefiencef |

This “bracketing the world" meant a suspension in belief in
thesreality of the real, physic$1 world. The appeal to facts of
Taws of scieﬁce in descfibing the real world had to be heid in
check. |

"Bracketing the world" enab]ed .the céitic to reflect on acts
of consc1ousness and the1r correspond1ng obJects This wés-
”phenomena1 reduct-on. The‘dwst1ncf1on between the knowledge of
the natural (real) world and that of the 11ved world was made
“visible. The obJect could be examined s1mp1y as a physical obJect
(noema) or it could be examined ‘in phenomeno1oglca1 terms for its
sensuous qualities; that is, it was v1ewed aesthet1ca11y (393315)
Thevappearance of the object and attitude of that obJect were

simultaneous events by'the intended perceiver. This event cpu]d

be examined in the description undertaken.g,3




Kaelin aleied fhis'methodOIOQy to paintipq. Descriptions
were made of emergihg fétrafn" or strands of experience, following
Roman Ingqrdeh‘sijéa;a.~ |

Consciousnessvhas quided by_the visual structures of the
painter's "world." Thjs “world“ for non-representational Qorks
was exhausped”;ﬁ3t8él;gffa§g §tfatum. However, . fory representational
works it cqnégstédib%gfégféﬁénfét%ohai objects and their relations
(ideas).84 o | ‘ - -

Total expressiveness was seen as a descfiptioh of a series of

emergent strands of experience. - Examination of the-description to

reveal the meaning or hypothesis of the work of art constituted a

1

- "world" which was paralled to the Heideggerian notion.of "Being" of

the work.85 .

D. Summary of Kaelin's Aesthetics
"Kaelin. had dismisséd Sarife's ontology and rejected
Merleau-Ponty's epistemology in exp]aining'representationa] art

works. Merleau-Ponty's aztémpted ontology in Exe'and Mind was

also dismissed 'as inadequate.

Kaelin accepted Heideggerian metaphysics as a more adequate

»

explanation ¢f creativity, truth and the nature of man's

‘transcendence. These he incorborated into his aesthetics, giving

his theory an existentialist flavour.

]

How an aesthetic expression was able to communicate was an -

adaptation of Roman Ingérden's theories. Kaelin had accepted

- . ) " " :
Roman Ingarden's notion of “strata  or strands of experience.
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\
The total expressiveness of ‘the work of both depth and surface
counters, could be elucidated by the phenomenological method, by
practicing the phenomenological epoché:A Throuqh-tha‘imagination,
a hypothesis as to the "nature" of the work was formulated. This

hypothesis introduced the existentialist notion of frgedom and

truth.
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Footnotes - Chapter Seven

]E. Kaelin, An Egistentjajrhesthetic (Madison: The University
of Wisconsin Press, 1952).

2E; Kaelin, Art and Exis’ nce (Lewisburg: Bucknell University
Press, 1970). ‘ |

3oee, E. Kaelin, "The Visibility of Things Seen,” in
Invitation to Phenomenology, ed. J. M. Edie (Chicago, 1965),
pp. 30-59. .

4E.'Kaeh'n, "Notes Toward an Understanding of Heidegger's
Aesthetics," in Phenomenology and Existentialism, ed. E. Lge and
M. Mandelbaum (Balt{more: John Hopkins Press, 1967), pp. 59-92.

SE. Kaelin, "The Visibitity of Things Seen," in Invitation to
Phenomenology, ed. Edie (Chicago, 1965), pp. 30-34.

SThis claim is traced by Kaelin from Sartre's earliest work,
“L'Imagination, through L'Etre et le Neant and-ending with
L' Imaginaire (1940).

-7The Husserlian thesis of transcendental reduction sees the - .
act of knowledge as consisting of two irreducible phenomena. The
first is the object which is the intention of the perception, while
the second is the consciousness which intends. -In this schema,
the image is a structure of consciousness itself. To describe the
image, it is necessary to take into account the structure of
consciousness in the act of imagining.-

‘ 8he phenomenological method consists of analysis of this
essence. [t is a three-fold. procedure which begins with the
contemplation of an image; then the reflection on the essence of
that image and finally, the description of the essence of the image
(necessary properties).

9This development is given in E. Kaelin, An Existentialist
Aesthetic, pp. 19-52, and also Jean-Paul Sartre, Essays 1n-
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Existentialisﬁuﬁed. Wade Baslam (Lecaucus, New Jeisey: The Citédé]
Press, 19747,fpp. 257-300. :

]OE. Kaelin, An Existentialist Aesthetic, pp. 38-40. The
imaginative consciousness may posit the existence of an object in- .
four ways: as non-existent, absent, existing elsewhere or making’
no claim to existence at all. L -

]]Sartre's ontology in "Being and Nothingness" begins to
develop here. The imagined object is given as absent. Theé image
envelopes a certain nothingness, since it seems a truism to say
that the imagination refers to something which is not there.

]ZThe basic difference between Sartre and Croce's idealism \
s that Croce posited the art - sject as the original intuitive -
vision of the artist, while Sartre posited the art object as
expressed during the artistic\activity. ¢

. ]3In Jeén-Paul‘Sartre, Psychology of the Imagination (Ne
York: The Citadel Press, 1961), pp. 231-273. ‘

]ASee E. Kaelin, An Existentialist Aesthetic, pp. 53-89.

"O1bid., p. 657F.

"®Ibid., p. 72. Aesthetic attitlde in the act of imagination
is the act of ‘consciousness which attempts to enter into the unique
world that the aesthetic object is intending to. By assuming the

aesthetic attitude the perceiver helps create the artistic work.
. <

]7Jeah-PauL Sartre,."The Emotions: Outline .of a Theory." in
Essays-in Existentialism, pp. 187-:252.. Emotion is seen as a )
structure of consciousness which has a meaning for the subject's
psychic life. This structure is spontaneous and 1ived.

: 188ee the Introduction to Jean-Paul Sartre, Essays in
Aesthetics, selected and transi:-ted by Wade Baskin (Freeport, New
York: Books for Libraries Press, 1962), p.'vii-ix and E. Kaelin,
- An Existentialist Aesthetic, pp. 91-155. :

]

]BE.’Kae]in, An Existentialist Aesthetic, p. 139. The virtual
audience is the ideal publi: the artist is trying to reach. The
actual public, on the other hand, .is his current following.

O1hid., p. 120. o



s

21, . '
Qk“ Ibid., p. 138. .

22Sartre treats 11terature as the paradigm case for his
existentialist aesthetic. _In this treatment, these criteria cover
all the art$. -See, E. Kae1in, An Existentialist Aesthetic, pp. 9i-

"116 and pp. 136-155.

N

23Sartre's “creative communication" theory is an attempt to
do justice to the individual concept of choice. It is up to the
audience whether they want to share in the communication of’
“freedom" by completing the "aesthetic process." The existentialist
ethic never treats another person as a thing. He is always to. be
treated as an end; never a means. This occurs only when free
personalities communicate. An I—Thou ré]ation is established.

) 24Jean Pau] Sartre, Existentialism and Humanism, trans
PhiTip Mairet (London: Eyre Methuen Ltd., 1975, orTg1na1 1946),
pp. 27-57. : ‘

25E Kaelin, "Comm1tted Lwterature Second Phase," An o
Ex1stent1a11st Aesthetic. Sartre adopted the Marxist notion of

c]ass]ess_soc1ety to avoid art being labelled as propaganda.
Extending -this to literature, Sartre's litterature totale was a
concept to:detlass literature. If there were no separate 1deologles,

~as presented in literature and those presented by the audience,
- . then there would be no propaganda.:-

-ty

26E.'Kaeiih, An,Existentgghist'Aesthetic, pp. 159-212, and
Remy Kwant, From Phenomenology to -Metaphysics: An °Inquiry Into the
Last Period‘of Merleau-Ponty's Philosophical Life (Pittsburgh, Pa.

" 'pathological situation. !

Duquesne University Press, 1966). pp.. 93-174. In these sections
Merleau-Ponty critGEhes\Lne,psycho]ogica]itheories of empiricism

and rationalism. ‘In this respect he followed Sartre's critique,.not
on ontological grounds but on epistemological grounds. Pavlovian
mode]s, reflex models and conditioned reflex models were'critiqued;/

27Merleau Ponty, Phenomeno]ogy of Perception, traDS’ Col1n
Smith, (New York: Routledge & Kegan Pau] The Human1t1es Press),

pp. 98 148 D : __;/~

28E Kaelin, An: Ex1stentna11st Aesthet1c, Pp. 172 180. The
realistic situation means the everyday experience and is contrasted
to the labratory situation which Merleau Ponty thought was a

29M Merleau- Ponty, The Primacy of Perception, trans James
M. Edie (Evanston ‘Northwestern Un1vers1ty Press, 1964), PP- 3-12.

a
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30Each stimulus affecting the organism has its own meaning
which is interpreted by the organism. "Meaning" and structure are
correlative terms oe.ause each stimulus changes the figuration or
structure and hence the meaning.’

3¢, xaelin, An Existentialist Aesthetic, bb; 184-212.

32¢ yaelin, Art and Existence (Lewisburg: Bucknell University
Press, 1970), pp. 316-330. ‘ -~

Bipid., p. 323.
"Syncretic response which is the first o_rder\i
form or level, physical or external forces
produced an equilibrium in behaviour. This
balance or re-alignment was small. In the
second order, organic structures react upon
the influencing environment in such a way

y : _ _ that both the organic, structure and the

y , environment experience growth." '

-

34E. Kae]in,vAh Existentialist Aesthetic; pp.,192¥212.

- Cole 353 Kwant, From Phenomenology to Metaphys1cs, pp. 156-174.
Essent1a11y Merleau-Ponty rejected the notion which stated that pure
essences comprized something more than the . field of exper1ence See
a]so Appendix C. “under E1det1c Reduction. -

36M Mer]eau-Ponty, Phenomenology of: Perceptlon, . 169.  An
- indeterminate sTtuation meant that the\phenomenon, when v1ewed in
~context, had not been graspe2/1n rqf]ec ion.

U3 Kaelin, An E entié]ist-A;\\hej1c, pp. 212-257.

38M Mer]eau Ponty ’Phenomgnolagy’6?/5;;g§pt1on, PP. 203-242.

39

Ibid., p. 219. o Y C

Olbid., pp. 67-174.

41 Yaelin, An Existentialist Aesthetic, p. 232.

\742M. Mer]eau-Ponty, Phenomenology of Perception, pp.f93ff{

Ry
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831bid., p. 13 and p. 101.

44

M. Merleau-Ponty, Phenomenology of Perception, p. 136.

A5 kaelin, An Existential Aesthetic, p. 247ff.- The!analysis

of habit gives a good indication of how the consciousr-ss is related
to the world via the body. The explication of the intentional arc is
visible in learning a skill. In the beginning the subject begins

by intending the object theoretically. Each movement is learned in

a prescribed order. The intentional arc has not become part of the
body. When it does, the objects implicits in the action are never
conscious. ' : )

-

46

R. Kwant, From Phehomeno1ogy‘to‘Metqphysics, p. 211

. "The painting is a contraction of the visible
world and expresses its essence."

~

47 Kaelin, An Existentialist Aesthetic, p. 301.

48Mer1eau‘—anty, Signs, trans. by Richard C. McCleary
(Evanston: Northwestern University Press, 1964), pp. 52-59, and
Merleau-Ponty, Sense.and Non-Sense, translated by Hubert L. Dreyfus
and Patricia Allen Dreyfus, Northwestern University Press, 1964),
pp. 8-25. In Signs, Merleau-Pontycriticizes Malraux's Voices of
Silence claiming that his analysis of non-objective painting as
being entirely subjective is in error. Non-Objective painting was
like modern thought. It showed the understanding of man's primary
perception. In Sense and Non-Sense, Merleau-Ponty examines Cezanne's
~doubt as. to his'contribution to art. ' ‘ :

%9 xaelin, An Existential Aesthetic, p. 312.

 50pid., pp. 310-314. . This theme recurs in Malraux, e
Museum Without Walls and John Dewey's Art as Experieﬁce. :

Mbid., p. 317. - S

~

2Ibid., pp. 322-331.

53, Kwant, From Phenomeﬁb]ogynto Mef@physics, p.'212¥214. )

54 Kaelin, An Existentialist Aesthetic, p. 314.

‘SSEL Kaé1in

. An Existentialist Aesthetic,p. 331 .
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56

E. Kaelin, Art and Existence, p. 74. Herein designated as .

“1 propose, in what follows, to get out of
‘this impasse by constructing a phenomenological
.view of creation in art embodying the theories
of both Sartre and Merleau-Ponty."

57The claim for Heidegger is made in “Notes Toward an
Understanding of Heidegger's Aesthetics," in' Phenomenology and
Existentialism, ed. E. N. Lee and M. Mandelbaum (Baltimore: John
Hopkins, 1967), see Part I, ‘On Being, Essence and Truth', pp. 59-64
and "The Existential Ground in Aesthetic Education," Studies in Art

Education 8(1), 1966. The claim for Roman Ingarden is made in

"The Visibility of Things Seen: A Phenomenological View of Painting,"
in An Invitation to Phenomenology, ed. James M. Edie (Chicago:

Quadrangel Books, 1965), pp. 30-34. ’

5B Kaelin, AE, p. 71
o -\59E. KZe]in,,"The Visibi]ity of fhings Seén: A
Phenomenological. View of Painting," p. 39. , o,
80 kaetin, At p. n.
6]thé fng1fsh t?ahslation of "Tﬁé Eyé and the Mind" may be

found in Tne Primacy of Perception trans. Edie (Evanston: Northwestern
Universizy Fre:s, 1964), pp. 159-192. Carleton Dalley is accredited

for-its .-anslation. I S

62E;-Kae1jn, "Notes Toward an:Undérstanding of Heddeggér?s
Aesthetics," and in AE, pp. 325-334. s .

53, Kaelin, AE p: 74.

6

45ee Appendix E.

65E: Kaelin, AE, p.‘75,

665¢e Appendix C and D for concept of "world.".

67See Appendix D (Heidegger's Notion of History).
- 88:. Yaelin, A€, p. 78:

69E._ Kaei'in, AE, p. 78.

. e -
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70

Mikel Dufrenne presents a viable account of the aesthetic

© _object; so much so that in-all his-articles Kaelin has dismissed

his §blution to the problem of creation, aesthetic experience and
critlcism. Appendix F presents the basis of his theory.

"TE. Kaelin, AE, p. 82-83.

725ee Appendix E. :
| 3¢, Kaelin, "The Visibility of Things Seen: A
Phenomeno]ogica] View of Painting," p. 35.. :

.74

(&

E. Kae]ih,_ﬁg, p. 85.

755ee Appendix D for this account.

© T8¢, Kaelin, AE, p. 86.
"T¢. Kaelin, AE. p. 87.
78t . aelin, AE, pp. 88-93.

79 Kaelin, AE, pp. 100-101.

80 aelin, AE, p. 101.
B1E. Kaelin, AE, p. 103.-
82, Kaelin, AE. p. 109.
835ee Appendix C. ’
84 Kkaelin, AE, pp. 153-177.
- 85 Kaelin, AE, p. 93. ~
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// . CHAPTER EIGHT °

|3/Critigue of the Four Aesthetic Theories
i A

8.1 Introductign
Chapters Four through Seven have pvesented four aesthet1c

pos1t10ns wh1ch together form a spectrum of the foundat1ona1
underp1nn1ngs of current aesthetic programs in aesthetic education.
Itiis the aim of "this chapter'to present an'argument.as to why
al four posjtions present an inadequate foundation for a
comprehensive aestheticc

| It will be shoWn‘that‘all four positions fail to:take_into

account the following factors.

1. " The .possibility that so- termed non—aesthetic‘influences'

- can directly affect the course of art and that these require
attention for a complete aesthetic. Re1igious,'mora],didattic,
fpolitica1 and tethnological inventions need to be'fncluded -In

short, a soc1o]og1ca] e]ement is m1ss1ng ins a]] ‘four theories.

2. The poss1b1]1ty that the cr1t1c1sm of art, when 1mparted

bid

‘ on a group level, or. c]ass leve], or. even from the standpo1nt of

" an artist's oeuvre, produces qu1te d1fferent patterns and

conf1gurat1ons and eva]uat1ons from those produced when on]y one
s1ng1e work is examined. In short, macro—cr1t1c1sm is a requ1red~,
.e1ement. A1l four positions have stressed micro-criticism at the

.single, -autonomous individualistic level.:

°
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. ) 3. Diachron1c or deep structura] transformat?ons are not
taken into account. A]l four positions have stressed synchron1c
changes of art The poss1b111ty that new re]at1ons of production
“in the h1stor1ca1 sense have transformed the aesthet1c function of
.art have not been adequate]y discussed. , 4,. -

'“h. Because of the 1nadequac1es resu1t1ng from criticisms
One through Three avant-garde movements, especia11y’recent
-~moyements of m1n1ma1,7kinesthetic,,op and conceptual art; cahnot be
adequate]yfexp]aihed. " Causes for chahgefjn deep structure remain
~unexplored. . ja ; . o
5. The focus on psychological aesthetic theory by a]] four
.theor1sts has under stressed the socio- historical s1de of aesthetwcs

\

Consequent]y, new movements in art Wh?Ch emphas1ze “process"'rather
than an art "object," find little epistého]ogtca1'justificatioh.in‘ ®
‘the four theories. It is suggested.that the introduction of

"tdeo]ogy " as deve]oped by Mannhe1m and d1scussed in Sect1on 8.5
'_a1ds in so]v1ng this 1ncons1stency by prov1d1ng the bas1s for an
Arnst1tut1ona11zed def1n1t1on of art.

| ‘ The poss1b111ty ex1sts that the pre obJect1ve wor]d
‘(Merleau Ponty s a pr1or1) and the ref]ect1ve wor]d (the a poster1or1)
;have an&1deolog1ca1 bent f]avoured by the cu]tura] sett1ng - The iy_.'
1ntroduct1on of Mannhe1m S concept of "wor]d v1ew goes. far 1n |
‘tassess1ng the poss1b111ty of a group of artwsts attemptlng to
estab]1sh the1r own aesthet1c and. a]so the1r own po]1t1ca1 p051t1on

. 6.' All four theories’ have p]aced stress on "aesthetic

_:experience. ' It is argued here that a_ socio- h1stor1ca1 exp]anat1on
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of the arts eliminatés.the affective overemphasis given to aesthetic
‘experience by alt four theorists.in‘Chaptas Four .through Seven, as
well as an over;jntejjectua1ization of tts effects by their re]iance
~on intuittoh»and ééstSXt theory | Th1s 1s p0551b1e s1nce an o |
' exam1nat1on of the genet1c transformat1ons of an art m ement
prov1des a. sc1ent1f1c bas1s for understanding the caus::> nd
1deo]og1ca] cond1t1ons for the estab11shment of new: affect1ve
'categor1es; wh11e the socxo]og1ca1 perspect1ve prov1des the
_understand1ng of the va]ues he]d by an ethn1c group,. or a r1s1ng
"c]ass The 1nd1v1dua11sUc e]ement that is, the artht S'work and
.the,artist“s biography,‘provides the'paradigmatic case study for

a 1ass V1eww

_ To déa] w1th these Six 1nadequac1es, a two chapter cr1t1que
w111 be presented Th1s chapter ww]] go on to e]aborate upon the

,

"def1c1enc1es of the pos1t1ons presented in Chapter Four through

Seven ItF w111 argue that at best Beards]ey presents a&subdued
"yers1on of a postt1v1st aesthet1c posi-tion, and that he does not

dea1 w1th the SubJectlve side of aesthet1c theory Langer at best
presents an aver- 1nte11ectua11zed view of the aesthet1c obJect Her

f theOry rests on an intuitive’ approach wh1ch in the final ana1y51s 1s_.
.?a b1o]og1ca1 theory rather than a human or cu]tura] theory
Dewey,_at\best presents a case for soc101og1ca] re]at1v1Sm
’”'H1s pragmat1c theozy "based on exper1ence" and act1on, under; |

iemphas12es the h1stor1ca1 foundat1on of art. A1though he attempts to

‘bridge theory and practice, h1s aesthetic thought sees art ‘as
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‘continually re-inventing itself, an indeterminate “]jve creature"

which develops through the necess1ty of so]v1nq problems - encountered
Yin day to day existence.

It will be argued that Dewey underemphas1zes the fact

‘that certain artistic factors change at dlfferent rates. Althobgh
, spec1f1c consequences of how an artwork may turn out cannot be
detenm1ned genera] outcomes may be predicted by exam1n1ng the
h1stor1ca1 1nf]uences affect1ng the “art world." |

‘Furthennore Dewey s emphasis on the psychologica] biological
factors of aesthet1c exper1ence needs to be recast 1nto a.
sociological- h1stor1ca] mode . The 1nst1tut1on of the "art world"
1egut1m1zes and bestows the status of "artwork" for us. Aesthetic
experlence 1s not necessar1]y a b1o]og1ca] reaction to the work
but a behav1or cond1t10ned through the - ”art wor]d "

.. Finally, Kae11n has presented an ex1stent1a]1st-
phenomeno]og1ca1 aesthet1c It w111 be argued that this view is
vj'essent1a11y ‘a structura11st aesthet1c wh1ch wh1]e pay1ng attent1on

to the phenomeno]og1ca1 and synchron1c elements of art presents an

ah1stor1ca1 p051t1on ~In many aspects, Kae11n s trans]at1on of .

French ex1stent1a11sts breaks down 1nto an organ1c theory, as f1rst

developed by the New Critics (a movement discussed 1ater in th1s |
_ chapter).7 Roland Barthes and Jack Burnham present a much more

developed structura11sm than does Kae]1n |
The next chapter w1]1 present poss1b1e d1rect1ons for
- so]ut1ons of the above 1nadequac1es by exam1n1ng more recent neo—'

-~

Marx1st aesthet1cs wh1ch have attempted to br1dge the macro and
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micro aspects of aesthetics. The theories of Morawski, Goldman,
Duvignaud, Lukdcs and others will be presented, as they relate to
solving the above inconsistencies. |

b

8.2 Critique of Beardsley's Aesthetic, Theory

'Beardsley's aesthetic‘theory, in many respects, is reminiscent
of'neo—cdassical and early enpiricist aesthettc arquments; His
triadic canons of Intensity, Unity and‘Comp]exity para]]el ear]y"
deve]opments of. Cartes1an rat1ona11sm as presented by Corne111e
(1660), w1th his emphas1s on the dramatic unities of action, place .
and time,] and the deve]opment of un1versa1 "rules" wh1ch became
't1rm1y establlshed by the French and Eng11sh Royal Academ1es
Beards]ey s approach amounts to a 1og1ca1 -positivist approach
: to aesthet1cs via 11ngu1st1c analys1s This is most ev1dent in h1s _’
arquments that 1og1ca1 reasons may be given for evaluating and o
Justlfy1ng seen aesthet1c features 3 }

Log1ca1 pos1t1v1sm as the modern exemp]ar of Emp1r1c1sm or
' Sensationa1ism' presented by A. ’J Ayer ‘and. Ludwig w1ttgenste1n,.has
been cr1t1c1zed for 1ts concern over words - (semant1cs) as more
‘1mportant for reason1ng than the rea11t1es they represent The
’adherence to an emp1r1c1st ep1stemo]ogy reJects any a priori.
vknowledge.' Aesthet1c features and non- aesthet1c features are

' given dntfc (or concrete) status rather than an ontolog1ca1 (or

.abstract) one.
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The narnow focus of Beardsley's metacriticism rejects moral,
religious, poJit1cal, economic reasons for evaluation: reasons which,
Barrows Dunham5 has arqued, are more often than not crucial. |
‘Iso1ating the nork as anvautonomou5'ordanic‘nho1e, Beardsley has
'been able to claim verifiability by examining only logical reasons.

It_may be argued, though, that his rejection of these other value

N

~

judgments is in contradiction to his.own 1oqica]:positiJist
-methodoloqgy whjch examine; all existing crtttca1 judqnents;
GiQen the analoay of.a fisherman eatchtng four different
specieéfof fish in his net, BeardS]ey, (the fisherman),'throws three
of them out, claiming that there'is‘but one species in the sea. As
|  s1mp11st1c as th1s sounds, quest1ons as ‘to how these other three
species interact 1n the system are d1sm1ssed Not .a_very sound.
empiricist procedure! -;h‘ . "- e \\“\
It'is queétionahle, thenefore how eomprehensive Beards1ey's
conc]us1ons are from exam1nat1on of only one aspect of cr1t1c1sm
The three canons deduced from his exam1nat1on have been qenera11zed
“to the extent that they beceme worth]ess in their app11cat1on to
cr1t1c1sm
Beards]ey ma1nta1ns that the cr1t1c, in the act .of .
'1nterpretatton, descr1pt1on and eva]uat1ona1s proceed1ng 1n a clear, - -
Qaluejfree and‘objectivevmanner 6 He makes a separatadn between
_emnihical ‘facts ahd subJect1ve facts, c1a1m1nq that the 1atter
. commit the affett1ye fa]]acy. A priori know]edqe is cons1dered
a eOntradietien;’-Subjective‘facts-are re]egated to'an ared of

‘""Rationa1‘Undecﬁdability."7i o S
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This stance on aesthétic knowledaerhas been .abandoned hy the
\nainstream of modern European philosophy. 8 In qenera1 the idea that
an obJect1ve world ex1sts apart from one's experwence of it is
d15cred1ted since the growth of Husser11an phenomenology and
Verstehende socio]ogy.9 Merleau-Ponty's critique of reflex arc and
. conditioned reflex theories, which fall under the empirioal- |
analytical tradition, is a_further attemot to impart a subjeCt%ye‘
element to perception.]O The basic assumption of the aboye critique
is that the subjective e]ement, that is Descartes' Cogito,.cannot

be eliminated from the aesthetic equation Aesthetic qua]itfes are
1nterpreted as anthropomorph1c and phys1onom1c characterwst1cs whwch
‘are inter- sub3ect1ve1y experwenced (Schutz, 1967) or as a priori (
'metaphors (Dufrenne, 1967).

‘ In summary. Beards1ey's formalism treats the artwork as an
entlty separate from the soc1ety which produced it. The redeem1ng
feature of his. theory is that it has sc1ent1f1c ver1f1ab111ty and

it is emp1r1ca1]y based. S1b1ey,]] K1vy,]2 and S1rce110,]3 who,areh
recent exponents of the 1oqica1—positivist phi]osophy, fall under

il

‘the same sorts of criticisms.

8.3 Critique of ‘Langer's Aesthetic Theory‘.. - | o

N

Suzanne Langer S aesthet1c theory presents an 1mprovement
over that of Beards]eys for her study departs from empiricism and
H1ttgenste1n1an pos1t1v1sm.]4 She has g1ven_more attent1on\to_the

subjectiye side of art by»introducing the notion of intuition‘and
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Gestalt. However, her claim that art-is a og1ca1 express1on of
feelings is subject to the same klnds of criticism as Beards]ey s
By far the most serious prob]em with Lanqer s approach is her
err—intellgctua1lzat1on of aesthet1c theory. Fee]1ngs, which
constitute the import of a work, are not felt, but only
conceptua]ized; [f Gestalt "means" a “tee]ing," if its value is
the concéotua]izotion of,fee1ino, all art becomes representative in
this ‘sense despite Langer;s insistence that it is the motif which
“embodies the feelinqﬂ Such emphasis is in error. .Mer]eau—Ponty;

~ for example, has shown that fee]inqs‘are perceived, not conceived

'i_Q{ ;f“in any sense at all, “Uhderstandinq"_o form is also a bodily
”reaction,‘ o
Th%s prob]em affects the entirerscooebof_her theory.
Although Langer has érqued that her theory is tru1y'a-"human‘“
aesthet1c," her assumpt1on that ‘the mind is a type of transformer
which unconsc1ous]y intuits the form of fee11ngs 1s, 1ron1ca11y,
present1ng -aesthetic theory t thelb101og1ca1 1eve1. Commungcatlon,
as she def1nes 1t, is_much 1[
l

The "arts“'among aniﬁa]s~are instinctive, genetically -

ike a biological explanation of how

animals .react to symbols;.

programned and therefore fnﬁerited 'Their responses have'been

‘cond1t1oned into the genes Jnd appear in act1on as 1nst1nct Th1s
is much the,same as Langer' 1ns1stence ‘that emot1ve symbols are.a
_direct communication'throug 1ntu1t1on Intu1t1on is. tantamount to

' instinot. For example, spa rowsl“readt>and "sinq".different

s during matinéitime.]sxuwhen a honeybee wants to tell
o ) ‘
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her hive-mates ‘where she has found food, she does a.wiggle dance

which is a miniaurized version of re-enactment of herwtripf]G. The

architectural works of the bower birds ‘in Au§tra]ia and New Guinea
take the form of a bower with two paralle] walls of arched tw1qs

In front is a display ground, decorated w1th a var1ety of blue

object, feathers. flowers, fragments of glass, rags;_etc.17 These

/ ' . -
are but a f%w'examp1es of how art is the employment of effects to | S/

-

produce affects.

»

_Langer's aesthetics preseﬁts no refleetion theory, and it is

this omission which causes her to resort to 1ntu1t1on and rely on
3

the concept of an "1dea1“ observer]8 as the measure of the capac1ty N
to grasp the expressiveness of-a work. . his capac1ty is innate and
cannot be‘_ta_ught.]9 The "ideal" observer becomes a thrdwback to .-

Hume's essay "0f the Standard of Taste" (]765)20 wherein he déve?ops
the concept of a "Qualified Observer” to distingdish a critic from
a naive observer. More recently, DucasseZ] has argued that judgments
may be d1squal1f1ed or ovenqu]edon ‘various grounds of insensitivity,
inattention, prejudice and inexperience. The assumpt10n of the
idea]kobserver rests on the geneka] principle that human naturei1s
Uhiform' However because different works of art appeal to d1fferent
temperaments, there is a res1dua1 range of unreso]vable |
disagreements.

In summary, Langer, in adopt1ng B numbef'of emﬁirieist
e]ements, has ensured that what was to be a tru]y humanist aesthet1c
is u1t1mate1y based on a b1o]og1ca1 3pde1 i

-
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8.4 Critique of John Dewey's Aesthetics

dohn Dewey's aesthetic,theony, in many asdects, suffers frdm_
the same criticisms as do Langeris aesthetics. Dewey,a]so,rejied'on
intgitiqn in communication. However, he called this ai“fusidn of :
felt qdaIities.“ It will be arqued be]ow that Dewey S praqmat1sm«
;is ahisfohica] Furthennore, Dewey's exp]anatwon of aesthet1c i_
exper1ence is based on a b1o]og1ca1 mode] which 1s reduct1ve in 1ts
approach.. Hence, Dewey-s sociological theory'1s tantamount to
‘osycho]og1sm | |
To beg1n w1th Dewey s pragmat1sm underscores the ro]e of

-exper1ence ~That wh1ch is drrectly experienced is. the most

‘VQ

authent1ca11y'known. Ih1s is a str1k1ng re]apse on the theoret1ca] K
Tevel from a genuine‘v sr1ent1f1c approach‘ wh1ch would say .examine
prev1ous successfu] ard un: uccessfu1 exper1mentat1ons

Dewey S instrumentalism asserted that sc1ent1f1c 1deas

propos1t1ons ‘and theor1es did¢ not ref]ect or reproduce any obJect1ve

rea11t1es : They were simply sxmbo]1c of the- rea11t1es wh1ch enabled

‘the exper1menter to regu]at= chcnges, mere]y usefu] dev1ces 22 It

waa not sc1ence which reveated ‘the inner nature of th1ngs but,
The intrinsic nature of events is revea]ed in
experience as the 1mmed1ate1y.fe1t qualities .
of things., The intimate co-ordination and even
fusion of these qualities ‘with the regular1t1es v
that form the objects of knowledge, in. the
proper sense of the word knowledge characterizes.

., intelligently directed experience, as: distinct . 5
from mere casua] and uncr1t1ca1 experience. 23 3' TN

Such 1nstrumentat1on states that science is re]atlve Hhen»Dewey L
.4 ,‘\‘. :

: m1xes up, the obJect1ve w1th the SUbJect1ve and fa1ls to draw a 5f,~'_ RN

Lo : L N ST B

8 ,' R '



clear distinction between what belongs .to the physical world and
. what is added by man, he relegates aestheti. qua]ities and
nor-aesthetic. qualities to the same level.

‘Empiricaily, things are poignant,'tragic,

beautiful, humorous, settled, disturbed,

comfortatile, annoying, barren, harsh,

consoling, sp]endid fearful...  These

traits stand in themselves on prec1se}y

the same level as colors, sounds, qualities

of contact’, taste and smel1: 24
~ And still further,

+ Things are beautiful and ugly, lovely and

hateful, dull and illuminated, attractive

and repu]s1ve Stir and thrill in us is’

as much thsérs as is ]ength breadth,. and

thickness. _ v ' —
This places aesthetic Judgments and emotional responses, whidh it
) will be argued, are social and historiCai‘phenomena,von a par with
physicai~sensations- ooaiities'generated'by the properties of the.
things themselves. Dewey has/faiieﬁ 1nto the trap of sub3ect1v1sm

Dewey piaces aii qualities present in inmediate personal experience

.. on the same ieve].. Pragmatism-piaces 50 much emphaSis on experience o

~that the’ attitude towards the past as a factor of historicai

Jcausation 1s.dismissed The empha51s on-action and experimentation :

j]eads to an unba]anced indiViduaiism 26'
Dewey s 1nstrumentalism approaches art as 1f it had no past
to detennine its occurrence at.a particuiar time and in a»
particuiar way H1S theory, as. Finkeistein c]aims,27 has provided
’ the foundations for the "Art for Art Saké Movements" and Buettner28
mentions that this_overemphasis on,1nd1v1dualism provided the"
29

foundations for_Ameritan Abstract Expressionist Movement.”.
| ¥ . s K ’ . .
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The devotion to a trial and error method raises the notion of
" experimentation to number one rank. Knowledge then, hinges on the

"’ ‘ "‘t;y ' ‘ :
way things appear to the observer who then chooses an action to

fit the circumstances This method discourages systemat1c search

'_ for the under1y1nq cau5es that produce the outward appearance of

art,
| ,dPragmatism drevents an understanding of art at a more
.profound level. 75 do so “t would be necessary to .seek out art S
_connect1ons with other th1ngs (i.e., 1nst1tut1ons) as. we11 as the
changes it undergoes thr0ugh t1me Th1ngs are not a]ways what they
seem to be at f1rst s1ght and w1th ]1m1ted exper1ence They are -
products of 1ong processes, outcomes of the past with a]] sorts of
re]at1ons to the present - A sc1ent1f1c aesthet1c should be able.
to provide a deeper understand1ng of art: and its contrad1ct1ons
,leor Dewey, however, sc1ence rema1ns mere]y a usefu] 1nstrument '
f'Dewey 'S pragmat1sm for examp]e, coqu not exp]a1n ”process"‘art' ‘
“as presented by Lev1ne Haacke, Kaprow Oppenhe1m and’ others 30 |
On1v a h1stor1ca1 assessment of art can. prov1de thws

The other maJor prob]em w1th Deweyan thought 1s h1s
.explanat1onsof ”aesthet1c exper1ence“ wh1ch 1s’Fraught with
:Darw1n1an b1o]og1ca] exp]anat1ons 3 Dewey-adopted Darw1n s* e
fevo1ut10nary process as an accumu]ataon of small changes in which
,gradua] growth w1th1n estab11shed fonns prevalls ' Oualltat1ve

changes and mutat1ons were m1n1m1zed 32 Dewey took over the not1on

‘of adaptat1on and app11ed it to the functlon of the m1nd

~
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The biological point of view commits us to

the conviction that mind...is at least an
R I ' organ of sérvice for the control of

environment in reaction to the ends of the

* life process.33 -

‘Darwinfhadbpointed out'how changes .in surrounding conditions led to
'a’se1ection of characteristics‘among'anima1S“and plantS’which
enabled them to become better adapted to the new env1ronment
Dewey extended this to cover humanity and -its mental act1v1t1es
Incessant changes in the1r s1tuat1on compel human beings to readjust
‘their actions and mod1fy the1r 1deas this'process.of readjustment
is the. hal]mark of exper1ence . the source of progress and the
: ma1n spring of’ menta] funct1on1nq Nowhere is th1s more ev1dent
' than in h1s descr1pt10n of aesthet1c exper1ence as an adJustment

to,surroundlng tens1ons and turmo11s.35

LA

8.5 Critique ot“Kaelin's,Aestﬁethcs'

_ Kaelin's aesthetlcs.present three facets wh1ch need to be
| cr1t1ca11y rev1ewed The f1rst 1s Ex1stent1a11sm, notably that of
l,the athe1sts, Sartre and He1degger, the second 1s phenomeno]ogy and
,the last is Kae]1n 'S ‘own structura]15m In what fo110ws, it will’
>‘~be argued that ex1stent1a]1sm as a ph11osoph1c current 1s -
binon sc1ent1f1c and ah1stor1ca1, phenomeno]ogy at the psycho]og1ca1
- 1eve1, as ex1stent1a11st s methodo]ogy, is” a form of subJect1v1sm
wh1ch cannot acconnndate tr concept of "1deo]ogy A soc1o1og1ca1

'phenomenology (Verstehende) is requ1red at’ th1s 1eve1 to exp1a1n ‘ g;;,

the 1deo]og1cal bent . of cOnsc1ousness Last]y, Kae11n s pos1t1on,
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<1t w111 be arqued, is in essenee, a struetura11sm dangerous]y
Iean1ng towards formallSm His is but a pa1e reflection of Roman
Inqarden's structuralism. Structuralism wi]]vbe criticized for
. its avoidance of diachronic transformation It w1]1 be squested
'that Burnham S structurallsm is a much more adequate theory at thlS
Tevel. . | |
The Ex1stent1a11st psycho]og1ca1 tone 1s an overwhe1m1ng
sense of tragedy wh1ch arises- form the inherent and 1nsurmountab1e
sense]essness of man' 'S position in the world, The.prlmary
propos1t1on of Ex1stent1a11sm 1s that ex1stencev which 1s def1ned
as the 1mmed1ate I1v1nq exper1ence of the. 1nd1v1dua] takes!. pr1or1ty
_ over essence: that 1s that one must begin from the subJect1ve 36 |
| V'Thls is the- athe1st1c assumpt1on thCh c1a1ms human nature is made;"'
‘Catho11c ex1stent1a]1sts ho]d the d1FECt oppos1te He1degger and.
Sartre ma1nta1n that it is- 1mperat1ve for a person to exert h1s
.w111, choose among poss1b1e courses of actwon have free ch01ce oF-A
;dmora1 va]ues and the persona] creatlon of sp1r1tua1 1deals |
| _ Moumer37 summar1zed the recurr1ng themes of Ex1stent1a11smu'
" as cont1n9ency of the human be1ng, the 1mportance of reason alone,;'
the use of the d1a1ect1c man as a be1ng who is a]ways becom1ng?
.the 1nstab1]1ty of be1ng human, 1nauthent1c ex1stence man S

emp1r1ca1 ex1stence as a]ways threatened man sessent1a11nd1v1dua11ty, :

and f1na11y, man as constant]y p]agued by the “noth1ngness" of

| '~ex1stence Th1s 1nc1udes the noth1ngness frOm wh1ch he came, 1t 1s

' the nothwngness wh1ch he exper1ences in the present and it is the

-
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réalization of nothingness in the future (Sartre's thesis of Being

and'Nothingness).
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Such radical individualism sees science as irrational becausef'-

‘ tthe universe is treated'as ﬁrrationa1 and absurd. 38, The absurd is

who]]y subJect1ve, ar1s1ng from the 1nd1v1dua1 S apprehens1on that
“the most cruc1a1 questions must remain unanswered because the wor]d

remains 1nherent1y.1ncomprehens1b1e. The Ex1stent1a11sts do not

recdgnize any socia1~1aws Amb1gu1ty pres1des over ex1stence R

Any o1ven s1tuat1on has no 1ntr1ns1c structure, trends or 51gns
There’ is no way to tel] ‘whether one a1ternat1ve is super\or to

another, -

The'Existentia1ist picks that SO1ﬁtion he prefers,.since the

‘ outcome is a matter of chance or capr1ce 39 He refuses to concede ,

..that the outcome of a s1tuat1on depends upon the re]at1ve we1ght of
Cal factors atlwork w1th1n 1t;mhe wants to make the sett]ement
depend enti rely -upon "t.he Qm of the individual- "This tenet runs
into conflict with' the observation uhichjsees-thévresu1ts_of man's
’actfvttieseoftenfat‘Odds‘with'his intentions,_desiresiand7
exoectations | :

| Under1y1ng forces wh1ch determlne the outcome are g1ven ff
to.aCC1dent 40, Ex1stent1ahsts hold that the obJect1ve and sub3ect1ve
vcomponents of be1ng do not ex1st apart from each other and in fact
_the subJect makes the woer what ittis. He1degger, for examp]e, :
'_c1a1ms that there 15 no world w1thout man. 4 Th1s 1dea11sm is im:
:d1rect oppos1t1on to ‘the c1a1ms of mater1a11sm whlch c]alms "wor1d"

-

.ex1sts 1ndependent1y of man 'S exper1ence w1th it.
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The entire'thrust of Existentia1ism reyolves around the
.“absolute primacy of the consc1ous subJect over everyth1nq objective,
-whether it be phys1ca1 or social. The truth and va]ues_of
exmstence are to be found exc]usﬁve]y within the experienCes ot'the
l1nd1v1dua1 ine h1s self -discovery and the se1f creatlon of what he
‘authent1ca11y is. Such a ph11osophy fa1]s 40 exam1ne the mater1a1
ex1stence of th1ngs and how they affect men' s 11fe |
Phenomeno]ogy, in its methodology on the psycho1ogita] Tevel,

acc0nnndates Existentialism ob]iding]y ‘ Intent1ona11ty as-an

S
2

act1ve se]ect1v1ty of phenomena by the 1nd1v1dua1 - ties in w1th

-~

the sub3ect1ve rad1ca11sm of Ex1stent1a11sm :"For Sartre the
phenomen01091ca1 doctr1ne of the 1ntent1ona11ty of consc10usness '

47 .

. not on]y Teads to but 1s an ex1stent1a1 theory M Phenomeno]ogy,

e,by deal1ng w1th the natura] attwtude, prov1des a necessary mater1a1
base wh1ch is m1ss1ng in Ex1stent1a11sm Phenomenology, as 3
-rprocedure turns its back at.least pr0v1siona1iy,-upon the real and
soc1a1 and natura] env1ronment : It concentrates attent1on upon the' '
states of consc1ousness and the array of obJects scrut1n1zed by theh _
ST , : o
-f‘ Phenomeno]ogy rests upon the direct: 1ntu1t1on of states of
:m1nd and 1nned1ate 1nspect1on of th1ngs, not as the 1n1t1a1 state f ‘15{
'hof know1ng what they are but as conc1us1ve ev1dence of the1r
def1n1t1ve nature The 1ntrospect1ve th1nker de11berate1y restr1cts -
h1mse1f to- phenomena as they become man1fest w1th the further 11nkage i?-
"of appearances of thvms w1th the cond1t1ons and causes of the1r\

occurrence,, It gs here that the ent1re weakness of the

A
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1

‘phenomenological me thod ties. ’The notion.ofbperception, depending
_on;thé.pre-existent‘e1ement of choice,egiyés perception'an active
and_intentional elemeht which surpasses the passive mﬁnd of.

he emptricism. Howeyer,hthe'under1ying ca&ses of thjs_intehtibna]ity‘

" are not examined. | b s ]
.'PhenomenologV'c7aims to be.an eoistemoiogically neutra1
_‘1nstrument for the: 1nspect]on of the. presentat1ons of conscwousness
"and therefore a presuppos1t1on1ess ph1losophy 43 In 1ts”attempts,

’:to seek 0ut the re- construct1on of the Lebenswe]t it fails to eohe _"'
| to: terms w1th the deeper causes of aesthetwc Judgments SchUtz,44:
for examp]e in h1s ana]ys1s of the Other, ‘shows that there is a
~Jjump from pure consc1ousness, wh1ch a]one can, be 1nvest1gated by
.phenomeno1ogy, to that oﬁ soc1o1ogy wh1ch cannot be |
phenomeno]og1ca11y pure s1nce the prob]em of mu1t1ple rea11t1es o
'crops'up; In.order,to’come‘to terms with the deeper causes for.-
consciOUSness the‘exahination of the institutiona1 bias of'the

: Lebenswe]t has to be taken 1nto account That 1s to say, the Ce

-ofphenomenoToq1ca1 start1ng po1nt or- rohe 1s 1tse1f under a

partlcu]ar 1deo]og1ca1 1nf1uence~' Phenomeno]oglca1 neutra11ty may
enot_befpossib1e Intent1ona]1ty is’ pre cond1t1oned '
Let us take for examp]e, Natanson S. argument that the

phenomeno1og1ca1 method, as app]1ed3to the aesthet1c oblect (1n o

cvpart1cu1ar the theatre).requ1res a member of the aud1ence to enact

: the phenomeno]og1ca] reduct1on and reconstruct the obJect Thef~

;natura] att1tude must- be bracketed otherw1se one- becomes too

45»‘ The wrj ter agrees w1th Natanson ﬁ\at‘ such a

&
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procedure does take place but the underlying causevfor-this'7
~ procedure is not entirely a subjective intentional act. This is
_ibut one aspect of the event. Conduct at a theatre D1ck1e46'
; arques, 1s qoverned and structured by convent1ons wh1ch are 1earned
“in much the same way that a- nat1ve 1anguaqe is 1earned TheSEy~—
convent1ons are non- aesthet1c mechan1sms which cou]d not be
_exam1ned on a psycho]ogwca1 1eve1 They are’ 1mposed by the arttstic
1nst1tut1on or are’ consc1ous1y broken by the dramat1st Such' : : S
Zconvent1ons cequ1re h1stor1ca1 ana]ys1s o
: Kaufmann,47 fo110w1nq Natanson, attempts to compare the _
'phenomenolog1ca1 method to the concept of d1swnterestedness as 1t
relates to the _Egghg " art bears compar1son w1th phenomenology
i as convert1ng the natura] att1tude towards the exper1enced world 1nto
_the transcendenta] att1tude toward one s exper1ence of the wor]d "48."
Th1s attempt 1s also a fa11ure because it cannot exp1a1n the

'(“screen1ng out" of a Ch1nese property man in a Ch1nese drama,
nor. the m1111ng of actors amongst the aud1ence in one of Brecht s’
”-p]ays These sorts of aud1ence behav1or requ1re "other" sorts of E":ff' .
.exptanatlons ‘ L ' ': ) L

These other sortsuot'eipianations»Should-befon a'more‘f~,

compxex 1eve1 of know]edge of the world for examp1eﬂ what

_'Mannhem49 has ca]]ed "part1cu1ar 1deo]ogy " Such an analys1s wou]d J ';kyf]-

kiexamwne the p011t1ca1 ‘or soc1a1 be11efs and va1ues of . theatre'
".The not1on of "1deo1ogy" carr1es w1th 1t the 1mp11cat1on that - i} -
_certa1n "1nterests"~are 1nvo]ved Ana]ys1s done by the drama »

ni/icr1t1q,'Kenneth B_,ur.ke,s_0 whose "dramat1sm" has been promoted to y"

!
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equa1 rank with “symbo]ic interactton“ or-"social‘exchange,“.
"prov1des a better exp]anat1on
VDramat1sm udl is a method of study of human relat1ons 1n
'terms of ' act1on | As a method Burke 5 dramat1sm addresses the
‘”emp1r1ca1 quest1ons of how persons exp1a1n their actions to
themselves and others, what the cu]tural and social structura]
:1nf1uences on these exp]anat1ons might be. and what effect
connotat1ona1 11nks among the exp]anatory (mot1vat1ona1) terms
m1ght have on these exp1anat1ons and hence, on action 1tse1f
"As a. ‘meta- method , dramat1sm attempts to account for the
:mot1vat1ona1 (exp]anatory) vocabu]ary of ord1nary d1scourse and
1ts 1nf]uence on human act1on and for part1cu1ar soc1o1og1ca1
52-’

-.vocabu]ar1es when they are used to exp1a1n human act1on

R

Th1s stress on mot1ve 1s 1nf1n1te1y super1or to the

phenomeno]og1ca1 method ( or taken—for-granted method) described

by Natanson because Burke concerns h1mse1f ‘with the political. b1as
fof the p]ot (1 e., soc1a] 1mp11cat1ons of “murder"vor "theft")' )
- and the language s mean1ng as 1t relates to the 1nst1tut1ons |
;:Burke is 1nterested in a tr1part1te unoerstand1ng of mot1ves the.
;t]anguage of exp]anat1on, exp]anat1on in 1anguage and 1anguage as -
’exp]anat1on 53 ~D1alect1cs‘ns hTS method v Th1s 1nvoTves the concept;gq

of- contrad1ct1on and "the 1ron1c presuppos1t1on that one approaches f‘d

a fu]]er, more true, exp]anat1on for soc1a1 act1on by tak1ng
u,oppos1ng perspect1ves on that actton Sfu, /‘ '
| Burkeﬁ 11ke the phenomenolog1sts, 1s try1ng to. come to. an

- 5 R
. understand1ng of an: artwork s "substance“ or essence 5 However, o

,!'v,



this "essence". is equa] to the sum of ‘the connotat1ona1 attributes
whlch he derives from an exam1nat1on of the ratlos of dramat1c
actlon (these ratios are der1veolfrom the re]attons of h1s pentadf
Scene,TAct, Aoent, Agency; Puhpose). Hence,-his:ana1ysts provides
"fa_oeeper-and caosal‘underStanding of a:pTay's’essence

| Kae11n 1n acknow1edg1ng Roman Ingarden s aesthettcs
'adopts a structura11sm wh1ch attempts to re]ate depth: to surface,
%sUrface to,surface.and.depth to- depth features. The entire work
of art isvtreated as a system'which attempts to seegits strata .
(parts) asithey relate to the whole. Kaelinis structuré1tsm
'includes-aISOciologicei e]ehent;'but only ﬁf the artwork has

“depth“‘(on]y representationé]‘elements) Social Facts and

1deo]og1es on a qroup level are exam1ned but when abstract works = -

—"are cr1t1c1zed Kae11n resorts to a forma11sm 1n ‘the sty]e of Bell ~

:fand Fry 7 | |
| Jack Burnham 557 aesthettc structura11sm 1s a s1gn1f1cant
_t1mprovement over: that of Kae11n because he is ab]e to avo1d

}.forma]1sm by adopt1ng Roland Barthes sem1o1ogy and Lev1 Strauss S

‘..enthrop0199y. By adopt1ng the concept of Barthes ' meta—11ngu1st1cs -

‘(signitying and s1gnmf1ed) Burnham s able to examine the var1ous o

1deo]og1es presented by modern art as they reJate to cu]ture,

"‘h(i' Cub1sm S attempt to e11m1nate Rena1ssance form and: space,_

Imoress1on1sm s react1on aga1nst academ1c trad1t1on, process art s

,attempt to e11m1nate art as commod1ty, M1n1ma11sm s reJect1on of all. -

'the assumptlons of forma11st aesthet1cs such as the concern for

’1nterna1 re]at1onsh1ps) R
o
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Following Levi-Strauss, Burnham considers art as myth-.
Binary oppositions in art are formed: from the relationship between
the natural and‘the‘cultura1i Three btnary oppositions are presented

in the construction of art as ‘myth. These are:

rd

1. The system of rhetoric in which the cultural orientation
_presents the aesthetic ideology behind thevartWork in terms of a
‘style, school, or philosophy. .The natural opposition includes the

most authoritative writing about the artwork as an ideo1ogica1

< -

description
2. The system of articulation.in wh1ch the - cu]tural
or1entat1on presents the . content of the artwork through the

" experience rece1ved the natura] oppos1t1on is the art obJect wh1ch y

o

signifies the exper1ence B '3 o

3. The Rea] System where the natural oppos1t1ons are the ‘ oo

-terms def1n1ng the mater1a1s, subJect matter and work done »These-

,are related to the cu]tural side wh1ch cons1sts of the terms def1ned

jand dec1s1ons and the1r mean1ng 58

Both Kaelln S and Burnham s structura11sm 1s suscept1b]e to

.nthe ma1n cr1t1c1sms levelled by . M1chae1 Lane,59 who notes that

'structura11st ana]ys1s is centra11y concerned w1th synchron1c -E
”,:structures That is, structura11sm is an ah1stor1ca] study,607andc,

'dalso ant?—causa] This . means | ‘that. certa1n structures are seen to
_ nibe transformed 1nto .another structure Repeated observat1ons penn1t |
A'the observer to say that a g1ven structure 1s a]ways transformed

“in a part1cu1ar way, not in response to causa] 1aws, but to laws of

=N

“transformation.®! o N :



s c]oser to the fonma]1sm of E]1seo V1vas63 and Murray Krieger

‘Lane's critique of structuralism focusses on the investigator's

search for structure wh1ch ‘goes below the consc10us rea11ty of

the subJects themselves. ' In doing so, there is-a basic assumption

wr

whlch states that there are homo]og1es or correspondences in

'structure between one aspect of a society and another ?ence,

~ there ex1sts a universal unconscious m1nd wh1ch performs/g1m11ar

structuring act1vlt1es in a]l_soc&eties and through all

e YN L . TN
1nst1tut10ns. -mStructuralwsm be1ng an ahistorical study,

-presents a c?osed system on th1s level It is re- emphas1zed that

Kae11n has presented a pa]e version of structura11sm His aesthet1c

64

g who are advocates for the New Cr1t1cs They claim that a work of

art (1n,the1r case, 11terature) is. a se]t—contained entity whose.
ent1re mean1ng may be derived by exam1n1ng 1ts strata. a]one

Cu]tura] or soc1eta1 1nf1uences are not g1ven any attent1on Duef

to these 1neff1c1enc1es, Kae11n s aesthetwc cannot exp1a1n process -

art as presented by the conceptual_artfsts Vike Duchamp, Levine,

‘A]ex Hay,'Oppenhe1nfandrothers. ‘Burnham, on the other‘hand,fcan

‘deal with these movements, but only on the synchron1c level. There

is no explanat1on for the under1y1ng causes of aesthet1c 1deo]og1es;

In: swnmary then we may say' that Beardsley S ]ogIcal— ’

pos1t1v1sm does not prov1de a suff1c1ent base for a comp]ete k

216

~ This wou]d requ1re a socvo h1stor1ca1 approach T o e
R
8.6 Summary - W TT.es o



aésthetic. Langer's theqr}, it was shown, is an over-
inte]]ectUalization»of aesthetic phenomena, while Dewey's

' pragmatism is ahiétorica] and biological. Kaelin's aesthetics was
eésentia]ly a structuralism wHicH was closer to a formalism
‘fem{niscent\of'the New Critics. Tt was'spégested that
aesthetié{ansllike B%phhgm had developed~a muchmore refined
:_-aesthetic, but stru éUﬁalism,,per se, fs a closed gystem at the
deep structural level. _Lastly, it was argued that~Ex{§tentia1ism.
was'non—écientjfic'while phenomenology on the p§ycho]6gica1v1ebel
was inadeqhate to handle sociblogica] and ideological elements.
Keﬁneth;Burke‘provdded an infinitely more adequate meta-criticism.
It should be noted fhét 6n1y Beardsley provides a verifiable
method for criticism. In this sense, hiélthéory fs,sciéntific.

Dewey offefS‘relgtivism; Langer must rely on "intuitibn" in her

[ 4

ae§thetfc§; whilé Kaelin's position is one of radical subjectivism.
What is needed is-a scientific aesthetic which would overcome the
; problems herein pfesentedj The next: chapter will argué that a

; scientific-socio-histofica]_aesthetié is'ppssibie.ﬁs
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_ CHAPTER NINE

d.Marxist Aesthetics

g

Moy

9] Introduction N

" The prev1ous chapter presented a cr1t1que of Beards]ey,
:}Lanqer, Dewey and Kae11n The underTy1nq 1mp11cat1on of th1s
' { cr1t1que was the need for a truly human sc1ent1ﬂ1c aesthet1c wh1ch
- wou]d overcome the prob]em of psycho]oq1sm by present1nq a‘-. .
. ver1f1ab1e methodoloqy on a- soc1o]0q1ca1‘1eve1 . It w111 be arqued
| ;1n th1s chapter that the d1rect1on such an aesthet1c shou]d take '

'1s towards a. neo- Marx1st/soc1o hlstorwca] theory of aesthet1cs

It may be reca]]ed that the Athe1st1c Ex1stent1a]1sts

_/ \p

o qoa] 1s to- have conduct requ]ated and Judqed by'relat1ve human

G ‘standards . Furthermore man RS seen as accountab]e on]y to h1mse1f

dand for h1mse]f and has no r1ght to sanct1fy or Just1fy h1s dec151ons
:by reference to any 5upernatura1 source Marx1sm has the same

'goa1 however wh11e the Ex1stent1a11sts v1ew on]y the 1nd1v1dua1

‘ as a be1ng 1n an. a]1en env1ronment ah1stor1ca11y, Marx1sm cons1ders S

| }man h1stor1ca11y as "the very product of the components of a
i-hnatura] and soc1a1 rea]1ty that equ1p h1m not on]y w1th the ab111ty
'Jto adJust to 1t pass1ve1y (as 1ower be1nqs do) but a]so w1th the

| 3i3ab1]1ty to alter it accordtno to h1s needs'"]*“‘



The real problem of. defining a Comp1ete aesthetio may be
: o . o : . 2

seen in;this quotation: o Co S

..By. seeing. only the. individual, Existentialism
lost society, and by seeing only society, -
Marxism lost the individual. There are the’

- extremes of.a truth that 11es somewhere in

‘the middle.2 T

The "m1dd1e ground " as the Marstts ma1nta1n, must have the -

cr1ter1a of freedom and necesswty3 to ach1eve the pre cond1t10ns for

Y

"art; the release from the‘day to»day struggle for food and she]ter:’
For the.Existentia1ists,hfreedom‘is‘the'neoessary‘”midd]e " Theirs
.is “the demand for. the recognition of the r1oht of the artlst to f
vexpress h1mse1f w1th full 1ntegr1ty and honesty to h1mse1f and

wythout'wnterference, 4

9.2 Socio1ogica1.Rejativism

AestheticrtheorieS'Which attempt to provideva'SCienttfic'

: foundat1on for th1s "m1dd1e“ often fa11 1nto a soc1olog1ca1

_ne1at1v1sm, an argument wh1ch postu]ates that d1fferent soc1a1

' ‘groups w111 dec1de on aesthet1c matters d1fferent1y, and that other'

"-soc1al strata w1]1 d1sagree Furthermore, soc1a1 re]at1V1sts argue -

i \ )
: that 1n d1fferent per1ods d1fferent tralts of ob]ects w111 be

deemed aesthet1ca11y'va]uable Last]y, the arqument sees co11ect1ve"

' fitastes rather than’ 1nd1v1dual tastes as more worthy to exp]ore

' 6"
‘Boass and Brun1us present.var1at1onsvof such a v1ew o

Soc1o16§1ca] re]at1v1sm cannot answer the soc1eta]

} "we1ght1ng" or sh1ft1nq responses to aesthet1c obJects,
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nor can it answer quest1ons concern1ng who (1n a soc1ety) has access

--to various artworks, nor who is pr1v11eged to own such artworks

vframework

gand on what grounds art is reJected or condemned Such~concerns~f>.;

may-1nc1ude.reljg1ous, po]1t1ca1, mora].decisions‘which‘ou%weigﬁiﬂa.

other Va]ues;'

An 1nst1tut1ona1 ana]ys1s,.a10ng Marx1an 11nes, can prov1de

answers to these quest1ons and ‘to other. s1m11ar quest1ons for B
examp]e why there is a- d1st1nct10n between "h1qh art," popu]ar

,art,“'”folk art,‘ and mass med1a A soc1o h1stor1ca1 ana]ys1s

s ab]e to find patterns 1n the recurrences of the acts: of

"apprec1at1on T : -';- .

o The hvoostat1zat1on of the “art wor]d” as. the 1nst1tut1on

wh1ch "kn1ghts“'the work as-”art M 1eg1t1matlzes the nonns and

1reporters, art h1stor1ans ph11osophers of art, art1sts and art
'theor1sts, can be exam1ned in 1ts h1stor1ca1 deve]opment :Butf
caut1on 1s needed-at th1s po1nt An exam1nat10n of the “art wor]d"
.ah1stor1ca]1y 1eads back to an “1nstrumenta11sm" or pragmat1sm

Eof soc1o]og1ca1 re1at1v1ty It s1mp1y states that th1s 1s the

' current" work1ng def1n1t1on of art Quest1ons as.to,whyrcertann
tpropert1es of art have been s1m11ar]y va]ued in different.r'“
~c1rcumstances and t1mes or quest1ons wh1ch ask who is 1n contro] of
'the ”art world " what structura] changes 1t has undergone because
_of po]1t1ca1 and econom1ca1 chanqes ( Dada and Surrea11sm as o

'p011t1ca1 movements) can on]y be answered in.a sc1ent1f1c Marx1st '

A
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taesthet1c va]ues and commands an aggreqat1on of cr1t1cs, consumers,,.
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9.3 Marxism: A Science 'g S 1-

It is 1mportant to stop for a. moment to examine the c1a1m of
|

sc1ent1sm“ of Marx1sm and to .compare its dos1t1on aqa1nst ‘the other
b

'sc1ences of emp1r1c1sm (Beards]ey)' praqmat1sm (Dewey) and
‘ Iphenomeno]ogy (Kae11n) wh1ch c1a1m to exo]d1n human rea11ty
“The f]rst d1st1nct1on that needs togbe made is that Marx1sm

;Adeals w1th human va]ues wh1]e emp1r1c1sm dda]s w1th natura1'-'
| .

laws Both are nomo]og1ca1 pursu1ts L1ke natura] sc1ence Marx1sm,

;eas methodology,_f, consc1ous“ of each condept method and -procedure -

-',used. However c0nsc1ousness" here 1s\not the same as that

/

:referred to in the natura] sc1ences The prosnect that consc1ousness-

'about human va]ues and re]at1ons is d1fferent ‘than that of natura] e

"i'sc1ence was postu]ated by D11they

} W11he]m D11they had pos1ted that the d1sc1p11ne .
_ dea11ng with cultural phenomena or . ‘spiritual

- products' (the Geisteswissenschaften) were .

“to be’sharp]y differentiated from those dealing
'.w1th phys1ca] matters (the Naturw1ssenschaten) 8.

‘The Ge1stesw1ssenschaften sc1ences, then prov1de a d1fferent ]og1ca1 f

status on human re]at1ons : Beardsley S aesthet1cs, for examp]e are -

based on the sc1°nt1sm of natura1 sc1ence and 1ts 1og1c, not on:

cul tura? TOgic.

' Phenomeno ogy, too has reJected the “sc1ent1f1c att1tude'

. of the natural sv1ences by adopt1ng the "natura] att1tude "o

~
R 1

 Habermas writes,| -

rl r1ght1y cr1t1c1zes the spec1ous o

ivity which: offers to science a being-
elf of facts structured accordingly to
nd which, furthermore concea]s these




- acts and consequently is interwdven with
practical interests.” =~ =~ o :

However Schutz, who has deve]oped a ph%nomeno10q1ca1

V sociology (Verstehende), writes,

_f . Lrational act1on on the common level is
b a1ways action within an unquestioned and
" undetermined  frame of%constructs of

© 7 typicalities of the setting, the motives,
“the means, and ends, the courses of action
and persona11t1es involved and taken: for
granted 10 :

t

Whereas phenomeno]ogy ‘examines act1on as "unquest1oned" and’

[

”undeterm1ned‘ %arx1sm 15 concenned with the 1deo1og1ca1 reasons

for. such act1on Phenomeno]ogy, Hn 1ts exam1nat1on of natura]

lattltude "”1mpl1es an unse]fconsc1ous, non- ref]ect1ve man who ,»
' d1rect1y and 1mmed1ate1y enters 1nto soc1a1 re]at1ons w1th others

in tenns of h1s 1mmed1ate persona] qoa1s and h1s d1rect and :

1ntu1t1ve apprehens1on of a s1tuat1on ]] f%

Haber‘mas]2 in h1s 1naugura1 TectUre at the Un1vers1ty of

-Frankfurt, exam1ned three theoret1ca1 or1entat1ons, the pos1t1v1st

-the hermeneut1c and the cr1t1ca11y or1ented sc1ences and concluded

tha'ta R - "
. the hermeneutwc science neg]ects to account
for the prior understanding of the 1nterpretor,
which is inherent in his vantage point and through
~ "which interpretative know]edge 1s a]ways g-
~.commun1cated L :

A.”cr1t1ca1 or1entat1on" as offered by Marx1sm overcomes the;
shortcom1ngs of pos1t1v1sm, phenomeno]ogy and hermeneut1cs _Its-'f

"sc1ent1f1c" base rests on d1a1ecﬁf%a1 mater1a11sm Th1s is 1ts

ph11osophy and 1oa1ca1 method wh1ch dea]s w1th the evo]ut1onary
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process in its entirety, including nature, society and the human

mind. 'HiStorica]-materia1ism js_tts-sociology which investigates and

.formu]ateﬁ the laws of. soc1a] deve]opment and'scientificbsoc1a1ism“.v
15 its po11t1ca1 economy, which stud1es the operat1on of the
contrad1ct10ns in‘a society. ]3, Such a science is ver1f1ab1e

through exam1nat1on "of the historical record.

9.4 Is a Marxist Aesthetic Possible? ™ = R s ft

Y

Marx1st aesthet1cs has been 1nterpreted in the Nest from the
~ economic determ1n1sm of Munro,]4 who sees 1nd1v1duals-as pass1ve~- :&
.’h‘products of a\soc1a1 orqan1zat1on, to a sheer 1mp0531b111ty by the o k“ : | o ;,
thr1t1sh aesthet1c1an Scan]an,]S who c1a1ms that Marx and Enge]s SR ;\{:I

'had sa1d ”l1tt1e” to estab11sh th" re]at1onsh1ps between art and

econom1cs, art. and part1sansh1p an’ art and h1stor1c1sm Rader16 )

°
Y

. and BaxandaH]7 think otherwise“ and endorse 1t

-5 -

. The main cr1t1c1sm 1ev1ed aga1nst Marx1sm,vboth in the Nest

fand East 1s what 1s known ‘as vu]qar Marx1sm As M1ros]av Beker]8

~argues,, "we reach the concﬂus1on that Marx1st cr1t1c1sm is-a
;s1mp]1st1c approach in wh1ch a work of art is- treated 11kefa~

ef]ect1on of the econom1c bas1s and 1ts tendenc1es

9.5 The Soviet View- Lo - ‘

[
~

~

Another s1de of "vu]gar Marx1sm" has been developed by the
Sov1ets through the1r 1nterpretat1on of Marx S wr1t1ngs 1nto the

closed def1n1t1on of soc1a11st rea11sm the maJor prob]em be1ng -._:;

. 4\1
Lo
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e
| ¥
the conf]ict over the.preference of ontent over fonn A priority .

of content criteria preva11s to 1nc1ude on]y representational art,

,and even here,»the sub1ect matter is - h1erarch1c It is for this

reason that the view may be termed ”vu]gar " because the problem oﬁf”ﬂ-\j>- |

‘aesthet1c forma11sm is d1sm1ssed ent1re1y or 51mp1y re]egated to

the category of bourgeo1s 1mper1a11sm

Ear]y wr1t1nqs of Sov1et aesthet1c1ans ref]ect thlS prob]em

{

'““\but “soc1a1 reallsm" had not at -that tlme been estab11shed as the

I

. off1c1a1 1deo]oqy P]ekhanov (1856 19]8), often referred to as the

founder of Soviet aesthet1cs as Baxanda]l]9 reports ‘gave precedenee
to soc1o1og1ca1 over aesthet1c 1nqu1ry At t1mes “he Tet

revo]ut1onary preoccupat1ons confuse h1s scientific detachment M

‘Plekhanov offered two cr1ter1a for eva1uat1on the harmony of an

idea and 1ts form and the truthfu]ness of an’ 4dea Morawsk1Zp

cons1ders P]ekhanov -to be expound1ng an aesthet1c on a b1o1og1ca1

' 1eve1, and certa1n1y the 1nf1uences of . Darw1n are vws1b1e hen i

-P]ekhanov cons1ders human creat1v1ty as a “dr1ve" or 1nst1nct

Plekhanov ment1ons sexua] attract1on an 1m1tat1ve 1mpulse and a

;respons1veness to ant1thes1s, to symmetry, to rhythm, and to o

an1m1st1c phenomena as the reasons for the e creat1ve drlves

- ‘..

Furthermore, Qy presentlng Marx1sm at the bxo]og1ca1 1eve1 he iS' .

'subJect to the same cr1t1c1sms as those d1rected at Langer and

'Dewey

t

Anato]y LunacharskyZ] (1873 1933), as the Sov1et Repub11c s_

.F1rst Peop]e s Comm1ss1onar of Educat1on presented a Marx1st—

Len1n1st aesthet1c "Theses on the Problems of Marx1st Cr1t1c1sm,“
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written in 1928, advocated.preference.for'the examination of social

content to-arrive at the social_essence which it embodied.

!

However, Lunacharsky- did not foroet form. Form had to reflect . . "

context "as closely as possible, quing 7t maximum expression and

22

. assuring thezstrongest possible impacit on the reader."* _ Morawski23

writes that Lunacharsky was receptive to modern movements
'(egpress1on13m, cubism, futur1sm and pur1sm) defending the right -

. of art to exper1ment

Th1s ]1bera11sm d1d woe last 1onq Borki and Zhdanov's.

4

wr1t1ngs pushed towards an "institutional" version of soc1a11st

v-rea11sm The F1r§t Conqress of SOV1et wr1ters estab11shed th1s

£

» doctr1ne in 1934- 1936 and Sta11n became the cu]tura] head- hunter

Most recent]y the official po11cy0has been expounded by

VTad1m1r.Kemenov24 and N1ko]a5%5hamota.25 The slogans involve such

statements as,

l.The art of soc1a11st redlism, which expresses

- the tastes of the people, fights for a peaceful

. life for creative labor and arouses revo]ut1onary
'thoughts and fee]1nqsz :

\

At present the trans]at1on of Marx1st Léninist thought 1nto -
an aesthet1c theory is a conf1ned natura11sm even thouﬁh Marx

-h1mse1f had no notion of m1mesxs

. How could he [Marx] poss1b]y have conceived of
"~ this reproduction as mimesis at the beginnings
- of aesthetic phenomena? .No writer of the m1d—26
nineteernth century knew the earPiest cave art .

Because of th1s overemphas1s on natura11sm by the Sov1ets we must
a 1ook t0wards other trans]at1ons of a Marx1st aesthet1c '

o -
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- 9.6 The Neo-Marxists : : G e
— = . K : .
BN

what\distinguishes the:neo—Markists from "vu]gar" Marxism is
the position that in a11 soc1a1 deve]opment, chanqe 1n 1nfrastructure
(the econom1c base) is of pr1mary 1moortance wh]]e the V
-superstructure (the 1deo]oq1ca1 doma1ns of no]1t1cs, 1aw, re]tqton

ph1losophy, 11terature pa1nt1nq)'1s of secondary 1mportance
. / ‘
‘f‘However, a change in the 1nfrastructure s, not the cause . but only a

' preconq;t1on for changes in the superstructure D1fferent areas

v*\

.~may deve]op re]at1ve?y 1ndependent1y, caus1ng 1deo1og1ca1 Cross-
“fert1JLzat1on, but the deve]opment of- the who1e Is(é;tarded

_(decadence sets 1n) if the econom1c base does not\change for a 1ong ‘

N

t1me Change is ne1ther predeterm1?ed nor spontaneous It var1es

ana f]uctuates 1n re]atlon to the more fundamenta1 econ0m1c

structures wh1ch detennxne the extent of the a]]ocat1ontof soc1a1

.resources to each 1nst1tut10n "There ds’ no u1t1mate end on]y

Qa

‘ends that man is capabTe of- conce1v1ng "27 Lukacs, in Hungary, »
S . - ) . , N

‘;and Morawsk1, 1n Po]and present such v1ews . ;]Ti o

e o Laow . -
9.7 LukaEs'

Lukacs, wgg 1s by far the most prom1nent of a]] aesthet1c1ans
carry1ng the Marx1st banner has been g1ven cred1t for show1ng that

; there is a Marxist aesthet1c Morawsk128 has pralsed h1m for the

‘development of three nova in Marx1st aesthet1cs “ The first novum s
'ukacs research method ’"The study of the h1story of 11terature

in the 11ght of h1stor1ca1 change does not seem part1cu1ar1y new
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Hhat,is new, however, ts his view of the philosophical interpretation
‘of artistic creation. "?9 ‘The second novum is.hts historical

_ 1nterpretat1on of form and, genre The change of.forms to socia]‘
'changes were-re]ated f " The thlrd novum is ukats-ana]ysis of:realtsm; S
He analyzed the genés1s of art, dts funct1on~and;iﬁz re]ation to. -
relfgion science and beauty in nature and aesthet1c emot1on ‘

Lukacs aesthet1c theory is both anthropomorph1c and
.nanthropocentr1cn He/re11es on the not10n of ' tyoe"30 (not average)
wh1ch presents a s1tuat1on which best medwates the 1nd}v1dua1
(in»a-historica]’sit ation) to the un1versal (an 1mportantb
h1stor1ca1 s1tuat1o[ which best represents the age nat1on or
c]ass wh1ch the 1nd;v1dua1 be1ongs) in. the “space for movement"

-wh1ch 1s the category where such'a s1tuat1on is presented It is

.that category wh1ch fa]]s between the extreme categor1es of

o 1nd1v1dua11ty and un1versa11ty

‘It is not tre 1ntent1on here to present a comp]ete ‘exposition’ W
Zof Lukacs_ aestheﬁ1cs Such a review may be found in Be]a ’

'K1ra]yfa1v1 S TheIAesthet1cs of Gyorgy Lukacs 31 However an

V,

'exam1nat1on of h1s treatment of . 1ntu1t1on (Anschauung) and the

unconsc1ous is 1mportant because it c0ntrad1cts Langer S theory
X .

;and 1t attempts to prov1de a theory of ref]ect1on ‘ #

e

: Lukacs aesthet1cs have been cr1t1c1zed32 because he' rejected
the psychoana]yt1c unconsc:ousness 1n the creat1ve process, however
ias Maslow33 has argued this accusat1on is, unfoundedv She po1nted
_out that terms 11ke "spontane1ty“area pre11m1nary stage towards

vconsc1ousness and that rea11ty, as Lukacs uses the term, "has
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R ] : : .
t’nothing=to do with'any-subjeCtiVe states of the. psychoanalytic

var1ety, but refers to an éxterna] world wh1ch ex1sts 1ndependent1y

‘of the 1nd1v1dua1 m1nd and wh1ch is art1st1ca11y ref]ected in

r]1terature» 3?f Ref]ect1on 0n thws rea11ty becomes necessary, »

-otherw1se the art1st rema1ns attached to the soc1a1 surface on1y
Lukacs in h)s trans]at1on of a Marx1st ep1stemo1ogv,
cons1ders d1a1ecuca1 mater1a11sm as. an attempt to know reality

through a rational mind. » Theor1es wh1ch resort to intuitive .

35

£ - : .
phj]osoph1es are considered 1rrat1ona],. To h1m,.1ntu1t1on.1s

stmp]} a part of the rationatAmind. -Psycho1ogica]1y; intuition'
means;that “the nnconscious1yjt1owing thinking processﬁsodden1yi
becomes conscious;“36 o o - R

'Lukacs.treats intuition ano the.onconsctOUSnas parts of the‘

pr1mary p]us s1gna11z1ng system37 (the 1anguage of art) wh1ch can

express what is otherw1se 1mposs1b1e to- -express. throuqh other means

'..Intu1t1on.1s treated as aﬂsudden percept;on.(rea]jzat1on) of;“ ome
4essentia1'connectioné reTathnship,;without'conscioUsness of-the'
details of the.process thatlhad led to the conc1usion.?38 Intuition .
-'“is a rationa1_process; presented: on a-cultural level. Rhythm is a
good: examp]e '

an1ma1 rhythm is spontaneous and 1nborn,
wh11e -uniquely human rhythm is deve]oped and
aperfected by ‘man through conscious practice.
‘The various forms of rhythm get into.our

. _consciousness, as -for example, sounds that

. are originated when tools come 1nto contactf
w1th mater1a1s :

" f'vProportion and ‘symmetry, CHaracteristicsmof, . 7;-*/f . )
- --the objective world, were also discovered : BRI



. to say that 1ts fundamentaT prem1se is that “art refTects the ;
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by man through work. As a result he created = - ‘,,‘:.
proportionate and useful’ toals, while making '
“the Process 1tseTf ‘more efficient.

9

918_,Ret1ectionaTheory'”, Lo

Lukacs also has a well- deveToped theory of refTect1on Suff?Ceg_

\

: reaT1ty that exists - 1ndependent1y of our consc10usness w41 ‘Man ‘

©

subJect1veTy selects essent1a1 features of a s1tuat1on wh1ch are C .

reaTTy 1mportant to the present s1tuat1on on the bas1s of 1nterest

‘sg.Th' successful seTect1on of the sub3ect1ve1y essent1a] factors

'."through such a ref]ect1on process The seTectlon of essent1aTs

depend upon man s understand1ng of the obJect1ve1y essent1a1 factors

)

Hence the correct understand1ng of ‘the d1a]ect1caT relat1onsh1p of

4 'essence and phenomenon 1s fundamental to T1fe ”42 The" art1st goes

Zmeans in art the portraya] of the typ1ca1 (a degree of V”l_ .

'_,genera11zat1on) but w1thout the creat1on of mere abstract10ns The

- art1st does not se]ect accordlnq ‘to. persona] a1ms or fanc1es, or

;preJud1ces but aoa representat1ve agent of mank1nd

The theory of ref]ect1on sees the gOaT of the art1st as )

':present1ng the contrad1ct1ons of reaTaty The work is capabTe ofv‘ ;-:‘M

¢wsurpass1ng reaT1ty, as. understood in 1ts everyday sense and

prov1d1ng a deeper more concrete gT1mpse of some aspect of that

E rea11ty he is 1nvoTved 1n '_T ;';' o .f; _._ _.““7 niy't A
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9.9 Morawski |

.,”Lukaés' reffection theory has.been eriticized tor'its over-
'emphas1s on m1mes1s by Morawsk143 and it is to hjéiasseSSment.of e
i Marx1sm that we now turn : -v‘. | R R

. Morawsk1 has g1ven carefuf—20n51derat1on ‘to- the aesthet1cs of
.Marx and Enge]s .Unlike Z1ff44~and Ne]tz4? who state that a |
def1n1t1on of the arts is 1mposs1b1e Morawsk1 by app1y1ng the
Marx1an soc1o h1stor1ca1 mode1, attempted to state why some aesthet1c )
' Values occur . through more than a s1ng]e per1od and are found 1n
Severa] geograph1ca1 1ocat1ons 46W Themes such as harmony,_rhythm,
_Vsymmetry, m1mes1s, expre551on, catharsis and homo 1udens'(artsas

p]ay) occur aga1n and aga1n 1n cu]tures‘of East ‘and - Nest 47. These

' ,and other aesthet1c va]ues, notably r1g1na]1tx and ove]tx are_
'-exam1ned through a reconstruct1on of the processes by wh1ch these
va]ues came into be]ng, He then 1nterprets the1r most ‘remote -

- histbry; “against.a setting of the fluctuating in a'cu1ture;“'to':

”arr1ve ata transh1stor1ca1" definition of the arts.®?

A further contr1but1on of Mbrawsk1 towards. a Marx1st

'-aest:;:lf~l£>h1s attempt to clar1fy Marx s and: Enge]s S or1g1na1 N
wr1t gs as well as other translations of their work 50 His;own A,.
*soc10-h1stor1c method 1s:ref1ectednln_th1s passage.~ ‘

.Art objects are not isolated phenomena, but
~,-are mutually -dependent with other 'cul tural
~activity of predominantly-social, po]1t1ca]
moral, religious, or scientific character.
. But how shall we describe the dynanmics of
~the 1nterdependence with these other fields
" of human endeavor? 'This mutuality is of a .
dual character: in current parlance 1t is -
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. mytho]og1ca1 «

have 1nf1uence on new art]st1c act1v1ty "
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a synchronic dynamism, translated. in a
ve moment \of the constituted structure
¢iety, apd it is also a diachronic
'dynam1sm with the givens of the past
. be1ng reconsidered by ang affecting the
‘ present3 and t e future

afppearances) Morawski ar‘gues, occur - .

due to- changes 1n 1deo1og1e and. the cond1t1on1nq of 1deo]og1es -

by "contrad1ct1on§'wh1ch assert themse]ves between sett]ed

h1ch 1nd1v1dua]s fresh]y d1scover in

aSsessingwthe'hUmah, sociaT»an_ natura] s1tuat1on Morawsk1 ca1ls'

\

these sources of cbntrad1ct1ons "psycho]og1ca1" and perhaps '? )

Th1s dynamlsm occurs 1n two separate f1e1ds of

'1nterdependence These are the 1d1ogenet1c sett1ng of 1nf1uence

' where new aesthet1c act1v1ty is affected by prev1ous aesthet1c

.;modeIS," and the a]]ogenet1c sett1nq;,"where non- aesthet1c g1vens

53 From th1s, Morawsk1. o

deve]ops the Marx1an h1stor1ca1 soc1o]og1ca1 approach where B’

BN

>‘soc1o po11t1ca1 "tendenc1es may be detected and unequa1 deve]opments )

P -

-o1n certa1n cu]tura] 1nst1tut1ons may be exam1ned as to thewr affect

K on}art.

9.10 The Anerican Marxism of Finkelstein a'nd' Joyce

Morawsk1, 1n h1s ana]ys1s of Marx and Enge]s po1nted to B

| three ways art1st1c va]ues cou]d be re]ated to- soc1ety F1rst

e1ther the work co 1d be assoc1ated w1th a comprehens1ve world

, v1ew of a broad h1stor1ca] class, or second the work could be

‘.v_




' work cou]d be more restr1cted1y attr1buted to a 51ng]e po]1t1ca1

_pos1t1od 54 .f" B ‘i.‘g" o :,‘;_ ‘_{“ ‘v ‘ " f-_,._g

RS

assoc1ated w1th the heqemonlc 1deo1ogy of the‘era Th1rd1y, the
Ll

In Amer1ca, S1dney\F1nkelste1n 555 Rea11sm in- Art (1954)
presents a vers1on of the f1rst v1ewpo1nt '

v:'To understand art we have to understand the

'“f_th1nk1ng about 11fe in each age. To do this - = 1,,»1%

we have to know.the way in which the necessities
.of 1ife were produced, the forces of production,
~ the organization of social life, the relations
- of production, the division of soc1a1 classes and ’
- .the h1s§8r1ca1 prob]ems wh1ch rose to be
-vsolved ‘

A]though h1s book offers many 1n51ghts 1nto‘11ass d1v1s1ons and

| 'po]1t1ca1 struggles, he trans1ates Marxks aesthet1c 1nto a one- s1ded

'realnsm lee Ortega y Gasset 57 F1nkelste1n f1nd5‘no use for
. contemporary art For h1m Amer1can art had become dehumanlzed

~~,'The ma1n center of the new academy is the
‘Museum of Modern Art in New York. 'Founded
- in.1939, dts list of trustees reads like. a
c;roster of %19 bank1ng ‘and 1ndustr1a11st
fam1]1es _

Robert Joyce 5 The Esthet1c Amma]59 attempts t0'trans1ate““

t

ipMarx1sm in broader h1stor1ca] terms, to show the Iarger changes of
",’art from preh1stor1c t1mes, through the "contrad1ct1ons" created

"by a change to feuda11sm then 1ts changes 1n an urban sett1ng to-'
T":‘mOdern day cap1ta]1sm ' "The arts," he wr1tes, "have been thus
:jtm1shand1ed 1n good as we]] as in bad causes, by whatever pr1v11eged

'f ubgroup»contr011ed the arts 1n any g1ven soc1ety the m1s]e%d1ng

"advert1ser and news s]ant1ng pub11sher of today, the. pr1est king '

60

.and mag1c mak1ng shaman of the past " y{c”‘

238



: JThrough.his.entire thesis; Joyce,re—emphastzestthat his-is
' an attempt.to"provfde a‘hpman‘aesthetics‘ He underscores the fact
‘“that art is fundamenta]ly and necessar11y work wh1ch must become
'¥1ntegra1 to a culture to remake cuTture and mind. He,concJudes* s
‘that a Marx1st aesthet1c 1s essent1a11y d1a1ect1c A; -

D1a1ect1cs which 11tera11y means d1scourse
between d1ffer1ng views, also signifies
" process in‘'general. It.is the continuous
transformat1on, the dynamic 1nterconnectedness
~of things. For sensitive organs, d1a1ect1cs._:;-A
"is. awareness of both matter and energy. . If
~ the arts are man's means of apprehend1ng and _
vconvey1ng the dynamic, the continuous, ‘and -
‘the: mov1ng, then art theory- concerns 1tse1f ‘
- with man's way of abstracting process and
change. - Esthetics becomes that “through
~which man: understands and works w1th the - S P
nondefinable aspects of existence. And in . = S
- this, esthetics. becomes synonymous w1th L T
':d1a1ect1cs b1 A

4 .

5.The present wr1ter wou]d aver that the aesthet1cs of F1nke1ste1n
. are too one- s1ded Joyce s theory, wh11e estab11sh1ng the parameters e

- of a human aesthet1c, underemphas1zes the art1st

B 9!11_ Other Directions

The prev1ous Marx1st aesthet1c1ans (kaJCS,’Morawski,:

F1nke1ste1n and Joyce) exam1ned a d1a1ect1ca1 ana]ys1s wh1ch

g
. Uhderscored the soc1a1 and h1stor1ca1 functlon of art Th1s
’ \ .

:sect1on focusses attent1on on the Marx1an d1a1ect1cs of the

. 1nd1v1dua1 As Janet wo1ff, in Hermeneut1c Ph1losophy and thet \;_A

Soc1o]ogy of Art presents the prob]em' : »f\_' B N

o A Verstehende soc1oTogy of art...has the
7. dual advantage of comprehend1ng works of .
. art in their.own ‘(artistic or aesthetic). S e
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terms, ‘and of -comprehending them in their , . L
relationship to social life.in general. ’ , '
- It faces the problem as soon as. it moves,
"as sociology, from the particular artist
_and his social context to talking more -
- generally about the productions of a societys
. or-defining both the relevant social- group ol e
“‘and the relevant set of works of art, and;of ' :
- explaining (within a theory-at.the 1eve1 of -
_meaning) in-what sense art can be said to
be the express1on of such a group ‘

Her own conc]us1on to th1s prob’em was “the acknow]edgement of the‘ :

v

henmeneut1c theory of Gadamer, (see beTow) rea11z1ng that a
h1stor1ca1 perspect1ve of" soc1a1 act1on, d1a1ect1ca] or otherw1se,

wh1ch depended on the 1deo]ogy of the cr1t1c was m1ss1ng

9,12 :Hans—Georg-Gadamer

Gadamer S Central thes1s ma1nta1ns that"truth"'about past

events changes w1th the examwnat1on of every present case 63 The

§ app11cat1on of th1s thes1s is most ev1dent in h1s etymo]og1ca1

ana]ysis of phrones1 (pract1ca1 knowledge), sensus commun1s E
64

'(common sense), er]ebn1s (exper1ence) and b11dung (cu]ture)

Under1y1ng h1s thes1s, 1s Gadamer s presuppos1t10n that
pre3ud1ces are unavo1dab1e in 1nterpretat1on _ They are a SR
h1stor1ca1 rea]1ty and a necessary cond1t10n for understand1ng 65
Any nnterpretat1on 15 a synthe51s of the h1stor1ca1 soc1o]og1ca1
past and the 1nterpreter B own current contextua1 s1tuat1on i v:ﬁ_;“

Th1s process of hermeneutwc c1rc11ng has been termed

o w1rkungsqesch1cht11che Bewusstsem66 wh1ch 11tera11y means the

"effect h1stor1ca1 consc1ousness ."The_1nterpreter'must recognjzelv. R

N
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both h1s subject' s and h1s own. p]ace 1n h1story, in the tradition

\.,
7

('of events, and must comprehend the re]at1onsh1p and fus1on of the

two standpo1nts in his work-“67 The 1mp11cat1on of. Gadamer s 'e

thes1s 1s that "truth var1es from generat1on to generat1on as’ each

age comprehends ina d1fferent way a. past age. “68 '

when th1s ‘thesis is app11ed to aesthetlcs, Gadamer presents

a cogn1t1ve exp]anat1on of the arts at the level of mean1ng
ReJect1ng the. rad1ca1 sub3ect1v1sm of Kant69 where the beaut1fu1
(natura]) is: treated on the level of 1mmed1acy, Gadamer c]a1ms that

‘ the v1ew of pure aesthet1c consc1ousness does not adequate]y so1ve ‘

quest1ons of taste and 1nterpretat1on A w1der framework is -

70

‘The’ not1on of “p1ay" ( 91e ) is h1s start1ng po1nt
Play f1nds 1ts

r' true perfect1on in. be1ng art ’"transformat1on 1nto structure,f, S g
] ~_.‘

so art as. p]ay requ1res an ob3ect1f1cat1on or transformat1on 1nto ) _

needed
. P]ay

'“_—""'f”*_““””'"the mode of be1ng of the work of art 1tse1f "7]

mean1ng 73'.' fi.f ' "-_, P L

'f “\?.We started from the pos1t1on that the work
.V of art is.play, i.e. K that “its actual being
.7 cannot be detached from its representation. .
.. and that in the representat1on ;he un1ty and
' 1dent1ty of a. structure emerge

I Gadamer then cont1nues to argue that the aesthet1c d1mens1on, at

o the 1eve1 of mean1ng or rea11ty, is a Hege]1an wor?d v1ew75 and‘the-<' o .

R ,11 appearance of an 1dea 1tse1f ﬁj" - “*-.4; | 1-.Q_'. .
" The p1cture is .an ontolog1ca1 event - in. 1t 7v; S ; _;

76 S el 2

be1ng becomes mean1ngfu11y v1s1b1e e
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o In short,. the painting must be understood via ontology,
- 'The 'identity' of the work of art i1s not to
be defined by its relation to‘an idea which
is to be 1m1tated and reproduced but, with
. ' Hege], as the appearance ' of the-idea
SR 'iwtse]f Pedrc oF theidea

In concTUSion,*Gadamer states,

As a’ counter to the subjectivist-attitude
of modern aesthetics [- deve]oped the concept
of play as the artistic event proper. This
approach has now proved its value, in that
. ‘the picture - and with it the whole of-art
~ + . that -is not dependent on reproduction - is . -1
~ . an onto]og1ca1 -event and hence cannot be ’
 properly understood as - ‘the object of ' - :
aesthetic consciousness, but rather .is.to be B
"grasped in its ontological structure when =~ ' ' ’
. .. one starts from_such phenomena as. that: of .
a y representat1on S

A number of cr1t1c1sms of Gadamer S theory have been 1ev1ed
'-v_wolff, 1n rev1ew1ng Becker S cr1t1c1sm shows that there has been
v‘an overemphas1s on the h1stor1ca1 1nterpretat1on What of e
;ah1stor1ca1, pure aesthet1c consc1ousness where there is no need to‘-

E transcend? Gadamer grants that such aesthet1c exper1ence ex1sts,

1however,"_r ’ ﬁk !
'H1s thes1s s that in transcend1ng pure
aesthetics we attain a,more comprehen51ve
“understanding and apprec1at1on of works of
art, without. re11ngu1sh1ng the aesthetic -
_e1ement ...the inner coherence of the
‘4 aesthetic and historical momert in the .
- " conscious of culture can be perce1ved- . :
- [as the] real. experience of art, in Cos
" contrast to arb1trary abstract1on of pure
aesthet1cs 73 e .

. S

wolff also rev1ews the cr1t1c1sm made by\Em1]11o Bett1 who .]f.-

argues that in re3ect1ng other canons of science, Gadamer leaves

K
e L ’ - .

- e

) . e . . . . -
- c . . - ., . LT -
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Probab]y the most damag1ng cr1t1c1sm 1s that made by Habermas

The ob3ect1v1st1c way in wh1ch the hermeneut1c
sciences understand ‘themselves is no less: '
consequential.  From reflectively: understood,

» Still Tiving trad1t1ons it extracts a ster111zed

knowledge and ensures that ‘everything that is
in any wag hwstor1ca1 is cons ed-to the
archtves

The prob]em 13, therefore the 1nab1]1ty of hermeneutlcs to

- explain changes of cu]tura] symbo]s '
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no re11ab]e cr1ter1on for the correctness of - an understand1nq 80

Ttis 11m1ted to the worid .

of trad1t1ona11y 1nher1ted mean1ngs wh1ch may be revea]ed to the

extent that ‘the 1nterpreter S own wor]d is made v151b1e

Because of such 1nadequac1es, the wr1ter Will exam1ne, in

th1s f1na] séct1on the aesthetlc theor1es of Max Raphae1 Lucren .

Go]dman and Jean Duv1gnaud
quest1on raTsed in the beg1nn1ng of "the chapter and e]aborated by e
wolff None of the above offers a reduct1on1st and causa]]y |
one s1ded hypothes1s

.ser1ou§]y.

.

9.13 “Max Raphael

Max Raphae] 582

, as present1no various $o1ut1ons to the

' It 1s for th1s reason that they are taken

¢

pr1nc1pa] task 1§ the un1t1ng of h1story,

soc1ety, and ‘the art1st in an 1nd1v1dua1 and the presentat1on of a.

d1a]ect1ca1 theory of creat1v1ty

.manner the soc1a] and h1stor1ca1 are exh1b1ted

It is.in the 1nd1v1dua1 artlst ‘

" and his concrete work that Raphae] attempts to. show how and in what ;v

Th1s 1nd1v1dua]1zed

aspect is to be d1sclosed prec1se1y in the successful understand1ng

IR O A
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of emerging unique social themes, since no artist lives in.a social
vacuum.
[+]

Raphae] arques that in the arts the determ1nat1on of
r_consc1ousness and techn1que .may be far more . heav1]y 1nf1uenced by -

- deo]og1ca structures than. by the mater1a1 bas1s of soc1ety

Economic organ1zat1on of 11fe and soc1ety does not determ1ne 7» ‘ o
anyth1ng d1rect1y It sets the framéwork-for>the Timits of the ' |
poss1b1]1ty of creation Increase of comp]ex1ty in econom1c and

soc1a1 organ1zat1on obscures the re]at1onsh1p between art1st1c

to producttons and the economlc'bas1s of soc1ety At makes-1t

’ poss1b1e for 1ded?og1es to- predom1nate 1n certa1n epochs and over

‘certain genres Th1s Raphae], suggests, 15 character1st1c of -

"1ate (decadent)'capitallst c]ass.soc1ety Ititypaca11y g1ves rise
83 '

Raphael S method rthen is to take.account of‘thebmediating

'é]ements and of the 1nteract1on of the 1deo]og1ca1 persona] and o
)
/

mater1a1 e]ements He beg1ns w1th a methodo]oq1ca1 compar1son of ..
dworks.of art.v This 1nvo]ves the comparat1ve study of works-of;art

'.from a11 epochs,.1n ‘the h1story of al] peop]es From‘thts : |
_gfcomparat1ve study, the most genera] e]ements re1at1onsh1ps, and
domawns of concret1zat1on are~abstracted In th1s“way,vthe 1dea]

' works of art in the1r most typ1ca1 aspects are const1tuted -Laws
ihfor the construw;1on of form in the work of art, as wel] as. 1aws
of connect1on among the var1ous k1nds of art’ are at the same t1me‘ :;_

7fA1aws of re]at1on and assoc1at1on w1th1n soc1ety 84
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Raphael proposes that aesthetic 1nqu1ry be the pre- cond1t1on
for a genera] soc1o]oqy of art, Mathematlca] or forma] ana]ys1s of

a work w111 reveal not merely the laws of construct1on of the work,

but will exhibit the_causa]_connect1ons between aesthet1c form and

--social conditions which give rise to it. " To prove such a thes1s,

Raphae] ‘has made an analysis of pa1e011th1c cave pa1nt1ngs
Cezanne, and G1otto 85' In a]] three cases he has been ab]e to
offer a version of socio- po11t1ca1 factors wh1ch were ref]ected 1n'

an al1enated form in the works

1_‘
t t Luc1en Go]dman 586 Marx1sm para]]e]s Raphael S aesthet1cs

Essent1a11y a genet1c structura11st Go]dman develops the notion

~

-of the trans1nd1v1dua] -subJect wh1ch trans1ates as Mannhe1m S

,exp]1cat1on of the tota] 1deology of Weltanschauunq or as

=

Schutz S not1on of "mu1t1p1e rea]1t1e$" 1n the context of a tota]

-

ﬁ Lebenswe]t For conven1ence sake Go]dman uses the term "wor]d

view" to dlst1ngu1sh 1deo]oq1es amongst gnpups

_ Go]dman s bas1c thes1s is. an attempt to show the homo1ogy
of structure between an artwork and a,group S wor]d‘v1ew
whereas Raphae] s aesthet1c structure was homologous to the

d1a1ect1cs between artwst work and soc1ety, Go]dman conf1nes h1s

| d1a1ect1cs to the pr1v11eged or dom1nant group whose soc1a] needs,‘

he c1a1ms, produce a tota1 v1ew of human 11fe As Go]dman puts 1t, N

.an- 1mag1nary un1verse apparently comﬁ?ete]y
: -removed from an: spec1f1c experlence - that of
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a falry tale for lnstance - may, in its
- Structure, be strictly homologous with .
‘the experience of a .particular social

group or, at the very least, llnked,v1n 87
. a 51gn1f1cant manner, with that exper1ence

rwhereas Raphae] exam1nes the 1oea] ‘work ‘as most typ1ca1 of a
‘ comparat1ve study in an epoch Go]dman stud1es the "peaks" of

‘artlst1c ach1evement because they are the most ref]ect1ve of the

¥

_relationship between the 1nd1v1dua1 and the. dominant - soc1a1 group

Co]]ect1ve consc1ousness reaches its peak w1th the “except1ona1"

1nd1v1dual who can express the “collect1ve“ spirit of the group in

’ h1s artwork

/

Go]dman uses the not1on of  the “trans1nd1v1dua1'p SUbJECt as

_,vthe presentat1on of a woer v1ew or co]lect1ve v1s1on of a soc1a1

"¢vqroup The'"tﬁéns1n ual" .or col]ect1veccon56wousness is not

e Fen B
treated as a genera]izatidh\hok as. an 1deal:ty B,based on an actua]

fw;"1nd1v1dua1 but as an ldeﬁgwty in itself. It\as in fact the sum
f'iof theVactors 1nvolved“ “The consc1ousness of the trans1nd1v1dua1

subJect has no rea11ty of 1ts own but ex1sts only in the 1nd1vidua1

" 89 N v
conscaousness involved. _ _
. 90_

World-views are structured non consc1ous1y in Go]dman S

: ana]ys1s, 1n an attempt to~$o1ve pract1ca1 problems and mod1fy

tue1r s1tuat1ons. Th1s is the central assumptlon of genet1c

S _The basicvjdea of any dialectic and =
e ‘ _geﬂet1c sociology is that humanm facts.
R dre responses of an individual or
collective subject, const1tut1ng an g,
:attempt to.modify a g1ven s1tuat10n

P ,Jg) 0 '," - ':5"“

S

‘ structura11sm I o R -\I"i | A»-," T em
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“h, ‘of a s1ng]e group g '? R

.
|

1 .
2. _ o | S

Go]dman has been cr1t1c1zed by A. G P]ayde]] Pearce92 for
h1s d1st1nct10n between the "transxnd1v1dua1 subject" and the 2

1nd1v1dua1 consc1ousness as an\exaggerat1on wo]ff 593 cr1t1que

»1s essent1a]1y aga1nst Go]dman S 1ns1stence that the domlnant

econom1c class is’ khe only s1ng]e5purposed unified group which

r

creates a world v1s1on Non—eConomic groups, w1th world-vision,

\

also have un1ty of purpose and they too requ1re atteé!ion

broader Marxist soc1o]ogy 1s requ1red wh1ch sees the exceptional

'1nd1v1dua1 as more than - JUSt the pure exponent of the ph1losophy

U

9.15: DuVignaud?%?‘_ N

R

- overcome the shortcom1ngs of Go]dman and Lukacs Duv1gnauo 1aises

three cr1t1c1sm59? concern1ng their theor1es;i (1) He quest1ons the

stress p1aced on llterature to present a "wor]d v1s1on " (2) di

debatab]e whether an 1nd1v1dua1 can deal w1th ah ent1re era. "
The 1dea that a great art1st crysta1l1zes 1n h1mse1f the wmdespread

problem of h1s t1me and that h1s work embod1es an ent1re c1v1112at1on

is doubtfu] (3) Duv1gnaud argues that ]1fe S exper1ences are
S0 comp]ex that for an artist to’ choose and d1sp1ay those

s1tuat1ons wh1ch embody a m111eu 1s h1gh1y,un1fke1y It leads to

. e

academ1c1sm oo o ',;'7{-“5'_'

[ .

L1ke the Zagreb Group96 who attempt to rep]gcé/such art

W-—“

_.F:v,c' ‘~.~

‘ movements as Romant1c1sm Realism, Natu¢ak§”m, etc? w1th a greater

"l')uvignaudg4 presents a Marx1st aesthet1c wh1ch att@gpts tO‘Qf”
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D

1mages

v -

\ 'number of terms wh1ch cou]d be- h1stor1ca11y def1ned S0 as to contaln‘

{ .
much less vagueness and amb1gu1ty, Duv1gnaud attempts to place stress

on the cumu]atlve d1scover1es in art How for examp]e has space

- changed and mod1f1e through h1stor1ca] per1ods7 How do artistic

. e]ements - sest ne arrangements and red1str1bute themse]ves in a

new system? Lukacs'et al. ‘are not concerned with art Duv1gnaud
states but the trans]at1on of ph1]osoph1ca1 prob]ems 1nto v1sua1

Duv1gnaud s desthet1cs is two fon the flrst part dea]s ;Q

- ‘with a worklng hypothe51s of 1nd1v1dua1 creatlon and the second part

attempts to examine artistic att1tudes and types of soc1et1es

A ~

Tak1ng h1s cue from Francaste] who concentrates on the po1nt where

a work of art has not yet. been cons1gned to a museum 97’Duv1gnaud
iy : ‘
deve]ops h1s own thes15 thewsoc1ology of art 1s‘drama, Which he

. means 'is a comb1nat1on of behavior, emotions, . .attitudes) 1deolog1es

9]

‘ make up co]]ect1ve 11fe."

‘actions and creations whlch for the creat1ye indi 1duaJ o

crystallizes the who]e of soc1ety and p]aces ‘the genes1s of a
‘work of art v,th1n the comp]ex of those contrad1ctory forms wh1ch
98 These must be 1ntegrated into the"
system of s1gns wh1cq)have to be understood for commun1cat1on

¥
Duvignaud also uses the concepts of a nomy and the yp1c for a

work1ng hypothes1s for a soc1o]ogy of the 1mag1nary Anomy,

taken from Durkhe1m refers to the overa11 state of d1sorder caused y

i)

. by “he cont1nuous process of change in a soc1a] sfructure

Dur1ng t1mes of anomy,_art f1nds express1on Ain presentlng new 3

i

freedom. The concept B the atyp1c is more ]1m1ted It;refe s:--'




Q

to those soc1et1es which have on]y one system of va]ues where the .

homogene1ty of soc1§fy 1s comp]ete The atyp1ca1 or 1so]ated

. 1nd1v1dua1, through h1s need to part1c1pate in h1s co]]ect1ve, -

creates new forms ]OO

In add1t1on to the work1ng hypothe51s on. the "1nd1v1dua1""

- or psycho]qgvca1 vzewpo1nt BuV1gnaud examlnes the hlstor1ca1 and

 soc1o1og1ca1 v1ewpo1nts by out]1n1ng art1st1c or creat1ve att1tudes

' (known_qr.1mp]1ed) and the relation to the funct1on art takes 1n

vbartieularltypes of sdcjeties. :He’lists eight attitudes O and a
matrix of ﬁtynes" ofdsd%ietﬁes; :Thesedjncfuded‘the;tr%ha], :

;_Clannish,,magical-religkbus theocraticlsocieties;”patriarchaf
communities;:city—stateL f

' '11berai'soc1et1es, and 1ndustr1a1 soc1et1es ]QE In each of. these,

'." \
aDuv1gﬁaud attempts to exp1a1n the "unlversa1 funct:on of art "

In conc]us1on by 1so1at1ng a number of~art1st1c att1tudes

_ \ R

in h1story and re]at1ng those to a "type\ of soc1ety gnd then.»
4 .

app1y1ng his. work1ng hypothes1s of “drama,“ anomy, atyp1caﬂ1ty, ,

and s1gn system Duv1gnaud argues that h1s socxo]ogy surpasses

- those of Lukacs and Go]dman
f ,

feuda] societies, centra11z1ng bourgeo1s1e,

o9
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g ;this reason a great deai of "aesthetics" in North Amer1ca d1storts
the nature of cr1t1c1sm, 1nterpretat1on and eva]uat1on

Habermas, in Know]edge and Human Interests (]972), out]1ned

" three ' sc1ences the emp1r1ca] ana]yt1c, the hermeneut1c and the |
t.1t1ca11y or1entated Under1y1ng this chapter is the exp11c1t f
Z'assert1on that the cr1t1ca11y or1entated sc1ences, notab]y
neo Marx1st aesthet1cs, current]y prov1de the most adequate -
foundat1on for a sc1ent1f1c human1st aesthet1c -
| Vulgar Marx1sm has been overcome ' However 1t is c]ear ;f
,“that there are prob?ems 1n ﬁheory 1nvo1V1ng the 1nd1v1dua1 art1st
'1n soc1ety D1rect1ons have been po1nted towards 1ts so]ut10n - In;
',Ithe 1ast chapter the wr1ter w1]1 attempt to 1ncorporate the K‘r
.1ns1ghts of. th1s chapter in dea11ng w1th art educat1on It w111 be d?‘t

‘argued that a more 1ntent1ona] and act1ve rble. for aesthet1cs 1n

"the schoo] w111 90, far to so]ve the re1at1onsh1p of art1st and

soc1ety [ Y

“
il
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70 An attitude of creatlng art as the oppos1t1on on

. ethical grounds "to the traditional culture of soc1ety and 1ts
) estab11shed va]ues (p 85 ) : :

8. The doctr1ne of art for. art s sake

5

102

J; DUVignaud;'The Sociolggx of Art, p. 99. -

‘s

A
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‘promote more cr1t1ca1 attltudes 3
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‘CHAPTER TEN

-

‘ ‘Implications for Art Education

10.1' Introduction

' In an exam}nat1on of the entlre f]ux of art1c1es 1n Studies

in Art Educat1on, ranging from the concérns w1th art admvn1strat1dn,

art curr1cu1um art eva]uat1on, art research and art ph1losophy qne

perce1ves a fa1nt but v1s1b]e 1mpress10n of dussat1sfact1on with

4 v -

A fcurrent theory and pract1Ce Imp11cat1ons generated in prev1ous .

9

chapters app]y equa]ly to these

’

Champ]wn,] for examp1e, recogn1z1ng that thé goa]s se]ected

s

" for art belonged to a 1arger 1deology,2 wanted -a construct1ve

"erisis" to happen which wou]d quest1on the "theoret1ca1" 1eadersh1pv_

and "po]1cy" power wh1ch was com1ng from outs1de the art educat1ona1

f1e1d Bécause art pol1cy was’ in contro] of the inst1tut1ons of
‘the (Amer1d§§ soc1ety, Champ]:n suggested that art shou]d seek '

-ﬂ"ae?&het1c 1ssues" wh1ch were grounded 1n soc1a] conf11ct and hence,”v

®

. g
Mcwhmme4 suggested that the new d1rect1on in art

28

.;educat1on in 1970 wou]d be d1rected towards soc1ety,,as Lan1er had

b

.1nd1cated in. "The Teach1ng of A AsSoc1a1 Revo1ut1on E1sner6

N

ra1sed the cr1t1ca] quest1on concernihg 1anguage concepts and art

;_whtJe wygant 57 analys1s of L.B. Meyer s book Mus1 the Arts, and :

!
’ \¥l

.

~/
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. Ideas,‘(1967) showed that an assessment of change wou]d be benef1c1a1

\\ : i . \
o NPARS T

. to art educatlon.

L»Efland 58 ana]ys1s of ‘5chool art" shows the correspondence

\

between soc1a1 structure and art Efland 1dent1fied church art : ‘d'd o

_corporate art museum art and school art as_hj

funct1on, sty]es and themes, 1nclud1ng suppo‘bv' r own artnsts.-v

¥ l

- He po1nts out~that art as developed 1n the o]assroom ne]ates 11tt1e
; ~3to what profe551ona1 art15ts are d01ng | Art Ain the c1assroom.

becomes the symbol ot the sub- culture of the school, a point wh1ch y

9g~Artw¥unct1ons as "tlme off for gOOd :f;'

vl s s
8, YA f

behav1or becausqroggfhenrg“re551ve h1dden curr1cu1um The schoo]

1111ch has aISO made‘

\art h1story

G]aeser,I? in h1s assessment of whatrﬁt woé%ﬂ requ1re to
'junderstand the artworks of another cu]ture concludedgthat the way

~an- art1st peroe1ves hJ elf and the way he was perce1ved by others

is, to a 1arge extent deflned by h1$ cu]ture eSpec1a11y where
‘“ttrad1tton is a gu1de to the future. Glaeser poses the quest1on S L\f

whether art educat1on shou]d tra1n 1ts chlldren to s1mp1y preserve

- \.v

thelr tradlt1on and maxnta1n cultural values (as reccreatlvexart1sts)

,or whether they Should be creatlve art1sts wh11e act1ve1y quest10n1ng

'part1cu1ar values*and attltudes.]?_ ‘Q o 9' iu;afsf 3 e
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' The same rea11zat1on that research should be d1rected

towards a response to art wh1ch does not necessar11y ma1nta1n the '
status quo was ralsed recent]y by Lanier ]2 Env1ronmenta1 1ssues;

hou51ng 1ssues,ltransportat1on 1ssues, econom1c, soc1a1 and

"

apol1t1ca] re]at1onsh1ps must be v1ewed as moral quest1ons 1n art

educat1on Hawkms]3 has made a survey of the extent to whlch art»

- “ e . .

research looks at the larger techno]og1ca] deve]opments to see

how the1r 1nf1uences shape art and art1sts and art educat1on (what -

goes on’ 1n ‘our classroom) He came to rea]1zd\t:at the"

technolog1ca1 deve]opments of 2 %aplta11st socie y:’u1th its: stress’ ,
R “(’ —pﬂ B i . ".:.-a-‘l*
on research added pace of llfe, reg1mentat1on etc 5 are ) Q‘ R

A . . e S
. b st

l v1rtua]]y 1gnored 1h the c1assrooms Sl »

.{ - IR

Th1s sunvey po1nts out the need for a more cr1t1ca1

or1entat1on towards art educat1on and aesthet1c educat1on Ne1thert' BN
A S £
behav1ora] research nor ethnomethodolog1ca] research as presented ' ‘

\ - ¥

by Poh]and”1 w111 uncover the under1y1ng pol1t€%a1, social- ahd“ f,". R

_ . 1deo]og1ca1 1nf1dences currently dlrect1ng agt educat1on 2 Thef

! P = . -iﬁ‘ e w

fo110w1ng sect1ons w111 present a pos1t10n‘wh1c-
“neo- Marx1st pos1t§ ~n‘art educgt1on needs to * adopted if the o ’f - ,\jd

A Ty

above prob]ems are to be 1ess severe on the §VOUh . that (1) modern,

«
-

j'.

argues that a

NPT

: cap1ta11sm establashes the.contrad1ct10n thatﬁgrt 1s a- commod1ty '§§v
3 ’ wh1ch ’ ; f | .
L. "since the 60's haV@ presented an attempt to free art of‘wts eTltISt eb 9
pos:tlon by quest1on1ng such va]ues as scarc1ty, nove1ty and 7 g
. _‘ PR —;0 - o o . 9 )
S commod1t1es and 1ts "museum 11ke“ qua11ty Th1$ emphasis is not : B
[T g o A
. Ay U e
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The chapter w1TT concTude w1th the out11ne of a new d1rect1on
n' _ and a recasting of the tr1ad in aesthet1c educat1on criticism;
vh]story, and a- prax1oipgy wh1ch aims at a ‘more act1ve and 1ntent1onaT
'T o role for art: education d1rected towards the emergence of homo

aesthet1cs. Artamust'be poTiticiied‘for change.

~

&

¥ "10.2 The. Contradictions in Art »Q’ o . R O

. . The maJor aesthet1c contrad1ct1on 1n our present cap1ta]1st
soc1ety is the treatment of art as a commodlty The present era is

'ad1fferent from aTT those wh1ch preceded 1t because "bourgeo1s man :';?fm -
B 3 . ) !
“coqu not aTTow tﬁe arts to be the- pr1mary soc1aT exper1ence oiﬁ
the peopTe o150 Q T '

K : . A
. R

The cap1ta11st cTass, 1n their strugg]e for power and ST (“‘

freedem'from the mass arts of feuda11sm -requ1red a supre551on of ' .;*;i
: Ly L - ' - . -
SR arest as veh1cTes of subject1ve cond1t1ons,kwh1ch the Church and

- B o O .

' - ng had used effectwe]y Th1s was accomphshed @art was
IR S Ly ,

“reduced to.a connnd1ty dhd cou]d be deaTt w1th as an obJect of trade

In ItaJy, ATbert1 refTected thus«pos1t1on cTearTy H1S'fam11x '>”“di#.u

¥ contracted the1r serv1ces to var1ous merchant pr1nces Léonardo.,. - ok

by mak1ng art a sc1ent1f1c study (eg., perspect1ves) waskab]e to
‘;eTevate the status of- the arts to that ‘of - sc1ence »;'3 hf o j' '. o S *aﬁ -

’

w1th the: 1ndustr1aT age the cag1ta11st market t?ansformed art -~

~ 7

"1nto an autonomous connnd1ty, wh1ch 1t never ‘had been before An

B L ol
ik ~ : P

» f ¢ H
unknown purchaser m1ght now be the Source of the art1st S T1ve11hood S

f&g#' and the pr1c1ng\of the artwork became the most 1mportant factor It

o5 I




KO thezt1me and the . surpTus income to do it

Y
Sy |

Art had Tost its most v1ta1 funct1on

Tcreatlon The~séparat1on of art from the ‘WO

o

Y

thatiof“cu1tura1

rk1ng cTass grew

requ1red a group of experts to produce "art" because onTy they had

c

Alvenat1on of th

t

artlst from soc1ety grew

At Teast a11enat1on in

nd the Rena1ssance had -been mitigated by the '

;v;: © . the: HlddTe Ages

art1st s part1c1pat1on 1n ‘the cTass op1n1ons

of his patrons

Often

these same patrOns were gener0us with the1r comm1ss1ons and non-

- This was not the case'under

|
t

1nterfer1ng in the art1st 's 'execution.

cap1talism

The work1ng man (homo faber)AwaS'separated'from the

product of’ h1s work

The artwork was no longer kept, used “and

It was d1sposed of and d1str1buted by the- owners of

wpum Mrpmﬁt "x, ," ; ﬂ““"f \f E

' The artist’

enJoyed )
1%

-(::%,u\

Today, a11enat1on ex1sts but in d1fferent forms..
- must’ become an entrepreneur aﬁémaTT bus1nessman to support‘h1mse1f

F1Tm-makers best se111ng noveT1sts, f11m actors, successfuT

paznters become eTevated to cap1ta11sts when g\e "vaTue" of the1r ,
N
work becomes acknowleﬁged through the 512e ot 1tszr1ce tag:

la

,v“' For the few that ”make qt," many‘more do’not Thé,.‘”

l" Sl

":{ A contrad1ct1on thus becomes very reaT anﬂ very v1v1d Art1sts w1sh

.i>,ﬂ' l to glve everyth1ng for the1r”art““'They rat1onaLf2e that 1t does .
'not matter whether they make money or noth 1t does not matter wh1ch'

themes are chosen or what methods used What matters 1s the effo

\- -

' 1nvoTveH the "fee11ng of accomp11shment However,.aTT thrs 15 A

..’4:’ '

‘1TTus1on 1n a modern 1ndustr1a] age The more recogn1t1on and L

T o success the art1st rece1ves, the Tess abTe 1s -he to c1a1m freedom,:
t _' N . . o "_ o - i o T )
Ta T S “ -

HE -
.
.
&

- —
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and fuLl'cdhtro] over the disposal of his product. Those that'do

n0t7bec0me suécesstI that pursue recogmt1on but are poor

'A'bus1nessmen, ra]]y to the bohem1an wor]ds of Ha1ght Ashbury, |

'Greenw1ch V111age and Sohd. iEEach 1n turn becomes an attractlve
;commun1t of non- conform1n§9hays and 11fe styles for a grow1ng

number f non- art1sts. oL f‘;. . i,

0.3 The Aesthetic Contradiction 'j- S \tfjg?"“' K I

L what start to be avant- garde movements or gestures of revo]t
.are qu1ck1y d0mest1cated 11ke beads and beardé, whl&h subt1y
> become t nsformed from a threat to a mod1sh fad, to commonp]ace

Aesthet1c theories under]y1ng the prev1ous avantsgarde per1ods

pro&éﬁly rexﬁect th1s contrad1ct1on They re1n?orce and promote a
~consc1ousness of cathart1c re]ease ' They are jin the serv1ce of thei

Q?u11ng element. As Marcuse wr1tes, ' I
Th1s sort of to]erance strengthens the.
~ tyranny of ‘the maJor1ty against.which
d authentic liberals protested. -The = - g
jtical locus of tolerance has changed,
ile it is more or less quietly.and, , o L
' nst1tut1ona]1y withdrawn from the . - . . . \ .
.op osition, it igrmade compulsory S . o
behavior with respect to established
--po11c1es - Tolerancedis turned from Lo ,
an active into 3 passive state, from . . CoL
practice to non practice: la. laissez- S
Jfa1re the const1tuted author1t1es

_./

- \Aesthet1c exper1ence 1s~%een as a re]ease from tens1ons

It serves as a pac1fy1ng role to cure accumu]ated ant1 soc1a1

: tendenc1es Aesthet1c exper1ence seen in th]S way becomes o

'therapeut1c a 1eg1t1mate tool to use. to purge fee}1ngs Room

.
- “ . . - N ' "
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" is set aside for graffiti; musicaLrgatherings'1ikegthose of Woodstock )
and. Altamont inltheLGO's are geared to mass-audiences. Of phenomenai:' |

11ke these, Marcuse wrote,_

And as this misic 1oses its rad1ca1 1mpact
it tends to massification. The listeners
%nd co- performers in the audience are masses .

streaming to a spectacle, a performance

This music is, in a literal sense, imttation,/gg, , o
the mimesis of effective aggression:. it is—" . L
moreover, another case of catharsis: group o - A B
“therapy’which, temporarily, removes inhibitions. Co o :
True Liberations, however rema1ns aprivate - . e
affair: ‘ LA e o e

As a po11t1c*‘ too] bourgeo1s aesthet1c theory prov1des the

S
111us1on that d1sappo1ntments in the rea] world may be. worked out

To]erance toward that wh1ch.1s rad1ca]1y ev11-now.
appears as good because it serves the cohesion of,
the whole ?g the. road to. aff]uénce or more

o aff]uencen ‘ v :

Corporat1ons such as Pa]] Ma]] Rothmans,‘Prang, Rem1ngton, IBM,

promote and contro] avant- garde "revo]utxons The support system

’of museums, art ga]]er1es, cr1t1cs, art teachers, a1ds 1n,promot1ng = ._d'. "?
vthe myth. Art becomes an escape, so the pub11c may share in the = a v"{ =

' art1st s sense of allenat1on ’ what were once true express1ons of *

L4

: contrad1c1tons become 1eg1t1mat1zed Art becomes decadent’and

"f.stagnant

Aesthet1c theory rat1ona11zes aesthet1c exper1ence aS!tak1ng

[ CER

,place w1th1n a merger of ‘the natura] att1tude ‘and the sc1ent1f1c o L
R “att1tude, Man becomes def1ned as homo 1udens, a p]ayfuﬂ creature, f - |

'”overcom1ng the frustrat1ons and tens1ons between order and d1sorder.- o
. . - N 'O’ v .

1 . N N B . .
. - 1 . B
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L, ' . . - : .
v . . . i . -

we

v

Such aesthet1c theory ref]ects the preservat1on of power, -

»

the suppress1on of the oppos1t1on, and the d1a]ect1cs of eugen1cs

5

" rather than prax1s The contrad1ct10n rema1ns, the soc1a1 who]e .

- is treated as a comp]ex wh1ch 1s supposedly enriched by conta1nab1e

%

: d1fferences “The status qho 1s ma1nta1ned Art, wh1ch s

R

n 'potent1a11y revo?utionary,1s tamed ‘"The anarchy of art is d1rected

aga1nst 1tse]f "]9 "I threw the ur1no1r into the1r faces," Duchamp

wrote, "and now they come to adm1re it for 1ts beauty

_b10.4..TheﬁNew“Aesthetics

f'pf water, a1r and.earth His works cha]]enge the accepted not1ons

; »‘\{-ﬁ;’( T P

can from bourgeo1s c1t1es 11ke New York and Par1s-,

ehmuﬁat&s the functwn between cr1t1@ and art1 st Conceptua]

w1th the»advent of "Eco]og1ca1 Art " "Ant1 Form,","Conceptua1w

Art," "Body Art ! "Art Povera, 2] 1n the 1ast few. years, Forma11sm

pa1nt1ng and scu]pture seems to be comlng to an end and w1th 1t

o

“the change of f0ucs from the art obJect as a commod1ty to art as

o :
-process. Haake, for ex&mp]e, creates art from the natura1 e]ements

of monument and t1me Others, 11ke Carl Andre, present monuments
wh1ch may be dmsmant]ed at any t1me, wh11e still others, 11ke He1zer

Aa11ow the weather to get r1d of any trace of the work Ins]ey p]aces K

h1s monumenta] works 1n tundra areas and pra1r1es, as - far away as he
22,; CL
.‘ R .

Today Concept@%& Art seems to be the~predom1nant"movement (I:
2 ey € g o g

}art1sts frame the1r own propos1t1ons, 1deas and concepts : Ideo1og1es e B

. a-.
. = .
.and 1ntent1ons are stated As peyer wr1tes, - ‘
w - : R ' ~Fh )
o s ‘._ Rk e Rl
C e v';’f . ‘ N dﬁ : e :
o ] b @ o . o Sy 3
ol Ep s E
T "ZS‘- Ca ' ; i B oY
Y s ;‘?‘ .




An essent1a] aspect of Conceptua] Art is 1ts

self-reference; often the artists define the 3
1ntent1ons of the1r work as part of the1r art.

e S1nce the “idea. of the work is revea1ed by - the art1sts, it encourages s
the: part1c1pant to evaluate his 1deo]ogy at f1rst hand | |

No art lends 1tse1f SO read1]y “to - in fact

at ‘times depends so comp]ete1y upon -

publications than this art of actual
,mater1a]s and events. 24

Ty
gl

The basic claim of Conceptual Art. "1s that maklng obJects is

1rre1evant “25 It is an attempt to overcome categor1e526 and no

.Ionger c1a1m ownersh1p for the . work 27 Like the ear11er Dada1sts,
_;.Conceptual art1sts reJect bourgeo1s va]ues : Myths of scarc1ty,  c
novelty, sty]e qua11ty, permanence -and commod1ty are d1spe11ed

Art- as 1dea and art -as- know]edge replace these myths Informat1on
theory, sc1ent1f1c treat1ses, photograph1c documentat1on and f;' . ':}w3
_b1o]og1ca]¢ soc1o1ogmca1 structures 1nvest1gate the systemat1c o -

re]at1onsh1ps between»actual event and c0ncept10ns "Be1ng an art1st
TR S
now means to quest1on t;&~z&“ re af

A ‘»,
o b

-~

Mean1ngs change If an ¢

accqmpan1es-the_too1

-underiyfhg tradition

' 1tse1f fn a. process of "desub]ﬁff?h’n as a result of th1s.,'”

Thg subvert1ng use of’thé artistic ajms for the

beg1nn1ng of a systemat%hudesub11mat1on '0f culture;
that is-to say, at undoty the aesthetic -form. "29

It seems the 1nf1ux of thesetn deas is “an’ attempt by a

new c]ass of art1sts to assert the1r va]ues The worker S

- Coa11t1on,30,created in 1969, 1s-a-51gn1f1cant attempt»to break

U i . . —_ - sl o ) : ’ e "
e R R - . I / : ; . e
. N r - : lvd . oL . . >
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away from the control of the museums and support system Among

L.

‘ the1r demands are: to-have arthts-on'museum staffs a]]ow free
@y

'iadm1ss1on to" aTT museums and at n1qhtwso that work1ng people can be

AL

accommodated, a]Tow Puerto R1can and BTack d1rect1on of a sect1on of -

El

aT] mu§éums Until an1mum income is guaranteed for a}] peopTe,
the econ0m1c position-of artists,'says the Coalition, should be

improved-through rental fees, trust - fund and profit percentage.

s

9

[ There are also gr0ups‘offartists'doing "coTTective artt".lThe

. 1nd1vfdua11sm of the artlst 1s also under attack The Guerr111a Art’
%
t*IActlon Group of New York (GAAG) for exampTe questions current
31

art1st1c values and searches for 1ts own def1n1t10n of human1sm

These broad atté%&ts of contemporary art to e11m1nate

bourgeo1s vaTues are not w1thout‘the1r contrad1ct1ons. ;Conceptua]

—

| -; artists who are attempting to"break boundaries.stiTT need to use

"convent1ona1 means like the, art gaTTery, the museum, critics and v
 Areticre 32

'1“~maga21nes T1ke Arts Magaz1ne The Art JournaT or Art and Artists.

The~Par1s May Rebe]T1on of 1968 wh1ch attempted to

N

desubllmate" bourgeo1s*assumptlons soon had thelr posters, sTogans, '

and graff1t1 documentated and d1sp]ayed 1n New York museums .

T é Ay
) :

10. 5 L1m1tat1ons of Contemporary Avant Garde Aesthetlcs For Art
Educat10n : .

ATthough contemporary movements have moved the notlon of

art“'from the eT1t1st bon gout to a more human TeveT, 1t is.

‘doubtfuT whether 1ts form had become more acceSSIbTe to the" ‘public.

268 -
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Artists have to'exp]ain<their artworks so precfse]y, with so many .

cues, that in many cases, the pubiiC‘does not care. . S .

: dt'—i~‘\\\no matter -how many freejdays the museum
) - offers, they [working people] have neither °
the interest and training nor the social and
geographical proxjmity with which to benefit
from these supreme]y humanizing. products 34

On the other hand, if the "new art" is not saleable then the art \

market changes to those commod1t1es wh1ch are (1 e ,,ant1ques,
representat1ona1 art, and pr1nts of noted art1sts)
, Contemporary movements w1th-the1r stress on the value ot '4‘

- ‘de obgect1f1cat10n35 certa1n1y present a. pos1t1ve d1rect1on forhans§2>;;s

'"f;aesthet1c educat1on whose aim wou]d be to e11m1nate current aesthe

- Au.

a11enat1on However the stress on: "de aesthet1c1sm" and the S '“f_ . - S

1

3; cont1nuat1on of a Duchamp1an ant1 art movement is detr1menta1 to .

-;such én a1m

The ma1n prob]em of ant1 art is 1ts extreme ex1stent1a11sm

' It becomes 1naccess1b1e to the pub11c.«~what is -a biatant r1d1cu1e RS s
:,'{7 : _’: of bourgeo1s‘aesthet1c va]ues requ1res a form of cr1t1c1sm wh1ch

'frfa11s 1nto Journa11st1c dec]arat1ons of the1r artlstlc 1ntent1ons,'

pto present a coherent p1cture of the1r phvlosophy In short the

'ph1losopgi.under]y1ng ant1 art forms 1s not su1tab3eefor art

) ) ‘ o -

’ *f.;gate meat models eno]osed in glaSS

‘\«-,« [



In many ways much of avant garde art has 1ost 1ts "bite." what'was:_'

‘But has this effort [contemporary art] "already -
~ reached the point of no return, that is; the -
" point where the oeuvreé drops out of the 4

dimension of alienation, of formed negation
jand_contradiction, and turns into. a -sound-.

game, language-game - harmless and without
commitment, shock wh1ch no 1onger shocks, and
" thus succumb1ng?36 .

‘at one t1me, a cyn1ca] and sat1r1ca1 movement has become L

unit wh1ch 1s ab]e to .pursue its own goa] - In such a system the.

ass1m11ated to the po1nt where 1t no 1onger shocks, confuses,

"oo1nts at or 1aughs It Just is. The reasons for a great dea] of

"ant1 art 5 p]1ght stems from the resu]t of 1ts contrad1ct10n

. Cap1ta11sm p]aced .tress on. the 1nd1v1dua1 the self-autonomous“ -

-;Veccentr1c and the _adman cou]d be aSSJm11ated and w1th the r1qht:

"':connect1ons, even ra1sed and appra1sed as a great bus1ne$sman or’

_ assoc1ated w1th "'e-objeetiffcat{oh n-j

',of.aft'as commod1t‘, wh11e the second, is the d‘5561%§Q

1barr1ers between ant and 11fe \ As Press states,

N

~great star: .’ If the extreme 1nd1v1dua11sm of ants- art is ndt the:”vf%
- mode] for art'edu_at1on what is g

Of pr1mary consideration-

v

1“For°the ommod1ty is an obJecg §;h1ch has
its value, not. in itself, 11ke an aesthet1c
object, but in another* obJect for. wh1ch it

.~ ‘exchange-value', is not the value. of
"“, - quality, which.defines the aesthetic

.7 object - s meth1ng to be e n;oxed = but, C}ﬂ»"’“» o

L SN
T

ﬂhtaken.to.contaln two - central 1deas fTheil rst is the e11m1nat10n R

may be- ex hanged And thus its value, = l' _f‘ j' .
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‘If “art—]ife" {s to be consumedﬂaestheticalTy, it-mUst'in

pr1nc1p]e be consumed by a]] If art or the process -of art should '

A

Yo

[}

" be an end in 1tse1f then it fa]]s back’ to an art for art S~ sake oL ;
.:ph1losophy Its act1v1t1es become stagnant and purpose1ess AArt

educat1on needs a more ut111tar1an aesthet1c one wh1ch can be- .
. . v 7 . U T . . . ! . .
: tengoyed by a11 Presently, man S a11enat1on sees art on]y as” al o :

.

5%

.commod1ty even though the standard of ]1v1ng enJoyed on. the North

Amer1can Cont1nent is suff1c1ent1y hlgh to prov1de everyone w1fh ! S =
. g7 T
‘the poss1b111ty of ach1ev1ng one s own aesthet1c fu1f1]ment, a more/ B

Ihuman cond1t1on than the conf1nements of an 8 to 5 job or the

Y

eont1nua1 monotony that the assemb]y 11ne perm1ts

. ibl."

- The- present aesthetlc cho1ces we enJoyJare however an . ;"” - .
i]ius1on Toff]er suggests that the cu]ture Wh1ch promotes
p]ast1c bedroom sets, smooth r1d1ng Cad111acs, T V soap operas,

comnerc1als, spectator sports, subm1sgve fema]e ro]es etc., shapes

our aesthetTC sens1b111t1es and gu1des our future Choites become -

superf1c1a1,las 1ud1crous as: Zest over Ivory Soap 38 'Suthva cuiture . 1:“,?

certa1n1y requ1res a cr1t1ca] exam1nat10n, and some k1nd of . f" .

o comm1tment on the part of those who make 1t up Comm1tment 1s { R
5" : 'v: ' ‘.’ - . . . . . T N o
. necessary becad&e, o f"fy : T‘ IR b -
: .man produces man, hlmse]f and other men,"i_ v ,:15 Lo e DTl
j when the object which is the direct activity - e
‘of his personality, is at the same time his s 4 s !
existence:for him.- Thus the object .that’ e S
-~ mediates my life - for I produce my life by . S S
~ producing obJects - 'mediates asgo the . ;f?.
_ex1stence of other men for me' '“

If one advocates the e]1m1nat1o§?of aesthet1c a11enat1on, T
s ‘ ‘. ST o
~(iled, anytthg that prevents you and éﬁ from becom1ng ]ess human, . o




. 1nst1tutqons of the fam1]y, schoo] and museum. In summary, then, "" s -

. L. . o TR W S
TR ST
R

N \ . ' .

spec1f1ca]1y that par of us wh1ch 1s or may be aesthet1c) what form o e
would art educat1on need to take7 To e11m1nate aesthet1c

\a1\enat1on the va]ues of de ob3ect1f1cat1on wou]d need to be met n

<

‘ the context of the 1nd1v1dua1 and soc1ety To do th1s, present
va]ues need to be pu]]ed out of the1r current contrad1ctory ro]es

(1 e., art must cease t or1vate or expen51ve) ;

T

RN : o e .
- . . . . . \

._]O?BTQDirection.For-a,Nen ,“sthetfc-im Art EducatﬁonA

. ‘4~'|

In Chapter N1ne 1t ‘was made’ ev1dent that there needs to be

°
Eo

a happy marr1age between the 1nd1v1dua1 and soc1ety If art 1s to

.

become part of 11fe,_one cannot Tose’ swght of these two e]ements .
For art educat1on this poses two necessary cond1t1ons The-f1rst

requ1res a re- eva]uat1on of the not1on of "p]ay" from 1ts present

o ,

contrad1ctory ro]e 1n a cap1ta11st soc1ety to one wh1ch emphas1zes
Ed 9 %
the 1nd1v1dua1 or ex1stent1a1 element of a human aesthet1c theory

- and aesth t theory so that all 1n a soc1ety may enjoy the aesthet1c

. process ’In the case of art educat1on, soc1ety trans]ates 1nto the'

P

‘ these two cond1t10ns wou]d requ1re a- comm1tment towards the -

<

" actua11zat1gn of se]f and the actua11zat1on of a. "soc1eta1 aesthet1c"

"1n an active and 1ntent1onal way. SR o .f=*
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"A. Play:. Homo Ludens o .'f N .
..y Homo Lu ens | ~ |

i

In 1ts current contrad1ctory mode p]ay 1s seen as _$r1vo1ousvr _ :f

act1v1ty, a pastTme In a mechan1ca1 wortd with 1ts stress bn
(-3
obJect“ and eff1c1ency, the trans]at1on of th1s human d1mens1on "

N into a worth]ess state is a 1og1ca1 outcome of a cap1ta]1st
'ph11o ophy P]ay as. Gadamer percewves 1t, 1§ an essent1a1 human
QUa11ty, o .l .' s S g |
':?_' T f ~'.'I wish to free’ th1s conceot'[play] from the
‘ - subjective meaning which it has in Kant and . S
= -Schiller and which dominates the whole of . . .. . L
. . ,modern aesthetics, and. ph1losophy of man. o :
s ' If, in connection.withathe experience of
~art; we speak of play, th1s refers neither
.- to the attitude nor ever '~ the state-of o ]
! - . © ¥.mind of the creator or t .: enjoying.the . - SN
i v work of art, nor to the ieedom of a " IR
gm0 subgect1v1ty expressed in play, ‘but to S
ST . %o © the mode of belngaof art 1tse1f o . b
e ‘ ¢ e ‘ A - T
'“Play br1ngs w1th 1t the much abused not1on of creat1v1ty

'k : but here’ creat1v1ty is g1vén 1ts freedom from bondage Play refer§ R
.' ‘ ¥ . . :° ~

‘.:to the rIth to dea] w1th open,ended quest1ons concepts and 1deas

VIt 1nvo]ves the not1ons of hypothes1s, r1sk tak1ng, the~category of _
¢ . o N B

"to see what happens 1f .,“ exper1mentat1on 1nvo]vement ‘In
' 'short, 1t is aestheﬂacsexper1ence" freed for human1zat1on and’

' 'f‘self-actua11zat1on' As A]]an Kaprow the 1nnovator of the ”>e'-.9af

N

Q‘.°‘»Happen1ng def1ned ‘it in “systems agproach" Jargon,

It favors opemxss towﬁtﬁs outcome in
-~ contrast: to the literalzand .goal- dr1entated
‘ ~uses now emp]oyed y most systems L .
spec1a11sts. S ‘e.; IR RN

P]ayfu]ness and the p]ayfu] use of §
techno]ogy suggest. a positive 1nterest
1n acts of cont1nuous«d1scovery

L
Er<s
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AN Playfulness can become, 1n the near future

AN a social and psychological benefit.4]
. N b .
¢ A . :
%Qay has been taken out of society and education,.not only
\‘ .

through the stress on pre-ordained answers and outcomes, but also

with the elimination of surprise in our products. One is reminded
- ' . .

0of the days when the rag doll contrituted to the growth of

v

imagination and consc¢iousness by being a malledble object.

\

Witness today's replacement; the string pulling, mind-deadening.

bed-wetting, stereo-sentenced doll whicn endlessly prattles, "My

name is Barbie. What's yours?” ‘

E. Society: Homo Aestheticus

But p]av, in itée]f is not enough for a-comp]ete aesthetic

'orogram wh1ch must contr1bute to the actualization of the society.

LW e

~ Here, a p011t1ca1 comw1tment 15 requ1red not a~comm1tment towards

? * o

‘art propagandy where a conf1né’—1deo]ogy 1s advocated; but a_'

politicizatidn towards the eliMination of alienation, to free man

as man.. = - .
fne’weijhting affdrdéd'by the family and the school in.
shaping a'chiiq‘s yalue system by fér outweighS'bther inf]uencé;
like GChurch, Government and Art. The .aesthetic values he'
rece1ves at home have the1r own cu]tura] her1tage42’and theréfore
“n

should not be dismissed. but g1ven due accommodat1on Contend@ng’
\

. aesthet1c va]ues brouoht from home, from T, V propaganda and from'\/

other sources shou]d be exam1ned cr1t1ca11y 1n the art classroom

with the general aim of-de-obgect1f1cat1on of aesthetic theory. -

~
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as a literary monologue, praising man's capacity in achieving
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'

o A o :
The institution of “the family and the school have adopted bourgeois

2 : : .
aesthetic values. These need to be examined in the classroom. ' A

j
Rol |

A re¥castinc of aesthetic education's three components, the
értist, historian ahd Critic, into & praxioloay yhere there is a
conmitmeht towards estabiishihq art as part of the hemae cohdition,
would ao far towards iiberattnq the elements of "play" and

de-objectification. .

™~

~

Art as Praxiology. - When an examination is made of

~ ’ . 4 . \
- aesthetic values have been presented by art movements in the.past,

~ we see that there has been an attempt to increase the notion of - _

humanness ) Surrea11sm prov1ded access to dreams and the

sub- consc1ou{/‘Abstract Express1on1sm added the d1mens1on of tota]

" body 1nvo1vement and acc1dent Expressionism released emotion while

Abstractwon released co]or as color. Currently, Conceptual Art’

1s provwdwng access to ph11osophy and the environment. Each

- "movement’ has,beeﬁ COnmitted to 1ncreasing the concept of T,

"cultural man, ™' Art educat1on shou]d do 11kew15e _ Presently,.art . .

-

A3 .
educat1on teaches ”*echn1que as opposed to ph11osophy, 3_and “the .

acquirement of a “trade'. «44

Art History as Praxiology. History as praxiology sees man

"as  an active shaper of his environment. Most art history is written’

v
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technical comggten;e. The reaction to such history Has created é
spirit of énti-inte]lectua]ism amongst contemporarytartféps. Art

has always been an active and intentional "beiﬂgg.for the shaping

of mans.' subje¢tive nature. Aft; when téken oﬁplof the muﬁeu@,?into'
the-]ives‘of the peqple, Has angys made history, nof bécomg hiétory.
As Sand]e}_puts it, ’ o - -

These issues [conflicting issues in art]

become the points of departure for reviewing

the past, that is, allow the living present

to give us our access to the vast realm of R
the past. In this way, we can determine
what is of significance - alive or dormant
at any moment - in the past, significant
because it exposes how we arrived 4t the
present and by contrast clarifies our
awareness of both past and present. In
turn, the past assumes a new importance)
for it is imbued with meaning that'itds’
Otherwise no .longer seems to possess.

wé.ha}e then, the notion that hfstory can be'made.  It is
.not,a’bassive,‘]inear series‘of artiStﬂ:evénts but -an actiye aftempt
to understand man as man. ,“Grodp;aestheticsﬁ becomes pgésib]e when
individual hembers make'specific cOntrfbutiéns to the communi'tyf46

Criticism as Praxiology. Nothing‘could be more fmportant

\J

than a congfant.re-ggajﬁation and re-examination of one's personal
Aaesthefic values. - Reflection on shafed.vélues and personal ya]ués
ig'a,necéssafy e}emeng'for chghge. Kenngth'Burke provides usgwifh.
a bafddigm case for criticism, ‘His.idramatism" fdentifies the
.mqtiVationé]5f}amework for .the ruling elite. By showing the .
contrad{étipns in the situation, he prepares his analysis for

. zublic discoursef He then provides the public wjth an alterrative

776
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justification'for the:action of the Eharééters. This 1ogié dﬁ
inquiry thus gives the audience the Bppértugity of ghanging the
wdr]d! Man, reqreating himse]f throughrthe'histdrical process, .
is cenﬁrai to-the notion og praxfo]ogy. . The individua], be he

< art educator'or‘stqdent,-expeft_or'léyman; mbst be made aware of,

and encouraged to use his capacity fo assess and médify,hﬁs value

system. S 4 | : . A " 'y

10.7 Conclusions: Praxis For Art Educﬁtion
: f

|

To make. the. aesthetic avai]ab]é for'aTl (the éﬂergeﬁce of

: , v
homo aestheticus), it is.desirable not to separate homo ludens from

“homc faber. Work, .if it is to be creative, requires an active
é]emeﬁt of:play.47_ This proVidés the necessary pre—cdhdition for
:the.attéinmént of an aesthetic experience, which, phénomenoldgically
”épeaking, is characterizedrb; the féelings of'accémplisﬁment;;of |

commitment and of complete -absorption. As the writers of The

Creative EgperienCeag found, it is "feelings of excitement and. :

bieasure'[whichj acéompany tréative.work." ‘
1 Tb help estabTiéh the condi#ions whiéh allow surprise anq
'accideﬁt-to accompany b]ay; where_children actiVely question;
;rﬁst‘tﬁeir huncﬁes and:haVe a desiFe4to make a significant ,v
contribution to-the wor]d through meaningful activities,kiﬁe

following central value requires endorsement.
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A de-objectification in art education
requihes'a po]ifica](commitment hecause
if “artwork” 15 to contr1bute to oneself'.
_and soc1ety it needs to be creat1ve
"work," per se, to be meahingfu] requihee,
an aesthetic'element‘(i.ej, aesthetic
"experience). For this to be realized,
the aestheticineeds te be_active and . .
political. | |
De-objectification means e]iminating currehf aJienating;
aesthetic ‘vaiuesjfrqm art . education, Pracfjces which promcte a-
" commodi ty fetjsh” or primarily stre&s tethnjqueléhould‘be
3 re—examihed. Treatiné art objeets as persona1 enclaves wh%ch
“Should be revered in an icqnophilﬁc/fAShioh upon'§omeve1aséroem
wall cah be an a]ienatihg practiee if the gesfure'js to praise
.1nd1v1duals who have successfully mastered a technique. Activities
, whwch wou]d help ach1eve the centra] va]ue cited are 11sted below.
1. To q¥am1ne the comnod1ty fetwsh" art activities need
to exp]ore the marketing field from the perspect1ve of how and
“why commodities reflect the status quo. Alternatives should be
"exblored which would allow commoditfes to be moreepersohable, :
.r§§Chi"9_§AWf§?F audienCE.AhAt one time the arfisf knew and
“understood his~audiehce This should be rev{ved .
‘2: The cost of aesthet1c thrw]]s needs to be explored "To
what extent have human values been d1sregarded for the atta1nment

of a cosmet1c thrill? Two;examples 111ustrate'th1s po1nt. First,

\ /‘2’78



VWhen a chajruts bought one has-no idea who made‘it. what the
materials :n it are, where it came from, what it or1g1na11y cost,
how much 1abor was 1nvo]ved, and how. much the chair had been
art1f1c1a11v promoted: through the 1nst1tut1ona}lzatwon of
advertisement. Second, human hair is bought from aging“old,1adtes_
“and young women, both_in_Crete,‘Sardfnia. and Portugaljfor‘the cost
of a few trinkets and use]ess.trifTes. This same hajr 1s.dyed; ",“‘~

~processed and sojd as wigs at hundred totthree hundred‘ddﬁ]ardtv

a piecet' Art_educatora should make ¢ ildren aware of similar.

practices'and question the aesthetic ﬁs_nhtch-aCCQmoany them. -
3. The exb]oration‘of aesthet1C»va]Ues"may.beo*‘ throUQh the

analysis of various institutionaTizedvart forms. An exp]o at1on of

corporate art, re11g1ous art, school art, and "in, the home" rt .
w0y1d yleld compet1ng aesthet1c posrt1ons Students wou]d need to

\

make their own conc]us1ons as to which- aesthet1c va1ues shou]d be
retained. | | R

. 4. Class. co]]ect1ve efforts wh1ch attempt to so]ve
env1ronmenta1 aesthet1c prob]ems and collective efforts wh1ch stage
aesthet1c happen1ngs for the pub11c and schoo] are act1v1t1es |
wh1ch promote the agh1evemept oﬁ the centra] value. These !
vact1v1t1es breakdown the d1v1s1ons of" ]abor and make art act1Ve

3 5.« Film and T.V. offer an- opportunlty for the app11cat10n .
-of cr1t1ca1 *heory in art educat1on , The exam1nat1on of soc1eta1
values, typesnof add1ence, heroes protagon1sts antagonists, etc,,

provide a wealth of exploratory.work for critical questioning. -

’ ' ( T



ATternative endings and per<onal, as weTT as qroup f]Tms, hf‘Ch
4 .

state’thE\underTylnq 1deoloqy (ould be attempted

6. The V. T R. is a useful tool for expTor1nq present

aesthetic values. Urban -and rural arch1tecture and Tandscape cou]d

ﬂ bé‘compared. Numerous nelghborhoods 'mall areas shopp1ng renters’

: and sporting events could be f11med to prov1de 1nfo~mat1on to ra1se
quest1ons whether change should be made to make these areas and
' events more human. {

0

i 7. A cuTturaT analysis of rock mus.ic and more. emphas1s an
‘the exam1natlon of aesthet1c values underlylng such poT1t1caT and
'rad1caT acnons w1TT a1d in show1ng students that art has an
act1ve 1nvoTvement with soc1ety |
"B, As far as the requ1red 1nst1tut1ora] changes are needed

the foTTow1ng seem in order: |

'(a)‘ Museum ~ The Museum requ1res an. expanSIOn of 1ts'
present day 1nvoTvement with the pub11c Tt should become a .
meeting. pTace where both artlst and aud1erce coqu part1c1pate 1n
vcr1t1caT d1aTogue Groups of art1sts coqu meet and taTE over
ideas which they could initiate,

(b) SchooT. There should be an attempt made for the
promotion of an understand1ng between the art teacher s
comm1tment to art and society and the adm1n1strat1on This
comm1tment needs concretlzatlon in the form of art act1v1t1es
which have been mutuaTTy agreed upon by both teacher and students

h;(C) SeTf and Family. There should be an expT1c1t

evaTuat1on ofone S own. aesthet1c values aga1nst the background of

280
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one's OWN biography. In the same vein, this assessment should be

extended to the family. - - 3

10.8  Summary

An aesthetic education with a praxib]ogicé]'orientation
whféh attempts to eliminate current aesthepic alienation has'been'
'outlinedL4 Tﬁjs ﬁeéns that there needs to be a commjfment to oneself
and éociety torachjeve a society wheré‘alllmay share‘in the\
aegthetic procéss. The form§ such a proéess will taEe are to be
co]]ect%ve]y deéidéd.. The pfoduct-of'maws labor is to*become a
sbcial_product which shqﬁes his histori;al thure; It is ‘, ‘ ' f

tﬁerefore'necessary to make art more utilitarian and overtly
o ’

political. In such é'qu81 the‘hora1 and_efhica1 merges with the.
aesthetic. -Ac Marcuse writes,

~The fight will be won when the obscene
“symbiosis.of opposites "is broken - the
symbiosis between the erotic play of the
sea'and the booming death industries at.
its shores, between the f]wght of the
white birds and that of the gray air ,
force jets, between the silence of the -
night and the vicious farts of the
~ motorcycles ... Only -then will men and
women be free.to resolve the conflict
between the Fifth Avenues and the ghettos,
- between procreation qnd genocide.: In the*:
long range, the polifical dimension can ,
" no longer be divorced from:the aesthetic, o
. - reason for sensibility, the gesture of the o
- barricade’ from that of love. To be sure, -
the former spells hatred - but the hatred
of all that which is inhuman,-and this
- 'qut hatred" is an essential 1ngred1ent of
the cu]tura] revolution.49
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Content Analysis of Eighteen Aesthetic Educators

Art,Educator:.»Eugene Kaelin

Articles: ™"Aesthetics and the Teaching of Art " Stud1es in Art |
Education 5(2), 1962. "The Existential Ground for Aesthetic
Education," Studies in Art Education 8(1), 1966. Kaelin's

presentation to the Institute for Advanced Studies inm Art = _

Appreciation, The Ohio State University, July_and August, 1966
and reported in Guidelines. "Aesthetic Education: A Role for

Aesthetics. Proper,”™ Journal of Aesthetic Education, Vol. 1, 1966.

Affiliate Aesthetician‘ Merleau- Ponty, Sartre He1degger

"My sources are pr1nc1pa11y the ph1losoph1c
works of Martin Heidegger in Germany and
Jean-Paul Sartre in France; in particular,
Sein und Zeit (1927)of the former and
L'Etre et Te Néant (1943) of the Tatter."

[TypetofiCnTticieﬁtﬁ Forﬁa]tsm (Structura]ism)

. "The surface and.rebregentatidhaﬁ*elementsﬂmww;”awmm;m'

may be referred to as ‘counters':. ‘Counters.
are discernible and describe Glements in a

work ‘of art. Literally, they are the things
which "count' in the expressiveness’ of the .
work. If the counters are discernible parts - .
of a work of art, they must be visible; indeed,
their phys1ca1 presence’ must be ver1f1able

pub11ca11y : o e

Author1ty for Va11d1t1, Re]ativism -

”‘ 'J”Th1s is not to claim that an actua] aesthet1c
- experience begins with an awareness of the surface’
. and then proceeds to c]osure in an idea, nor that
there is.only one 1nterpretat1on of the given
-work; but only that the system of postulates
< devised to intespyet the meaning of aesthetic
. categories afforgs a.method of critical procedure,
according to which-any image or idea wh1ch is
not traceable to the organization of some . -

'.sensugus surface is patent]y 1rre1evant "

{

"
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Hugh W. Stumbo ‘ | -
Articles: “Three Bases for Research and Telaching," Studies in Art
tducation 9(2), 1968. ™Changes .n Mean1ng§Fo1low1nq Phenomeno1og1ca1
Analys1s " Studies in Art Education 12(1),13971. '

Affiliate Aesthetician

Sartre, Merleau-Ponty, Kae11n

“The key to the solpition of this problem cape

‘with the phenomenological method as prounded
‘by Jean-Paul-Sartre GMaur1ce Merleau-Ponty,
»and Eugene F. Kaelin.'

~——_,

f\- ' ) )
e 5 ' ) '
Type of Criticism: Formalism (Structura]1$m)
L, Leve1s of Integrat]on
\ ' .o .
AU :

A-1 statements

efer to sensuous qualities
such ‘as color, texture, shape, etc

the environment.

A-2 statements refer to the correspondence~—
between drawn or painted images and th1ngs in

“A-3 statements refer to the symbo]1c meanlngs
of drawn or pr1nted 1mages
‘B.-

-

!

Leve]s of Comp]ex1py \

B-1 statements refer to s1ng]e deta11s within
"a work of art.

B-2 statements refer to re1at1onsh1ps between C ' -
two details or sets of details. '
B-3 .statements: refer to re]at1onsh1ps among
details or sets of details.
2 A . of art1facts

Au¥h0r1ty for Va11d1ty

B-4 statements refer to the s1gn1f1cant mean1ngs
Re]ativism
AL

: ~dialogue
\)'.

- "Art act1v1ty may be descr1bed as an 1ntrapersona1

between artist and evolving art object.”

- : ’ o
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Art Educator: Stuart Thompson

‘Articles: "Complexity in Perception: An Explanation in
Phenomenological Terms by Psychology, with Some Paraliels in’
Aesthetic Philosophy," Studies in Art Education 14(2), 1973.

3 . : )
Affiliate Aesthetician: Aldrich (imp}ied) and phenomenologists

"For the gﬁiposes of this investigatjon,
phenomenology will be considered as an
epistemojogical position lying somewhere
beétween positivism and existentialism,
though leaning toward the-latter.”

Type of.Criticism:‘ Formalisim: Aldrich's attitude theory {mplied

"But beyond these Gestalt laws, two more
fundamental eonsiderations must be borne
Cin.mind: (1) complexity in perception is

a dynamic thing, changing continuously - - .
the configuration of perceived complexity,
and (2) an objett-event is always seen in
.context. Arnheim writes: .

'The appearance of any item in the visual .
field was shown to depend on its place and -
function in the total structure and to be"
modified fundamentally by that influence.
If-a visual. item is extricated from.its
context it becomes<a different object.'”

-

¢

~ Authority for Validity: _Re]atiViém

"This statement at once abolishes the ‘out

there' and replacés it -with something on

the order of an inseparable self-world

situation of which Platt speaks. < The ‘
,positivistic is rep.aced by the phenomenological
- complexity is relatiygAtg,the_perceiver." ~

..V~4\%\;_’;S S e ‘ -

-

a

- {




Art Educator: William Bradley

N
\ ]

Articles: "A Proposal of Marria-=: Tn. r cept of Encdumterahi]ity,

Studies in Art Education 12(3), ™ "1 -insic Feedback," Studies

- in_Art tducation 10(2), 1969.

Affiliate Aesthetician: Kaelin, Stumbo’

"Others have tended to be more cautious in
their approaching spec1‘1catﬂons for art
“experiences and have in many cases aligned _
themselves with a Parkeresque view of content
.as process. They have “proposed.that the art
" experience is essentially a synergetic fusion
by se1f-projection:andvverticaT’growth," '

Type of Cr1t1c1sm Formalism (StructUra1ism)'

315

In the Conceptua1 Mode1 of Encounterab111ty, Bradley endorses_

3 three fold approach the scho]ar]v mode of 1nqu1s1t1on deals w1th

s’
7/

.h1storwograghy ‘and cr1ticismcand it includes ‘content sourcqs,

artists,']anguage, physical science, mathematics, economics and .
4nistocy.
"The checklist seems to require that one
. observe his own work frém a detached point’
.of view, and 1t presupposes that the. artist
will still have the subjective capacity to ,
retain his mental 'openness' while objectifying . e
his position." S ‘

~ Authority. for Validity: Relativism

, _
-
“"In as much as each 1nd1v1dua1 ma1nta1ns a
particular world model based on prior knowledge,
‘environmental and cultural. influences, encounters

. tend to relate to 1eve1s of awareness in each

'of these categor1es
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. Art Educator: Vincenf Laniér

Articles: “Schisméﬁenesis in Contemporary Art EOULatioh,” Studies
in Art Education 5(1), 1963. "Talking About Art," Studies in Art 1
Education 9{3), 1968. . e _ : ) ‘

“Affiliate Aesthetician: Dewey

"It is undoubtedly ‘obvious that I have been
liberally, and. ! hope correctly, paraphrdsing
John Dewey 1n my description of aesthet1c
exper1ence . . S -

" Type of Criticism: ‘Contextualism,

- 4 B N
~ Lanier's Canalization program inc]udes the fo]]owing

variables socua] att1tude towards work, cu]tural view of.art form
perceptua] sk1lls formal qua11t1es, symbo]s, assoc1at1ons |
historical 1dent1f1cat1on, Judgments and relat1onsh1p of artwork to

. &
life.

Authority for Validity: Sociological Relativist

"'Start where the pupils are.' Courses of
study indicate that most of us attempt to.
- build curricula in a way.calculated to attain
some kind.of bridge .between making or looking
- at the fine arts and the students' prior
o exper1énce S

"But a 1arge proportioh of our pupils undeniably
possess an apprec1at1ona1 milieu of their own
to which they respond. with fervour pass1onate ,
if changeable loyalty, and often more than a : c -
11tt1e cr1t1ca1 Judgment R - :

!
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Art Educator: Arthur D. Efland = . | -.\l 7
. B \\\, » - . '
.. N ) \
Articles: "Some Problems in Art and The1r‘Curr1cu1um Consequences !

Styudies-in Art Educat1on 9(3); 1968 .

Affi]iate.Aesthétician' Dewe} (1mp11c1t1y supporgs Lan1er s the ry)

’ "Lanier touched on a potent1a] source
,structure when he suggested that the v1sua]
arts are justified for what they, alone,
provide, 'the visual art experience.'"

Type of Criticism: Contextualism

» ”For examp]e, an art.critic who relies only
‘o on. his phenomenological experience with an.

' ' art object as the basis of his judgment would
have to exclude, or bracket our many classes
of information in order to 1solate himself
for the task of perceiving the work of art.

On the other hand, a socially orientated art
“critic would be more concerned .with relating
J the artwork to its broad cultural context.

The latter inquiry would be, in Jone sense
more 1nc1us1ve than the former

Author14xiof Va]1d1417 Soc1o1og1ca1 Re]at1v1st

HMAnother cons1derat1on or curr1cu1um construct1on
: is that many disadvantaged groups enjoy a.rich | '
.~ and valuable cultural heritage which is frequently _
ignored or demeaned by the larger culture. . In .
the context of contending values, these cu]tura]‘
- goods are perceived as having 1ow status not
only within the larger culture but within the
disadvantaged group itself. At the same time,
‘these- groups. cannot identify with the values they.
perceive in the 1arger cu]ture which, they regard
‘as hostile.’ L : .

7
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Art Eddcator: David Ecker

’

o - b .
Articles:.. "Some PnadeéUate‘Doctrines dn Art Education and a
Proposed Resolution,".Studies in Art Education 5(1), 1963. "The
Artistic Process as Qualitative Prob]em So]v1ng,“ JAAC 21 (Spring
1963):283-290. - s _ ’

Affiliate Aesthetician: Dewey

"Qualitative problem so]ving isy, as Dewey-.
”ﬂﬁh insisted of scientific inquiry, not a neat
- L
~progression of steps but a single, continuous.
means-ends progress1on, somet1mes hesitating,
halting, grop1ng, it ‘may be rethought, move
" forward again, start' over, in short, it is
_experimental behavior. And all that one
can attempt is a logical analysis of
_distinguishable phases of the artistic
process, as. Dewéy did in his description’
of scientific processes of thought "

.

Type of Criticism: FOrmaTism/ContextuaIfsm

..Conclusion: the total quality. The
" work is judged. complete - the total achieved
- the pervasive has aaoquately been ‘the
control. It is a tentative affair because
"~ future evaluations may y1e1d a conclusion
- for future: modifications. (Indeed, some
“artists have maintained that they have never
real]y"f1n1shed a canvas )" R

Authority for Validiry:,'Rgiatiyjsm

an11tat1ve prescr1pt1on _Given a
pervas1ve ‘quality, whether arriving-early or '
- late in the art productJon future mediations
- follow according to patterns of qualitative
-relatedness. - The Artist 'infers' quality
from quality in the sense that future ‘
‘qualitative steps' are anticipated or . ' L L
. .intended by virtue of present]y 1nst1tuted .
' qua11t1es )




‘Art Educator: Arthur Joel Newman

Articles:

“Aesthetic Perception and Human Understandlng," Stud1es

~in Art Education 14(1), 1972. -

r

 Affiliate Aestheticaan: Dewey, Langer’

Type of Cr1t1c1sm : Dewey's Contextoalism and Lanéet‘s Formalism'"‘

"Acknowledgment that conceptual modes of

understanding are critically important,

Dewey insisted that they must be complemented
by “and informed w1th interpretati@ns which -
inhere in an intuitive apprehension of the ™
intrinsic qualities of experience. For thJS
latter purpose, aesthetic modes of knowing are
the most appropr1ate - 'Art expresses, it does.
not. state; it is concerned with existences in

. their prece1ved qua]1t1es, not w1th conceptions
symbo11zed in terms.

“Langer, 1ike Dewey, contends'that one knows the BRI
intrinsic qualities of human experience through .
intuition. If this notion of intuitive knowledge

s troublesome, the writer -cannot be'terk1b1y
~helpful; to do so he would have to engage in the

patent contradiction of attempt1ng to express
d1scurs1ve1y that.whwch is he]d to- be 1ntr1ns1ca1]y

.non d1scurs1ve

t . - _

Author1ty for Va11d1ty ObJect1v1sm as invisioned by Langer S mode

1

, "Langer po1nts up that so -complex and intricate

is the-human condition that ideas of human

" sentience (or basic life rhythms) admit of .a:

welter of d1ffer1ng 1nterpretat1ons - 1nterpretat1ons

_,equally authentic so long as’ they are Symbolized

in bona fide"art. This is an important condition,

~for it permits the aesthetically-sensitizeu

percipient to realize vicariously a range. of subtly—
varylgg 1nterpretat1ons of human condition.’

, ""Through art we learn the character and range of
- subjective experience, ..  Assuming men to be.

psychobiolagically “similar, and assuming human’ needs

-and problems to bear some univeérsal resemblance, it
- is not unreasonable to suggest that they w111 s1m11ar]y o
- not 1dent1ca1]y - 1nterpret exper1ence

319
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Art Educator: Francis Villemain

Arfic]eé “Towards a Concept1on of Aestheti Education," Studies in -
Art Education 8{1)," "1966. "Democracy, Edpeation and Art," T
° Educational Theory 15 (January 1964):1-1 '

Aff1]1ate Aesthet1c1an ~ Dewey . K

"Art as - exper1ence, ]1ke any other ach1eved
- experience, is.a deliberately controlled process.
R °. It is purposive. And if experiencing includes
' - . the active‘ro]e of purpose, then art experience,
_ : upon examination, will exhibit means being so* -
. 2 ordered that ends sought after are obta1ned M

‘ . Type of Cr1t1c1sm Formaiism/Contextua1ism

© "To recognize ‘that this view df art is 1nt1mate1y
. associated with certain social arrangements is
“not to.claim that no other factors were. involved
-~ in its production. For some purposes it would
- be important to delineate a host of generat1ng
“and susta1n1ng influences which gave rise to the
outlook. For the present and 1imited purpose, .-
hdwever, it is sufficient to single out one
factor. . The.-fogus upon pre-democratic social
‘arrangements wilhk help to direct attention to. 4 .
- the 1nadequacy of the concept1on present]y at - ..o S
'hand " { : ) o - i,

N\
\‘.

Author1ty For Va11d1417 \pbject1v1sm
"Accord1ng]y, the. wprk1ng mater1a1s the means
or. 'stuff' with which artists work, may o

'co]]ect1ve1y be called the 9ua11t1es of -

- expertence. We speak of the Toneliness of the
momeﬁt ‘the Gothicness of-a bu1]d1ng, the
forma]ness of clothing. In such cases we name
d1st1ngu15hab1e quatlities -, the various "nesses

“of . exper1ence.- d1scern1b1e in a. g1ven
experience. Artistic experience is pr1mar11y
concerned with these sorts of matters. _Art is
the ordering, man1pu1at1ng,,refash1on1ng of these. .
qualities toward still. further qualities."

-
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Art Educator: .El1liot Eisner .
Articles: ”Med1a Expreésﬁon and-the Arts," Studies in Art

Education 13(1). ]971 "Stanford’s Ketter1nq Project," Stud1e§ in
Art Education-9(3), - 1968. : .

Affiliate Aesthetician: Langer, Dewey -

"The express1veness of the arts is. known by the
‘experience the. fonns of art evoke

To exper1enge art forms, requ1res an ab111ty to
. ? .'read' the form; ‘that is, to decode what artists
have encoded."

Txpe of Cr1t1c1sm

E1sner 15 a Contextua11st for symbo]1c pa1nt1ngs but s a

'Forma]1st for non- ob3ect1ve pa1nt1ngs His cr1t3c1sm.f01]ows in the"
vein of the New Cr1tjc1sm.

" "The problems involved in“de%ling_with’forms in
which only qualitative symbols are used is some-
.. . what different. Since non-objective works- .
LT d1sp]ay no symbo]s having referents outside of
t - the work, krowledge of such referents is not
S ~-relevant 'to the experience.of such works. Non- -
objective works of art are formal arrays that
- are to be entertained for express1ve qua11t1es
_'1nherent in the forms per se.® One does not and .
. need not look for referents or ana]ogues in the L
. world aside from the work. ' And §ince non- obJect1ve I
"works which, by.def1n1t1on, are made. up wholly of =
'qual1tat1ve symbols are not dependent upon
know1edge of - empirical forms or conventionalized
.. meaning outside the work, they are,.in this regard ;
—~ " less.culture-bound than works conta1n1ng ‘
. ‘conventional, representat1ona1,.or connotat1ve
'7'smeS" : . :

Author1ty for Va]1d1ty ObJect1v1sm .

.we .have 1dent1f1ed ‘three domarns in wh1ch
curr1cu1um is being developed.” These are the pro-
ductive, the critical and the historical....Each -

"of the concepts is used to formulate pr1nc1p1es,; .
: express1ng 1mportant emp1r1ca1 genera11zat1ons .



“Art Educator: Donald Abnstihe . B ' o

_;Aftic]es ”Shap1nq the Emotions: The Sources of Standards for:
"~ Aesthetic - Educat1on," Journa1 of Aesthetic. Education 1, 1966,
PP 45- 69 : . L o )

\-“\_ .

Affi11ate-AesthetiCﬁan‘ Dewey L . S

"Aesthetwc exper1ence, or exper1ence cons1dered
in its aesthet1c dimension, will henceforth be
taken to mean any experience had by an individual.
which- fulfils, minimally, the fo]low1ng two _
conditions. First, the exper1ence is taken to be
valuable on its own dccount.’ Whether or not the

_ experience is instrumental to the attainment of

" other. exper1ences, it is felt to be sat1sfy1ng,
fu1f1111ng 1n itself.": o

Type of Cr1t1c1sm Forma]ism

"This is not to say, however, that the perception
of form is consequently purely a matter of individual
and subjective happenstance or taste. The likelihood
of someone's being aware of form .depends upon at
Teast two conditions: first, the extent to which

he is able to apprehend experience terminally,

and second, the extent to which the relations
(descr1bab1e in an empirically’ ver1f1ab1e way) -
“within a given cue for experience more or less
“easily lend themselves to.being apprehended

n -

aesthet1ca11y - that 15, as form T

4

Author1ty of: Va11d1§1, Objectivism N » "'*4 e

' “Broad]y speak1ng, standards must. be dvailable
so .that Tearners can be afforded experiences
that have aesthetic quality and that at the =
same time are educat1ve " L

""Along the 11nes just. 1nd1cated it should be
~ .possible to.construct some of the criteria that
© . can serve as standards for aesthet1c educat1on

o(what is 1mp11ed here is that there are experts
(or 'connoisseurs') in sensitivity ‘to values, .

- both aesthetic. and moral, and.that there are

~ ways of determining who those experts are.™
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Art Educator: Evan Kern‘

Articles: ~ "A Proper Function of Art Educat1on in the. 70 S, »f '
Studies in Art Educatlon 12(1), ]970 ' o - ‘ ’ '

Aff111ate Aesthet1c1an Dewey

~ "There 1s, however, at 1east modest consensus
among theorists that -aesthetic experience is
1ntr1ns1ca1]y valued, that is, an exper1ence
which is valued for 1tse1f "

 Type of Criticism: Formalism

. "
T

"A more .appropriate.education: is seen to be

- . advanced through the idea ¢f the student as

% @ connoisseur - a gourmet - a collector of-
o _visua]'aesthetic experience. He is connoisseur
- in that he is able. to make reasoned Judgments

-+ about the aesthetic qualities of experience;
:'gourmet in that he avidly seeks out and savors
~ the aesthet1c gqualities of experience; and
.collector to the: degree that he endeavors to

surround himself with sources for aesthetic:

experience."

Author1ty for Va11d1ty Objectivism-

"More prec1§e1y, to attend to an exper1ence :
implies that there is an interaction between
- the person and ‘an aesthetic object. The “inter-
action is-controlled by the sensuous.and (when
- present) representat1ona] qualities of the
-aesthetic: object, that 1s, qualities perceived
through the senses, e.g., colors, movement,
- warmth, etc., and representations, ideas,"
and -images resu1t1ng from ‘the structuring. of
these sensuous qualities. The sensuous and
. representational qualities may be. given ‘the
',1nc1u31ve def1n1t1on of aesthet1c gya]1t1es "




Art Educator: -Geraldine Dimondstein

¥

Articles: “Conceptua] Framework in ‘the Arts," Stud1es 1n Art

- E‘ ducation 1 0(2 )/ 1 969

'_Aff111ate Aesthet1c1an Langer

- "It is for this reason that Langer defines

the problem of sculpture as one of ' .
“translating its data into visual terms,
or, as she_puts it 'to make tactua] space
'v1s1ble v

o

-,Type of Cr1t1c1sm Forma]ﬁsm o

"The under]y1ng assumpt1on is that every
stage of appreciation and participation:
in the .art process depends upon the
recognition. and app11cat1on of certain
fundamental concepts inherent in. the,
art."

AutRority for Validity: Objectivism

~ "The nature of experience is further
illuminated by Read who suggests that
scu]pture is pr1mar1]y an art of 'teuch-
_space whereas pa1nt1ng 15 an art of

. 'sight- space' since, ‘he maintains the

- "look' of it to the eye is d1st1nct1y
d1fferent "

o

3

4

1



-

-Art Educator: . Kenneth Marantz- .

Affiliate Aesthetician: Dewey

"In order to Tearn how to appreciate, one -
. must become involved with the ac¢t of
appreciating. When Dewey made a case
- for art as experience; I would want to
- extend the case for art apprec1at1on
as exper1ence " .

Iype of Cr1t1c1sm : Forma11sm |

R ~to be able to respond to the vast
.metaphoric connotations inherent in
~.works of art demand more than mere .

exposure.’

- © "But to become a percept1ve apprec1ator

- Author1ty for Va]1d1ty ObJect1v1sm

TN 'h'

Marantz s statemént wh1ch asserts that "metaphor1c

connotat1ons [are] tnherent in- the works 0f art“ p]aces him as-ah

/-
7

Articles: "Indecent Exposure,” Studies in Art Education 6(1), 1964.

LS

'.pr_ecthst who assumes tn\a,t ,such, propert1es affe_ct; the-.emoh-on‘:‘

P 244
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Articles: --"Aesthetic Educetioh'ih

326

Art Ed0catorf harry Brdudy ‘

Techno]ogiea] Society: The |

- Other. Excuses for Art," Journal .of. esthet1c Education, Inaugral

— _._Authority for Validity: Objectivism'

o " heard as h

Issue (Spr]ng 1966) 13 23. ot T L : ' ;

Affiliate Aesthetician:<-Beards]éy, §ib1ey

\
"Hence the number of items: or exemp]ars will

long enough and intense enough to. bring the-
pupil to see as the painter sees, to hear as v
the composer hears, to see and hear as the: . o v
. playwright sees and hears. The instruction =
may involve pointing to fonna] qualities the
pupil might not on his own notice, sens1t1z1ng
him to differences not at first apparent,
even to some knowledge about the art1st
- techn1ques, and styles." - o : P
_ : /,//f,
/ )
Iype of Cr1t1c1sm Forma]1sm '

“Ser1ous’ggt./1t is contended is or1ented toward - s
‘artistic truth' and is self-conscious about : T
‘.theory and te “nique. As a result, serious art .
“is not alwa:s r*ertaining or-pleasing. It is,
at best, diffir.it beauty As a’ consequence,
=it is not popular ) - : .

"However, spme obJects in our env1ronment do b -
“attract attentxoh to themselves. A cloud is - o ‘.
_not always seen as a weather~ message, and a pretty C ’
receptionist is/almost never regarded as merely
a source of infprmation. Then theré are those

objects which. we descr1be with such phrases as e
"the -anxious face', ‘the stubborn chin', 'the : :
néat laws',” ' the smiling sky', ' the. threateh1ng
sea' Such images are what they are about, for.

they say in-e fect ‘Behold an 1nstance of how

threaten1ngn ss', sm)11ngness anx1ousness',

carefu]ness s and stubbornness' appeafs to

the eye : : . _

I. do not p pose to exp1a1n, even if | could
how or’ why - ertain forms of obJect are seen or

n- 1239rt messages .
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Art Educator: Ralph Smith

! a

Articles: - "Aesthetic Criticism: The Method of Aesfhetic Education,"

- Studies in Art Education 9(3), 1968. - R o
LT o ],z/ff—f\> o

Aﬁfi]iate Aesthetician: Beardsley,.Sibley

"But what, more specifically, is the nature of '
- critical activity? A survey of successful critical

- statements, i.e., those which have.released a work's
value potential previously inaccessible to untrained - -
sensibilities, discloses little unity. The state=
ments of critics range from crisp, schematic .- .
analysis to eloquent literary essays. The description
of the phases_and techniques of eritical activity
thdt follows 'is therefore neither exhaustive nor -
“definitive, but it does. seem to hold potential for
formulating and planning defensible educational '
objectives and experiences." ' - -

Type of Criticism: - Formalism -

“"Evalyation. The term as used here implies some
kind of summation or assessment of the-merit of
“the work of art in question. The simplest 'kind
~ of verdict is.one'sayjhg that the work is_good
& . or bad, based on an examination of its aesthetic
qualities, say, its’'degreé of unity, complexity,.
intensity, or some combination of the 2."

Pyl

- j—

Authority for Validity: Objectivism - =~ . R

'\*4113 the first/place, it should be clear that the
cha(acterization bf elements and relationships in .
~.a work of art already ¥kades over into the next, - : b
‘the,;nterpretive, phase. _Furthermore,’ descriptive - ‘
and.characterizing terms are in many cases '
‘normative as well, thus anticipating the
evaluative phase. In most contexts words 1ike
. 'harmonious', ‘'unified', and 'graceful', tend to
have positive connotations, while 'shrill’,
- “'harsh', ‘'unbalanced', 'disjointed', etc., seem
" to be not only descriptive characterizations but
.negative judgments as well, though perhaps not -
always." ' - o ‘ S
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Tally Count? Frequéncy of Citation of Aestheticians
¢ As Reported in STUDIES -IN ART EDUCATION
. ‘ b T

NOTE: An asterisk precedes the affi]iate aeéthetician._ The
use of two., or more asterisks beans that these aesthet1c1ans have ’
been glven equal support for’ the1r part1cu1ar aesthetic theory.

The: number following the aesthet1c1an denotes the number of times

he isGnentioned in the part1cu1ar article.

].‘ D'Arc;;Hayman} "Art: An_Integratfng and Intensitying Life‘Fdrce,”‘

1(2), 1960. I : . e - _ ~
s ‘ o o : ‘ ’
"* Dewey -(4); Beardsley (1); Gotshalk (1); Croce (1. -
2. Lawrence Frank, "Ro1e of ‘the Afts in fducatidn;hml(éj, 1960.
* Ortega nyasset (2);_Léngen (1); Munro (1);vDe§ey (1);l '
Pahofsky (1) ST s o

o \

»3.' David Ecker,-“Teach1ng Machines and Aesthetic Va]ues "*3(2),

1962. oo o o

* Co]]ingwood (i)?'*lcmoce (1).

4

4. Earl L1nderman, “The Re]at1on of Art P1cture Judgment to Judge

Persona11ty’" 3(2), 1962.

* Munrn (1); * Ma]raux (1L

SN Edmund Feldman “Dilemma of the Artist," 4(1), 1962.

Lo

* Oretega yiasset (1).

6. Ralph Smith, “TheiStructure.of«Histerica] Knpw]edge,“ 4(]);

e

1962.

-

* Hauser (2).
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10.

17,
2. .
15.
olnl'
'15.'

6.

JameS_Mi]es

Dance." 4(1)

* Dewey (1).

Manuel Barka

~1963. .

* Dewey (2);

FredrickTLog
1963.

* DeWey (1),

. Irving Kaufman,

Ralph’ Smith,

1963.

P

Vincent Lan1er "Sch1smo

5(1), 1963.

[

“Aesthet1c Learning Through Exper1ences in a
Correiated Program of Instruction in Art Mus1c and Modern’

, 1962

\

n, "Is There a Discipline of Art Education?" 412),;

Read (1);

an, "Is There a Discipline of Art Education?" 4(2),

* Dewey (1),

LU Gombrich (1); * Hauser (1).

* Dewey (JW;

Dav1d Ecker,

”Some Inadequate Doctr1nes in Art Educat1on and a

“Art Education:

Munro (1).

%

o

Proposed Reso]ut1on v 5(1), 1963.

Eugene Kael

Kenneth Marantz

* Dewey,(i)
David Ecker,
Educat1on,"

‘Croce (2)-

* Dewey (1 ):'

[

in, ”Aesthet1cs and the Teachlng of Art " 5(2), 1964

Dewdy (1); Sartre (1);
Collingwood

(1).

"Editor1a1
6(2), ]965

* Dewey (3),

o

/
7
i
/

A Discipline?" 4(2){

7

*. He1degger (4); Croce (1)

Onethe‘Poasibi1ity of. Theory in Art

Weitz (2)..

"Indecént Exposure," 6(1)

s

N3
'Vf',- Y

A
\r:.

1963.

- . ._ Y : - .
“The Liberal Tradition of Art Education;" 4(2),

genesis in Contemporary Art Educat]on,
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17.
18.
- 19,

20. 7
21

22.
23,
24.
: 25;

2.

Nathan1e1 Champl1n "Ph1]osoph1cal Inqu1ry and the Crls1s of

Art Education," 6(2), 1

* Dewey (3); Margollsw(

1965

* Dewey (i);'* Munro (1
* Read (1)y. =

Dona]d Arnstine, "Needed Research and

1n ‘Art’ Educat1on“" 7(1),

'* We1tz (1); * Read (1)

965.

1); E]ton.(l); Carver (1).

ElTiot E1$ner "Towards a New Era in Art Education," 6(2),

) * Tolstoy (1): * Bel] (1); * Ery (1);

1965.

Ra]ph.Sm1th,, Iq}ges of Art Educat1on 8 7(2), 1966.

* Beardsley (1)

Dale Harris, "Comments on Lansing Paper ;" 7(2), 1966,

* Gbmbrich.(l) ix

i

Eugene Kae]1n "The.Exi

* Heidegger (2);. Sartre:

*\Dewey“(i);,Bullough (

"Hugh Stumbo, "Three Bases for Research
Arts: SubJect1ve ObJec

A

* Mer]eau—Ponty (2); *

Arthur D. Eflan
Curr1cu1um

)

uences,
*. We1tz (1);

Ra]ph Sm1th “Aesthet1c
Educat1on " 9(3) 1968

: A]dmch (1); Urmson (1);

Langer (1); Weitz (1);

1

(1);- Dewey (2) Hege] (1)
]); Munro (1).

Sartre (1).

! 9(3), ]968

Cr1t1c1$m The Method of.Aesthetic'

Dickie (1) * Slbley (3) (S§arshot (1
f] .

* Beards]ey (3), Stevenson

Donald Arnstine, "The Resthetic as a Context of Genera]
-~ Education," 8(1), 1966. : :

the Role of Definition

.and” Teaching .in the
tive and PrOJect1ve," 9(2); 1968.

i

/

stential Ground for’Aegghetic‘Eddcation,"
8(1), 1966. - " ' Y

)5
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27

28,
29.

30.

32,
"33,
‘!'?.r : »

B Gy
35,

36.

Cx Read (2), Hauser (%? :

31,

% Read |

~

V1ncent Lanier, "Ta]k1ng About Art An Exper1menta1 Course in’
H1gh School Art Apprec1at1on " 9(3),- 1968

* Dewey ().

o

Brent G. W1]son, “A Proposal For Systematic Curr1cu1um

[

- Evaluation in Art Education," 9(3), 1968

* Pepper (2)

Ronald Neperud "Visyal ‘Arts dnstruction 1n Primitive ¥
Soc1et1es~- Its Implgcations for Art Educat1on " 10(2) 1969.

v

%
Dona]d Jack Dav1s "A'Study of Controlled Attent1on to .
Aesthetic Qua11t1es in Works of Art by Ninth Grade Students of
Differing Sog1oeconom1c Env1ronments," 10(3) 1969

T Dewey (2)}

R

Gera1d1ne D1mondste1n,‘"A Proposed Conceptua] “Framework “in the.

'Arts " 10(2), 1969.

o Langer 1) * Read (Z)Q

ElTiot E1sner, "The Draw1ng of the- D1sadvantaged A Comparat1ve )

Study,” 11(1), 1969, R e
* Read (1) - N

Nancy MacGregor, "Concepts of Cr1t1c15m Imp]ications for Art
Education," 11(2) 1970 ; o

L* Weitz; * S1b1ey, * Stevenson

. ‘rence Dennls "Dewey S Br1ef For the F1ne Arts " 11(3), 1970.

, Dewey (22) g “ ""i:<f’ B "1““ 1»5‘

»-

M1chae] Parsons,'"S1r Herbert Read on Art and the Inte11ect "
“11(3), 1970 ’_; ’ _ :

Raipn Smith '"Psychology and)Aesthet1c Educatlon," 11(3) ~1970.

Aldr1ch (2), * $1b1ey (8); * Beards]ey (4), D1ck1e (1).

Y
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37. Charles Qualley, "A Comparison of Spontaneous and Divergent
' Strateg1es,to Historical Ana]ys1s of Sty]e," 12(1), 1970.

* Dewey (1). _

38. Elliot Enaner,."Media, Expression and the Arts," 13(1),.19717A

o *.Deney (1); *tanger'(1); . .

39; .Brenttw1tson; lA'Re]a'ttons«trn.ps‘armc.)ngbArt‘.TeachersI-,. ‘Art Cr1t1cs,
and Art Historians and Non-Art Jrained Ind1v1dua1s Statements

About Guernica," 12(1), 1970.°

* Abell (1); * Aldrich (1); * Peppét (1):-* Ackerman (1);
* Panofsky (]) . R -, .

40. Hugh Stumbo, "Changes in Mean1ng That Fo]]ow Phenomenolog1ca1
Analysis,". 12(1), 1970. : o N -

™

¥ Sartre (1); * Merteau- Ponty (]).-,

ia' 41. -Richard Munson, "The: Gustaf Br1tsch Theory of ‘Visual Arts,"'
) 12(2), 1971 : oL
o

* Britsch

42, Maynard Guriter, "Langer's Semantic V1ew of the Non Verba] Arts.
o - Its Mean1ng to Art Educat1on,“ ]2( ), 1971, ‘ :

* Langer.

43. Laura Chapman, "A Second Look at a Foundat1on for Art
Educat1on,” ]3(1), 1971 -

Gotshalk (1); Croce (1); Bell (1); *‘newey»(z)~ Read (1)‘

44 Brent Wilson, "The Re]at1onsh1p Between Years of Art Tra1n1ng
and the Use of Aesthetic Judgmenta] Criteria’ Among H1gh School

- Students," 13(2), 1972. * o N N
"_" pper (6); Beards]ey (2); Dewey (2);’Be11 (4); Fry (3)
‘ 2) Croce ]) Morris (1),

Santayana (1), Tolstoy (
Co]11ngwood (1)

45, ' David Hysell, “Test1ng an Advance Organ1zer Mode] in Deve]opment
‘ of Aesthetic Percept1on," 14(3) 1973: S ;

* Beards]ey (1)L

- P



b

/1

46,

47,

. 48.

49,

. 50.

51.

LG

Arthur: Newman, "Aesthetic Perceptton-and Human Understanding,"
]4(]), ]972 ‘ : ‘ '

i:.twﬁj* Langer (5); *'Dewey (5);-Jenkins (1).

‘Jack Hobbs , "The Prob]em of Language and1Va]ues_in Aesthetic'

Education. " 15(1), 1973,

*. N1ttgenste1n (1)

Herbert Gropper, "Moral Gu1des for: the Se]ecting of ArtWorks~~'
- for Teach1ng,' 15(1), 1973, . S

* Mar1ta1n»(33)' * Dewey (36).

H1111am Glaeser "Art Concepts of" Rea]]ty and the Consequences

ef *The Ce]ebrat1on of Peop]es'," 15(1) 1973

. N . ° S
* Northrop (2)' * Ortega y Gasset : S '
Etliot Eisner, "Exam1n1ngi§gm§(M1th in rt'Education}” 15(3),

1973-1974. B

Cx Dewey,(Z).

E. Lancaster, "Art- Educatlon and the Importance of Materials,"

o 15(3), 1973- 1974

52,

53.

55,

54 -

* Langer (3);-Read (2).

.Duke Madenfort, "The Aesthet1c as Immed1ate1y Sensuous An '

Historica] Perspective." 16(1), :1974-1975.

* Kant * Dewey,'* Langer,:* Bergson,'* KJerkegaard

Ralph Sm]th "Cultural Serv1ces the Aesthet1c Welfare and

Educat1ona1 Research " 16(2), 1975

* Beardsley (4).

Susan Clark; "Modern Theoretvca] Foundat1ons of Apprec1at1on
and Creat1on in Art Textbooks," 16(3) 1975. - .

L * Dewey (4) Be]] (2); Croce and'Coll1ngwoodf(2); ?‘Langer.(S);_-

Weitz. (3).

M. Morr1s, "An Alternat1ve Methodo]ogy for Research1ng Art

Att1tudes and Va]ues " 17(1) 1975.

* Pepper (1).
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56.

- 57.
* ‘Art Forms," 17(3), 1976

X Plercen(]). .

McWhinnie, "Alternative Approaches to Prob]ems in Art ’

_Educat1on " 17(1), 1975.

* Dewey W), V

Melvin L. A]exenberg, "A Sem1ot1c Tax0nomy of Contemporary
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SR : The Idea of Phenomeno]égy

/ X B - o . ”

_The;purpose oftthis appendixeis_to‘outJine'theimain.e]ements ’
of that phi]bsonhica1 movement knownﬂas phenOmendlogy, as practiced. »
by Husserl ‘and: h1s fo1lowers S1nce there is a s1gn1f1cant -
fo]low1ng of . the phenomeno]ogtca] method in "aesthet1c educat1on
it 1s the’ author's 1ntent to g1ve the reader 1ts fundamenta] thrust.

Phenomeno]qu, asia’movement{ grew:out.of a direct challenge
to empirjcfsm'and empirﬁtiSt'psyehology's'treatment;of phenomena.
eSeience‘1s-preSented'as:wessenchaft 2 not physical science. The
focus is on ]1ved exper1ence as mmed1ate1y 11ved Phenemenology
'descr1bes and 1nterprets the actual 11ved or exper1enced wor]d |

_ Whereas emp1r1c1sm treated the human psyche as a pass1ve
- tabula rasa, phenomeno]og1ca] 1nvest1gat1ons of 1mmed1ate experience .
show, not a col1ect10n of - pr1vate and atom1c sense 1mpress1ons |
'.naSS1ve]y recelved, but a system of<actua]1t1es preced1ng ref]ect1on,.”
and»eonceptuafization of the world. The woridtfn this'case beeemes
neither bure]y'subjectiVe‘nonipnme1yfabject1ve becadse.thiS' |
d1st1nct1on r1ses only 1n exper1ence and - can be descr1bed

| Husserl refers to the reg1on of exper1ence as the ”11fe-'
.'-~wor1d " It s in this "world" - the everyday wor]d - that the
concrete phenomena of immediate exper1ences -are ana]yzed The
fo]]owing'sectjons deal with major-constructs concernlng such
ana1§$is.- ‘f‘7' : ' S t: o N o " - - LR -



s

. C.1 The Natural Attitude

03

The’ natura] attitude is descr1bed in phenomeno]oqy as a pre-.
" ref]ect1ve attltude to the real world There 1s a faith and belief
“in the cont1nu1ty of the real world. Th1s is what s g1ven to the
E‘person in exper1ence 4”"Becommg aware" of. th1s wor]d and its
_fobJects for Husser] is the ‘same as "1ntu1t1ng them. " Peop]e intuit
the world as facts: hav1ng spat1o tempora] ex1stence 5 However in
-;phenomeno]og1ca1 1ntu1t1ng the part1cu1ar phenomena are grasped »

at the 1eve1 of the1r essent1a1 structures in an 1ntu1t1on which

T

precedes any ref]ect1on and judgment about the phenomenon S spat1o-.

tempora].ex1stenge Such an 1ntu1t1on is an essence in all.its
purit),f6 . g | |

. The concept of essence is centra] to Husser]1an phenomeno]ogy
}Intu1t10n of essence is not poss1b1e w1th0ut s1mu1taneous1y T
,1ntu1t1ng part1cu1ars Therefore to apprehénd essence, the
part1cu1ars are seen as’ 1nstances wh1ch stand for the essenCe

Intu1t1ng part1cu1ars prov1des the stepp1ng stones for the .

‘sapprehens1on of the genera1 essence or un1versa1 8 Th1s is what has

been part1cu1ar1zed and ga1ns mean1ng for the 1nd1v1dua1
| Phenomeno]ogy c1a1m5'to be a "presuppos1t1on1ess" ph1]osophy

Its 1dea1 1s to be. a sc1ence w1th1n ‘the framework of 1mmed1ate
5 _

sensuous 1ntu1t1on, a pure]y descr1pt1ve essent1a1 sc1ence "In o

order to do this .the phenomeno]og1cal att1tude 1s-needed to attend

"to the awareness ot'experience]0 - not the exper1ence stra1ght-

.forwardly se1zed but reflectlon on the exper1ence Phenomeno]ogy o .

b
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_ world.

.phenomeno]og1ca1 att1tude; but .not in the sense of attending to two

.C.2 Phenomeno1ogica] DesCribing :

views pure events of consc1ousness and br1nqs them to clarity. It

' requ]res a turn in interest from’ the natura1 att1tude to the

o

~worlds. There is but one world’, and different ways of attending to

RPN

it

Husserl takes the fjrsf and mos: ‘mportant step in the

constitution of the phenomenological attitude with the elaboration

of the nature of the epoche N The radical suspension of bé]ief in

" the world-is the’epoché’ It is the pre11m1nary cond1t1on for

emp]oy1ng phenomeno]og1ca] method The chief problem in 1nterpret1ng

. the epoche 1s the idea that it means a den1a1, or cance]]at1on of

rea11ty when in fact 1t means an adherence to the experienced
12 ’

~ Once” phenomena are intuited they”are described. ADescription

of phenomena is based on c]ass1f1cat1on of the phenomenon, but

.swhen new: phenomena are exper1enced they are ass1gned a c1ass wh1ch

shows some»s1m11ar1ty or structura] ‘resemblance t0‘a prev1ous c1ass.

. To this extent, descr1pt1on a]ready 1nvq1ves a cons1derat1on of

’essences.]3\ In the process of descr1pt1on, metaphor and ana1ogy

are used.
. , .

" The correctnessaof phenomeno1ogica1 description is judged by

"the degree of 1ns1ght into a- given concrete exper1ence wh1ch is

‘conveyed to the other pe_rso‘n,]4 not to the extent to wh1ch the -




o o

descr1pt1on conforms to ob3ect1ve standards However one of the

prem1ses of phenomeno]ogy is that a phenomenolog1ca1 ana1ys1s can -
never be- comp]eted, o} there 1s a]ways a better descr1pt1on

avaJ]able.15 Husser1 h1mse1f Was . never sat1sf1ed with h1s

~

‘_phenomeno]ogiCal.deve]opment and_constant]y reworked‘h1s pos1tions]61 f

- o
[

3 Phenomeno]ogfcal;Reduction

One of the most dlfflcult concepts of phenomeno]ogy 1s 1ts

me thodology of reduct1on Most s1mp]y, "reductlon refers to a
sh1ft in attent1on from factua11ty and part1cu1ar1ty to essent1a1

a

and un1versa1 qualities. More exactly, reduct1on 1s the movement

<

from the be11ev1ngness of- the natura] att1tude to the doma1n of

"]7 The shift from fact to essence is

transcendenta] subJect1v1ty
dﬁtenmed eidetic reduct1on, wh11e the movement from be11ev1ngness

to transcendental subject1v1ty is ca‘/ed phenomeno]og1ca1 reduct1on
| Phenomenolog1ca] ana1y51s for Husser], was not a matter of
1ntu1t1ve1y ana]yz1ng and descr1b1ng the s1mp1e "appearing" 'f -

- phenomena as 1mmed1ate1y ]1ved w1th common everyday "1nterests" in
‘the world, but in gazing upon the phenomenon as a "d1s1nterested—
on- 1ooker" epoché) Phenomena were to be 1ntu1ted as phenomenap
with accompany1ng ”1nterests" on the observer s. part, so that the1r
'.essent1a1 structure became v1s1b1e. Th1s was done by way of
,phenomeno]og1ca1 reduct1on 18 Husserl thought that "essence"

apprehendeq\\n exper1ence was the Same for everyone and_because ,
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~.of this “essence“ was'an.dntersubjective”truth whjchfextsted for
a]].]g On 'this premise, reduction.was;possib1e.
Reduction is a method wherein the’ phenomena of everyday
exper1ence are detached from the “1nterests" that are had in the

natural att1tude wh11e a1m1ng to. preserve the content of the

o

phenomena as fu]]yﬁand as purely 3s possible. With e1det1c '

.
@

reduction, 20 the naturaliattitude begins to come intd view;‘bAn R
e attempt is. made to make c]ear what s, appear1ng 1mmed1ate]y to o

' the consc1ousness A11'emptr1ca1, rat1ona] h1stor1ca1 21 and
R f sc1ent1f1c Judgments that are made in the natural att1tude are put L7
—_—

DI 1nto "brackets " 'Th1s "bracket1ng" procedure g1ves the ob3ect1ve
: : . > . . . . . e - S P
world a d1fferent va]ue ‘_ R %. T o

-
‘o Q

?f ‘ f" ' ".:t - I the reduct1on the wor]d cont1nues to ex1st as it appeared
' before The dlfference is that no 1onger are natural, na1ve,
- ex1stent1a1 Judgments made 1n the exper1enae of the "11fe wor]d“

(Lebenswe]t) The reduct1on a1ms'to expose the pr1mord1a1 contact

v

be tween consc1ousness and the world a re]at1onsh1p which’ ex1sts 1n

‘the natural att1tude L ']f R - . T e

Th1s 1eads to the phenomeno1og1ca1 reduct1on "Terse1y put, .
”’f_f-f\_‘”f‘1n phenomeno1og1ca1 reduct1on what we know about the wor]d and what

* »
we take for granted about exper1ence are scrut1n1zed in terms of a

-

pure1y ego]og1ca] stahdpo1nt whose own or1g1n and. becom1ng are

i themat1c prob]ems for se]f—anaTys1s "22

One gains ‘a possess1on of a "pure consc1ousness" 1n the world /
of phenomena. Th1s pure consc1ousness is ca]]ed "transcendenta]

- consciousness. It 1s a rea]m beyond any. spat1o tempora] system



ra
r,"

Qe can apprehend himself as a pure subject or a "transcendental

R

ego;" The phenomeno]og1ca1 ‘field then becomes a "transcendentaT
field. 23 |

The concept of transcendenta1 ego 1s centra] to
phenomeno]ogy In reductlon there is a progress1on from the natural
attitide {actual .consciousness) to e1det1c reduct1on (where1n the

essent1a1 character of thwnk1ng apart from rea11ty,1s ana]yzed)

F1na11y,‘phenomeno]og1ca1 reduct1on cons1der5‘the eidetic reduct1on‘n_

1tse1f as an essence and an exemp]ar of the transcendenta1 ego.

From this 1t is” deduced that the transcendenta] wor]d and all 1ts

-

: obJects exists for the part1cu1ar 1nd1v1dua1, and it 1s the on]y

| wor]d wh1ch can ex1st for h1m as a transcendenta] ego.. - -

The transceudgnta] ego is the or1g1n of all mean1ng because

)

1t 1s "that" what is 1ntu1t1ve1y exper1enced in the natura] wor]d

The bewng of the pure ego exists prior: to the natural be1ng

,Reduct1on reVeals.the transcende&ta] consc1ousness of se]f, hence,

.

COHSC"I OUSHESS

transcehdehtdjugohsciOusness‘is the:meaning’ot‘the'world24 and a

I R

new perspective»of reality is.achievéd The transcendenta] wor]d

is another name for the const1tut1ng 1ntent1ona11ty of
25 ‘ o )

. -
o . R
[
A )

, 6,4 fPhenomenologtca]‘Intentionaifty-’l ’

T
-

Consc1ousness always "1ntends" some ObJECt, 1mag1ned willed,

26,

'etc. Consc1ousness by 1ts very nature 1s a1ways consc1ousness ~of..

’ IS

ﬂ’;intent1ona11ty character1zes~an essent1a] re]at1onshtp between»obJect

L]
a8

. Y
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and:subject: There is no subject unless it has a wor]d as its
obJect and no obJect unTess it is an obJect of some subJect 27
Subject and obJect are 1nseparab1e and w1thout th1s reTat1onsh1p
ne1ther consciousness -nor the- world can ‘be grasped The '
consc1ousness of someth1ng s1gn1f1es a d1rect1on towards an obJect
e . There is a focus on a 11m1ted area of the compTex flow of » °
g‘phenomena In this ‘sense it is an 1ntent1on "The essence of'

: consciousness is itsvdirectionality,“zg and all perceptuaT acts,
ﬂi' : ' 'accord1n;,to Husserl - have one dom1nant character1st1c .they" potnt'
'toward or 1ntend, some obJect |

‘The concept of'1ntent1ona1ity preSentsa notion ofkreality in: "irﬁgﬂ

itself where the not1on of an absolute object . becomes absurd and

funthjdkablgg Q&y beginning w1th transcendental consc10usness the

structure" ‘the#wnte@t1ona1 world. £an- be const1tuted and ce’ the

.const1tut1on ST meaﬁ#ng deduced 29 . '“ fe o T.: - .m,_,~\ .

. The constwtuf1on of 1ntent1ona]1ty of consc1ousness is not
puttlng together" -of d1spersed sensat1ons in order to construct

" an obJect but it is. rather a synthet1c unlon of actuaT and potent1aT '

r
.0“

.subJectlve brocesses hav1ng a common object.

_;ATT these,processes are united by 1ntending the object as - ;;
: , : it
- be1ng one and the same throughout a muTt1pT1c1ty of . appearances

'of the ObJeCt in:guest1on The synthet1c structure of tQﬁlr union.

- o 1s caTTed ‘the const1tut1on of the th1ng purely as what is

) 1ntended 30 The obJect s appearances are synthet1zed by the.
- 'consc1ousness .as one and the same . obJect exper1enced through a
s . v P

muTt1pTac1ty of appearances Therefore, for Husserl, the objectp".

G
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o

is not constructed by consciousnesé it g1ves 1tse1f or*revea]s

'1tse]f in a series of acts as hav1ng a certain obJectlve sense

The not1on of “noema" and "noes1s" to stand for the B

_1ntent1ona1 obJect and the 1ntent1ona1 act are introduced - ‘to- refer

/

to the po]ar1ty between obJect and subJect . The noema is the

- f respon§é~ and organ12at1on of his exper1ence

t .
referrent of noes1s3l and this dua11ty is centhaT tu *he meaning

- of intentionality. ' , - q

Y ) . %"
. . . . . N

C.5 The.Life-World: T_E_BENSWELT

- In the s1mpTest tenns, the T1fe wor]d compr1ses the sum of

'_man 5 1nvoTvement 1n everyday affa1rs h1s know]edge, 1nterpretat1on

32

The life- wor]d fam111ar to any 1nd1v1dua1 ex1sts at some

time in h1story.. D1scussxon of perception of obJe%%s or s1tuat1ona1

7

'references carrles w1th it contextuaT references to age, the t1mes,

Y]

pubT1c c1rcumstance of events etc The content of Tife- woer

var1es “from period to pemod 1n h1story, as weH as frorm culture to

33

'culture at any t1me For the phenomeno]og1st the history of"

&

the 1i fe- wor]d is-not the theme but the invariant structure of the :

r

11fe-wor1d or Lebenswe]ten at any g1ven t1me The h1ston/ca]

c1rcumstances 1n wh1ch part1cu1ar events emerge at any t1me are

"sources - into the1r origins. e

-‘taken as the occasion for 1nqu1r1ng back 1nto the1r deveTopmentaT

2 * ’ ,p

e
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,u1t1mate]y a cr1t1que of ph1]osophy “34

°

C.6 'Summarz

“Phenomenology is a presuppos1t1on1ess philosophy wh1ch holds

hd ]

consc1ousness to be the matr1x of a]] phenomena, cons1ders phenomena

to be ObJeCtS of “intentional acts ‘and treats them as essences
ds its own method, concerns 1tse1f with preproduct1ve
experience, offers 1tse1f as the foundat1on of science, and

comprises a ph11osophy of the wae wor]d, a defense of Reason, and

- o ..
1.

N
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&. . 'Footnotes - Appendix C

]M Natanson, Edmund Husserl: Philosopher of Inf1n1te Tasks.
(Evanston Northwestern University Press, 1973), pp. 140-145. In
a direct challenge to phenomena as 1nterpreted by Lockeian

-empiricism which distinguished primary qualities (qualities

measurable 1n the object itself) and .secondary qualities (qualities
attributed-by the m1nd§“rphenomenology treats. phenomena as someth1ngf)
d1sp]ay1ng itself, or. being there as itself. There 1s nQ primary or
secondary d1st1nct1on X : .

’Ibid., p. 16 |
3Ca]vm Schrag, Exper1ence and Be1ng (Evanston: Noithwestern

‘.'Un1vers1ty Press,,1969), p. 149

GE L

1
,; i%wm . Pp. 42-62.
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.

5C Schrag, Exper1ence and Be1ng, pp. 49 81

6Andre de Muralt, The Idea of Phenomenology Husser]1an
Exemg]ar1sm (Evanston: Northwestern University Press, 1974),
pp. 87-89. S ‘ R S

~

w

7M Natanson ‘Edmund Husserl: Philosopher of Infinte Tasks,'

pp.~ 130-135. Natanson uses a match box as illustration of this

concept. Each'perception of the box becomes a new conf1gurat1on
unt11 the: box s apprehended as an essence.

81t is poss1b]e ‘to see part1cu1ars w1thout seeing. genera]

“essence, but not possible to see them "as particulars": w1thout

; s

see1ng the genera] ‘essence wh1ch they part1cu1ar1ze

» .9M5_Natanson, Edmund Husser] : Philosopher of Infinite Tesks;f

"

Ib1d s p 56

,T:-@ . . “

. 4M Natanson, Edmund Husser] Philosopher df'Ihfinite Tasks,
4}pp 20-41. . , o o
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' &
]21b1d., p. 57. The epoché has been tran%]ated as’
"suspension,"” "d1sconnect1on " “abstention," "setting aside," o

“cance]]ﬁng;4 ‘placing in abeyance "i"putt1ng out of action,"
"bracketing, etc. ‘

]3A de Muralt, The ldea of Phenomeno]ogy Husser11an
' xemg]ar1sm p. 45- 47 :

14
- p. 66-70.

M. Natanson, Edmund HUsser]:-Phi]bsgphéf'of Infinite Tasks,

' , . : ]sHusserl Ideas;,trans W. R. Boyce G1bson (New‘York:'The
‘ Crowele-Collier Pub. Co., 1962), p. 175. : o

! ]6M. Natansdn, Edmund Husserl: Ppilosophe} of Infinite Tasks,

Aing?Conc]usion," pp..1905204. ' S
. &
]7Ib1d . p. 65.
18,

Husser] deag, p. 96

-]gFor the idea of 1ntersub3ect1v1ty see A]fred Schutz,
Collécted Papers, Vol. I: The Problem of Reality, with an
Introduction by M. Natanson and a.RPreface by H. L. VanBreda
(The Hague: -Hijhoff, 1962) and M. Natanson, Edmund Husserl:
Ph11osopher of Infinite Tasks, Chapter 6 "Pﬁénomeno]ogy App11ed !

© pp. 105-125.

20M Natanson, Edmund Husser] Phi]osopher'of‘lnfinte Tasks, . _.
S p. 66, - e Lo T <
o o, 5 . S . 0
211bid., pp. 71-72. o ‘
221pi4., p. 74.
l.c_ .* , ) . . . 23 "

Ibid., p. 84.
241bid., p. 87..°

' 25Hussér], 65fiESian Méditétiohs, trans. Dorian Cairns
- (The. Hague: Martinus Nijhoff, .1960), p. 33. ' '

%%, Natanson, Edmund Hisserl: Philosopher of Infinite Tasks,.
p.. 13. . o - N T e — ==




31,

33

“THusser1, Ideas, p. 109.
25, atanson. Eamind Hutsert PriTossonen of (orinrse Teck
B - Natanson, Edmund Husserl: Philosopher.of Infinite Tasks,
p. 85. - . , B L

“Husser1, Cartesian Meditations, p. 39,

Ibid., p. 40. D

M. Natanson, Edmund Husser]: Ph1losopher of Inf1n1te Tasks,
. - ‘_‘ . .I

1bid., p. i27.

Ibid.,lp. 19.~

34Ib1d .s P ]9 In his 1ntroduct1on Natanson lists ten

descr1p1tons which cover the f1e1d of phenomeno]ogy

[
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PJ

- Ursprung des Kunstwerkes There he éxamines the or1g1ns of the

D.1 The Theme of SEIN UND ZEIT (1927)

”Jcomprehend th1ngs as they are “in themse]ves)/

'the “meaning" of "th1ngs" 1t becomes necessary to understand the

&
3

Aesthetics of Martin Heidegger -

s Mart1n He1degger S aesthet1cs were developed 1n his Tectures

’vwh1ch were given in 1935 and 1936. These 1ectures were pub11shed

in 1950 in o]zwege spec1f1ca11y under the essay t1t1e of "Der

\
work of art ] The 1ntent1on of th1s append1x then is to present

the fundamenta]s of these 1ectures in an "understandable manner

"by exam1n1ng 1ts Eng11sh trans]atwn2 and 1ts various

: 1nterpretat1ons 3 One"section, r1ef1x cover1ng hlS ex1stent1a11st

" onto]ogy as presented in Sein und Zeit (1927), w1]1_be covered

as background to his aesthet1cs 4

'Sein und Zeit'is an inquiry ‘into the meaning-of being.s' An

-

9

';ex1stent1a11st onto]ogy is presented wh1ch presents man. (Dase1n) as“

“hav1ng real and dynamlc ex1stence6 because of - h1s capac1ty for

ref]ect1ve and pr03ect1ve powers to transcend his ex1stence.

‘Mans re]at1onsh1p to th1ngs w1th1n the world is gract1ca

in da11y c1rcumstances He does not view things theoret1ca1]y to

8 but when th1s 4:'3

; da1Ty rout1ne becomes 1nterrupted man becomes aware of the

"mean1ngs“ that utens11s or "th1ngs" are put to use. 9. To understand

1
. ? ! LT
. v
e .

-t

350

.. :"ﬁ{ '

e,




351

context of the meanﬁng in which they first appear. By examining - _

?things" Heideaaer‘hopes to uncover?the existentialist

characteristics of man in his "wor]d "]0_'This?is the central
.concept and needs further exp11cat1on

N

In He1degger S works Vom wessen des Grundes and Sein und leit

"he ma1nta1ns that all human esttence revolves around these ‘two
factorst Those factors he calls "ex1st1ng reality" (das\Se1ende)

and "being of existing reality" (das Sein~des Seienden) Existing.

'rea11ty, Hewdegger ma1nta1ns, is man and those th1ngs wh1ch exist
'around h1m - those th1ngs wh1ch are often referre&\to as "ent1t1es
of rea]‘wor1d1] and the be1ng ‘of ex1st1ng rea11ty is the context }

in wh1ch these th1ngs are v1ewed The context prov1des a un1ficat1on

oo of the re1at1onsh1p between these ent1t1es to give mean1ng to- the

world .Ex1st1ng rea11ty, e1degger ma1nta1ns, is ever-concea]wng

and se]f w1thdrawn and never reveals an absolute ndture or essence
Q

of 1ts own. 12 So to know what ex1st1ng reality 1s, man must

.,A transcend rea11ty - 1nc1ud1ng h1mse1f - and re]ate to rea]1ty

\%1 w1th1n a context w1th1n a rea]m of being. He must transcend

those th1ngs wh1ch ex1st around him to rea11ze the1r be1ng so that

éthey reveal. to h1m what they are. ]3, fn doing so} He1degger ma1nta1ns

;that man can’ c]ear]y reveal what he,cand those th1ngs around h1m,

d gﬁg,uand furthermore,'he can know what the ever- concea]ed reality

really is in truth:]4

.

For He1degger then man ex1sts on two

1evels - the 1eve1 of das Seinde and das Se1n des Se1enden and man

,»must transcend the flrst leve] of be1ng to- know what "rea1"

th1ngs_are.

-
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Existence then test1f1es to human freedom Man is free to

_ choose to take d1fferent attitudes. towards beings within the world

and prov1de those be1ngs with d1fferent contexts 1n which they

.appear as mean1ngfu1 s There 1s a realm of poss1b111t1es thCh

man may prOJect h1s goa]s thus. transcend1ng ex1st1ng rea11ty,

"]6 Man s fundamenta] state of . be1ng, his

f1nc1ud1ng.“h1mse1f
be1ng in- the world is h1s transcendence Only when he 15 able to

" see the range of h1s poss1b1l1t1es w1th1n the hor1zon can he

a grasp h1mse1f as a whole 17 . This does not happen unt11 Death where

. one- confronts the u]t1mate unescapab1e hor1zon of act1v1t1es 18 In“
confrontlng death~man confronts his own noth1ngness and with this

confrontatlon man becomes aware of h1s freedom and transcendence

Th1s 1s the thes1s of Se1n und Ze1t o : - o 5

D.2 The_Orig{n of . the Work. of Art: Its Essence

Heidegger's main -objective wa§7fq uncover the riddle of‘the

origin or~the7essence of a work of art. On his first anaiysis an'

. vobv1ous answer presented 1tse1f The or1g1n of the work of art was P

,the art1st and the work of art was the or1g1n of the; art1st Tth

=y

"1nterre1at1onsh1p if- 1nvest1gated may prov1de the’answer o T
‘hHe1degger uses c1rcu]ar réason1ng to do Just that 19 g -i." i- »'3
Rather than compar1ng works of art in order to f1nd common - 1"f'.;¥

L Sﬂﬂ
character1st1cs, ora%rxapg to der1ve essent1al def1n1t10ns from

"pr1nc{p1es" or "h1gher concept& " He1degger proposed to exam1ne

. \ -
artworkswas "th1ngs "Zof In- many ways works of art were “th1ngs ";




By examining their essence- or nature he;hoped that the nature or
essence of art would be revealed.-

Rather than efaM1n1ng the nature or "thwngs" as all. ent1t1es,

N -
He1degger narrows the f1e1d to mere th1ngs. 2] "Mere th1ngs were

the mundane 11fe1ess objects 1ike stones, earth, pieces.of wOods

"Things" like plowers, anjmals and, useful tools fell into a'different
category 22 '
To ascerta1n the nature or essepce of ‘mere". things, He1degger

ned three fundamenta1‘1nterpretatLons which had beer deve]oped

the Nestern trad1t1on The Nature of a thing was considered as,

Substance a bearer of character1st1cs, or secondly, the th1ng was a

'un1ty of sensat1ons or. 1ast1y the th1ng as formed matter. 23._

He1degger reJected all three c1ass1ca1 doctr1nes as 1nadequate

IS

‘ 1n determ1n1ng the nature of any -one "th1ng A1l three theor1es

app11ed equa]]y wel] to verx thing in the.”rea] wor]d" but ne1ther .

one of them had grasped the d1st1nct1ve “th1ngness“ of the'"th1ng "

| Thetr faf&ure had shown thatfﬂmere" th1ngs refused to reveal .

themse]ves .25 N , ﬁ - L E e

He1degger tack]es the prob]em from another v1ewpo1nt

.eBecause all three def1n1t1ons were too genera] He1degger ma1nta1ns

b

that the focus should be placed on the descr1ptfon of one part1cu1ar ‘

th1ng 26 ~He reasoned that these three théor1es had obscured the

.exper1ence, wh1ch He1degger

: exper1ence of a‘“mere" thing. Thi
cal]s "brute" or "immediate," ‘Was the pr1mary encounter w1th nature
_‘It-was a preanaTyt1c and pre-sc1ent1f1c exper1ence wh1ch_was

. obstructed by classical onto‘logy.27 "Mere" things, such as stones

/
[
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and wood, the'things.of the earth, as they are’encountered‘pref
ana]yt1ca]1y become an unrecogn1zed form* when they are "exp]a1ned"

. by ph]losophlca1 or- sc1ent1f1c theor1es 28 o v

B.3 The "World"

The part: cu1an “th1ng" He1degger goes on to examine is
too]s or obi-cts wh1ch are made - to be usefu] They occupxax
e 1ntenmed1ate position- between ”mere" th1ngs and works of art ,An'

examinati of the1r nature cou]d smooth a way for an appraoch to the

- essence of an artwork,

For his’ ana]ys1s Heﬁdegg x_chooses a“paﬁnting-of-a pair of

peasanfs shoes by Van Gogh-29 He1deg er\foncludes that these shoes;. -

Cin the summat1on of- thelr character as . footwear are able to show
“the essence of al] "equlpment" (usefu1 obJects) This essence,1s
the1r "re]1ab111ty" or "dependab1]1ty ' quu1pment“~(toostor"k
Nusefu] obJects'and in this case shoes) is.of service only when\it is

-dependab]e 30 The shoes have served the peasant woman for years. -

~

~and by force of thewr constant re11ab1e serv1ce ‘they” have assured :

. the old woman 's ex1stence 3t ‘ r(« , g

To grasp the nature of. the peasant S shoes as “equ1pment"

e

“one had to be rem1nded of the 11fe of the wearer The shoes had -
to be p]aced in the total context in wh1ch they be1onged 1In
doing so, the ”wor1d" of the peasant was revea]ed 32

"Norld“ in He1degger S metaphys1cs d1d not mean the

environment nor the sum total of obJects in external reality.33"1t

- 354
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essentially para11e1ed the Husserlian, Lebenswe1t or “11fe world" 34

"?nd rough]y meant the state of existence. 35

Heldegger did not attempt to describe the.pair of shoes as
the QEJSSE.bf a painting byt as’a thing'thatbrevea1ed its§true‘nature
vby'the service 1't4g;ave"36 Yet in us1ng his shoes the peasant never
‘made them an obJect of 1nqu1ry Its;(the.shoes) Be1ng (essence)
only emerged when 1ts sev1ceab1]1ty was d;terrrupted,lin'this case
by the pa1nt1ng 37 - | |

If one only stared at the pa1r of shoes or Van Gogh's

pictUre, one never exper1enced what kind of Being the»shoes had.; 5:mﬁ§'

However " the shoes wern 1soTated enab11ng ‘the perce1ver to

[}

-

o -

exper1ence ‘the peasant 5 wor]d

D.4 Towards the Notion of Trath
‘7The account o>'the peaSant‘s shoes had-he1ped Heidegger
discover.fs.omethi/rigrébout- the nature of “equipment." It had shown
hthat each “th1ng had ”dependab111ty n38 However,vit had nOt

shown whether ”equ1pmenta1 th1ngs" were the’ on]y "mere th1ngs" wh1ch

~ possessed th1sltra1t. The nature of other “mere~th1ngsf had not’

been reso]ved 39

!

what "had been d1scovered was not the nature of the artwork
but that Van Gogh S pa1nt1ng had revea]ed what the peasant S, shoes
really and truly were. ‘The work of art revea]ed the true be1ng of
.th1ngs It revea]ed truth Artwork revea]ed the "actual nature

or "be1ng" of th1ngs in the “f1x1ty“ of the artwork 40

+
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. The " concept1on of art as reve]at1on of truth is different from
~-the age o]d concept1on that art was the 1m1tat1on and representat1on
" of rea11ty and that the truth of art consbsted in the fact that the

41

.‘represented th1ngs agreed w1th rea11ty Be1ng and truth, in -

e f He1degger1an metaphys1cs, be]onged together “'

" D.5 Trith in_the Work of Art

-

' “To determ1ne what was "truth” 1tse1f o} that it could rea]1ze

“

1tse1f 1n art He1degger began w1th the- descr1pt1on of a Greek

1

temple. ‘He did so because he c]a1med it cop1ed or represented .

42

_ ;~noth1ng It cou]d be exam1nab]e "restwng in- 1tse1f - 'Heddeggér 'h

conc]uded that the temple embodwed’thef"world" of a h1stor1ca1
peop]e 43 ‘The work of ‘art estab11shed a truth by means of erectrng
- a "world" which transcended externa] rEa11ty - This was one
', echaracter1st1c of "truth" in art ﬁ4 Part of the essence of an

artwork ~then has to d1sclose¢the "h1ghest&rea]1t1es,f toﬁbe-a B

.'veh1c1e where1n a “wor]d" occured The temp]e*was7a1Ways of‘a

' _part1cu]ar h1stor1ca1 peop]e and cou]d not be understood apart from }f
th§;¥rad1t1ons wh1ch const1tuted that peop]e 45' The_Greek,temp]e
# vdep1cted;noth1ng at al] apd yet it estaplashed\thé regions of the:

sacred and pro?ane.ﬂ'It opened'up a wdrﬁd in.WHich the7thoughts,v

o /. .
‘actions and pass1ons of a peop]e took on s1gn1f1cance 46
1 i ’
This view of the "wor]d " 1n an artwork was anaﬂogous to .

~N
»

re1iglous_reye1at1ons. Pt uiike revea]ed truths of re11g1on, .

‘which were saidjto be true irrespective of the‘per1od in wh1ch they’
o - R o GRS s _

e

EE N
*
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‘were.uttered, works of art, as He1degger conce1ved them, were t1ed I
1nto a perlod in a fundamental ‘way. 47\ If part of the essence of the

work of art was, to reveal a h1stor1ca] "11fe wor]d "‘then if a work '
48

‘ was~v1ewed out of co l xt, 1ts wor]d per1shed or became w1thdrawn‘

Thus He1degger S prob]em was to reth1nk the re]at1on between

- ,l

?J}\ N 9"’1

art and h1story SO as to preserve the ?ndependgncesand se]f-v_ ‘n, o _’ﬁ;

suff1c1ency ofvthe*work of.art The so?dtidh~was hn contrad1ct1on - 1_ o C,d
to Nestern thought but was: cons1stent w1th h1%jgenera] metaphys1cs.?9 ’ "“'_ ‘ ‘:“

f
¢

Art cou]d not only nevea] truth but 1t cou]dsactua11y 1nst1tute

truth 1n three senses of "1nst1tut10n " In the frrst sense art
\-3 . h ’ . .
fwh1ch part1cu1ar th1ngs f1rst appeared In‘ '_' ‘ 5]

1nst1tuted a; wdr1dy

R A
‘the second seﬁéi art‘%eveaﬁed truth by makwng v1$1ble the context in’

®

. T o =~y
whlch;be1ng stands and in. the 1ast sense truth in art max give .4"v‘\ SN

D. 6 The'"world"'and the "Earth ?i L _.;;{l""
The descr1pt1on wh1ch He1degger had ab%gmpted for the Greek"

'vau “.‘

temple embod1es two fundamenta] character1st1cs. It sets up what

£ he has’ ca]]ed "a wor]d" (as exp1a1ned above) and a]so an‘"earth "5] G ‘

M
T

5{.‘5_“ Lo
R .
= S

A .
" 'The add1t10n of thlS other character1st1c of essence presented a

v1ew of the artwork wh1ch was s1m11ar to h1s v1ew of man, the

u7‘~ tl

> 11ke man ex1sted on two d1fferent levels But he

exp1a1ned fthe levels of artworks were not_called da§ Seinde and '-;L;;i il :

Se’" des Se1enden (see Part A) but wére termed ‘dte Erdé, "the earth "o

- = : : : h ) -, r - Lot N
e, - . s . .
N . B e e - o . - L¥
f - i % . - .
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and der Welt, "the wor]d 52 The earth was the soJcaTJed, existing. “Jéén

& rea11ty of the work of art. It was the.mediumiwhich the work‘was
,}\made from:(i.e., stone ‘wood, coTor) 53 The woer”uheimaintained
4 was the “bewng of ex1st1ng rea]1ty" of the work of art It was the

'context of h1gher relatﬂonsh1ps which gave meaning to artworks 54};

The descr1pt1on of the temp]e attempted to estab11sh thlS

1nterre1at1onsh1p between "world"'and "earth. "_ In the erect1on of a'

-"world’“ the work of art used the "earth " But in a work of art

A'{ the mater1a1 (earth) was not ‘used in the same was as 1n the

product1on of a too] (equ1pment) Mater1;1 "d1sappeared" in 1ts

flf; usefulness 55»The matter (mater1a1) Qf a- usefﬁ]:obJect (toqﬂ was

DD "-.‘w‘:f
aTways detenn1ned by 1ts use 56 ,As 10ng as the tooT funct1oned '5ﬁ¢’
A u/ b, v .

k'S

phe matter of wh1ch it was made d1d not’ c1a1m attent1on as matter

The work of art, on the other hand brought out the true

11111

nature. of the mater1aT§and cTa1med attent10n Nhen mater1a1 was YR
g P

' arevealed, 1t was reveaTed as 1t was, in. Ltse]f The rock reveTaed .

'5f'1ts mass1veness andﬁc010r reveaTed nisgrad1ancet’ e
= - ,n Yo LR ’ ) A
The earth of the¢woﬁ%’ 11ke ex1st1@g rea11ty, was gver: T e

' con a]ed,zgver enc!osed and aTways ®drawn in 1tse1f The earth ‘

B g » 0 . > Ay

He1degger ma1nta1ned was unreveaTed . 1ature was und1scTosed ’
- and res1sted aTT attempts to uncover 1ts character1st1cs ‘One" ‘
: ek
ek

f'could break up a boquer, and study 1ts contents, measur1ng its mass

w‘ ot FR— .
;,,4"‘- L~ 3‘1 “c

but one COUEF never know what these th1ngs reale.were.r Oneegould‘ L
) ‘»\ll-‘v ‘ ": _:‘?ny...

- never entﬁrely reveal the earthﬁ At best 1t COqu be made Ol " O
s “a"d "°"e"" as éarth. To make earth, "apparent%t had 45, be se¥ 9»,‘ R
/, , <. I' . s, 9 ';’. ‘ Rt




“,context was the welt or "world.!

¥

.

0.7 __Sftrife”Between Earth and World . . . : |

a permanent “str1fe" oF; "strugg]e e Th '

: "truth" to emerge in: the artwork

N e
AU
3

~ the context of be1ng which wou]d enable the earth t. be. . This

58

YJ'

He]d 1n the "woer" of the work, die Erde became
"apparent" or open The work of art erected a woer by re1nstat1ng

59 Hence, of the two e]ements “the wor]d

the woer 1n the earth
“se1f~revea11ng“ and the earth was "self- concea11ng " The

erect1on of a wor]d and re- estab11shment of the earth were - the twa

essent1aT characterist1cs wﬁnch made up the.. artwork Both be]onged

together to make up the un1ty or whole. . An. 1nterre]at1onsh1p was

estab11shed ~The “wor]d" enabTed the "earth" to appear/{whn]e the

'_earth served as a foundat1on for the woer Their un1ty constttuted

K T R : & .
the - “trp?h" of the work of-art 60 ST e

-k

f ;. . . . N
O L . B et

61 Au.phor of vstr1fe was -

.;

not to suggest d1sorder or ‘lack of harmonﬁf .:but 1t presented a

L confus1on as to what He1degger actua]]y meant -The usua] account

-

of this reTat1onshlp ma$ be stated as foTTows - . a,

©

The woer and earth are’ engaged 1n a strugg]e In thﬁs ;ﬁf

. - e ) .g,.

struggTe each "opponent" attempts to assert its own essence 1n the..:

artwork 63 The earth the concea11ng and seTf cTos1ng reaTm tr1es >

Vo Q,;v

to draw the world 1nto 1tseT? The wor]d, the open and h1dden “V“;¢ S

: reaTm tr1es to overcome “the h1dden earth ThTS struggTe causes

\
'’

The umon or mTat1onsh1p between the earth and the wor]d was -

359
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v

\Prob1ems occurjwhen Heidegger c1aimed, "In strjfe, e;;ii

' opponent carries the other beyond 1tse1f 64 He exp1a1ned that

the}strugg1e was never ent1re1y reso]ved in the artwork .but
rather was set and estab11shed w1th1n the des1gn or Gestalt
Th1s re]at1onsh1p of "str]fe" has -been varwous]y ]abe]]ed‘

4 .
d1a1ect1ca1 or stat1c, depend1ng on the 1nterpretat1on of “strife"

. as the rals1ng of ‘each opponent ”beyond themse]ves " “Str1fe”

is usua]]y presented as the existence of the "wor]d“ as open and-
% - ey, '

. unh1dden becauseJ1t 1s based on'a c]osed h1dden ‘realm. The earthg

B

: the other, nor are the two drawn 1nto a h1gher synthes1s " Each

: e]ement 1s seen for what 1t 15 because of” 1ts re]at1onsh1p w1th the

because of the other

the concea}ed.an setf- h1dden rea]m, can be seen on]y 1f it is

placed in the unq1dden realm. The world can on]y be WOrld 1f

contrasted with earth and earth can on]y be earth 1fa+t is revea]ed

. by. the. wor1d Ne ther can assert 1tse1f Each is, what it 1s

65
“‘xf.w

'5 o Is th1s re]at1onsh1p d1a1ect1ca]7 One wr1ter66 c1a1ms,that

“this relatmonsh1p 1s g@_ d1a1ect1ca1 Neither e]ement ar1ses out of

[

\*A.

. other. . In order for each to assert.1tse]fj ach needs the other as

Jits 1nstrument In short He1degger ms say1ng noth1ng more than a-

work of art s express1ve aspects must be embedded }n the materlal

and that 1ts materda] must serve some art15t1c concept MStrife"

—hee

in th1s sense seems to confuse fhe 1ssue Metaphor1ca1]y, t holds |

- a d1a1ect1ca1 tone but pragmat1ca11y the word tens1on se - more e

L .

"appropr1ate The words accommodatlon or co—operat1on Fooo oalso "
e ERAAE

67 - - . T e :

been suggested.-” . . . . . ' S ST



~of art realizes truth. Truth does not mean a standard or?a N

- COnVentionaI manner. ' It is not someth1ng correct-69 Truth 1s' ﬁ 1( ) qu'leg

”worig h1ddenness and unh1ddennes A]] these synonymous po]ar1t1es

_ of‘what is.

: has two qua11f1cat1ons Ig is a “refusa] and a "d1ssemb11'g

Y - 361

~

D.8 More on Art and Tru%h

One cannot he]p conclud1ng that strife" is nothing more ' .

”than a Gesta]t conf1gurat1on however, the mean1ng of "str1fe"

o

~rema1ns undec1ded aﬁﬂ this undec1s1veness is” the artworws dec1s1ve

v

‘ characternst1c. He%ﬁéggerrconcluded=that the deéwsrve'characterlst1c

of the work of art 1s its undec1s1veness 68 By présepting the /ﬂu

undec1s1veness of the str1fe between earth and the wor]d the wdrk /j S

L

1nherent in the work of art as a paradox between the po]ar1ttes of J

"pluc1dat1on and conqealment "existing rea11ty“ and "being of

~f4~

“sting rea11ty, 'unconcea1ment (earth in the context of the
Jf'w‘

o

constltute the essence of truth ‘ The struggle exhibits what li
0, .

s

in the bounds of a work of art.

Such a View of truth has given Heidegger the ]abe] of a

cogn1t1v1st 1n"the most emphat1c way’71 Truth as the unfo1d1ngﬂu

e
.t

‘or d}§c1osure of the h1ghest rea11ty wh1ch, in the f1na1 ana]y@wwu o

seems. to be see1ng th1ngs in themse]ves in the context of a

_ "wor]d " The artwork 1n essence d1sc]oses truth concern1ng Be1ng

Y
.
)

)

There 1s a further qua11f1cat1on to ‘the essence of truth as

Concea]ment

an unconcea]ment Th1s “is the e]ement of a "den1a1 " ‘
. 73 »"‘,'

.,/
-~

‘. ' L
. . - . ' - - . )
R . R : ~ B oy . .
s ~ . . . U P B - . LR
R N : . . . R L. A Al
- Lo i : B . . MR 3

B ->?‘§U
e ,-n?gq

[ N

L.
ﬁg‘)

L, s

e TS . - . .

EEURL NS



'- - | L . ‘ ' 362"

.D$§sehb1ing occurs‘when.one'entity'counterfeits another or hides or

obscures another Refosaﬁ'seems‘to be an exc]osion. In any'act.of";f.‘

.choos1ng, certa1n elements must be excluded. 74 : |
In summary,. wor]d is the revea11ng ”moment" in the work

'th]é "earth" corresponds to whatever, in the d1sclosure of a work,

reﬁ51ns concea]ed This concea]ment is qua]1f1ed byv”refosa1” and

”dissemb]ing.”

\

@

D.9 “The Creatfve Process

LY T o D
. : ’ St T Fiw

_ ' Hefdegger‘finally had foUnd-the'essenCe or nature of artworksﬂ'
Artworks proJected the truth of the struggTe between wor]d and earth

but . he still had not discovered the source of th1s essence.';The..

i

-’or1g1n of the.artwork st111 eluded h1m He1degger d1sm1ssed the

S
1

art1st1c procegs as prov1d1ng the answer .78 He conc]uded that'the
creat1ve process was not anyth1ng spec1a1, un1que or exc]us1ve to
,'works of art A1l ands of crafts were made the same-way His

answer came by exam1n1ng the fact of creat1on, not?the way of

| ”creat1on - The - fact of creat1on d1st1ngu1shed the artwork from other

obJects . : : R ; ;.

T

The mak1ng of an artwork un11ke the mak1ng of utens1ls had
no'def1ned funct1on or use It had no rea] purpose except to
ekist Tts creat1on cons1sted 1n mak1ng use of ‘the’ earth" (that 1s,_
v‘whatever fs concea]ed) to estab11sh truth 1n form 25 In. contrast ' ;: 2%__

. the manufactur1ng_of an.utens1] consisted in the.fonning of'matter .
" as a .preparation. for its use..  x,.“9fh' o & T I

-
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" reveal itself fo him., Heidegger maintained that the work became

4\) [ L T

&

A second d1fference between the artwork and an uten511 was

the act of creat1on In theformer Scase it was an extraord1nary ﬁ,r"

J
event;77 Every true work of art f11]ed the observer w1th wonder
about the fact that 1t ex1sted that 1t was and cou]d be created

The m1rac1e of creat1on was 1nherent in. every true work of art

‘and emanateﬂbfrom it because oF art was un1que and extraordinary

The artwork changed the apprec1ator s usua] re]at1onsh1p to the wor]d

-

”=and to the earth so that one stopped what one was do1ng to attend !

78

'to the truth 1n the work o : ", . 5‘9'f

This rea]1zat1on was not automat1c ‘ The'workhhad to be

a]]owed to create 1ts effect The observer had to let the work
7 . .

"

N

"preserved“Z9

S

when it.was observed-ahd absorbed as a°w0rk-
\ _ ‘ v

‘ "Preservatfon" occurred\ﬂhen apprec1ators responded to the truth 1n

\

1ts be1ng "Presentat1on" was necessary for creat1on The act_

of creat1on an preservat1on compr1sed the or1g1n of the work N
( —
He1degger conc]uded by def1n1ng the essence of the artwork as
80 '
- creat1ve perservat1on»of truth in the work of art."
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‘Footnotes - Appendix D

. Tas reported in E. F. Kae]fn,*"Notes Toward an Understanding

- of Heidegger's Aesthetics," in Phenomenology and Existentialism,
ced. Edward N. Lee and Maurice Mandelbaum (Baltimore: The. John

- Hopkin's Press, 1967), pp. 59-60. o | 2

- "Rlbert Hofstadter, "The Origin of the Work of Art," in
Philosophies of Art and Beauty, ed. Albert .Hofstadter and Richard

- Kuhns (New York: The ‘Modern Library, 1964), pp. 647-701. From here .
- on in will be designated as OWA.. E o :

&

o _l3These translations have been primarily drawn from the ,

- following sources'and will be designated as follows: Hans Jaeger,
"Heidegger and the Work of Art," Journal, of Aesthetics and Art -

Criticism 17, 1950, Pp.. 58-71. Here on in designated as J.

~ S. L. Bartky, "Heidegger's Philosophy of ‘Art," British-Journal of
Aesthetics ‘9, pp. 353-371. Here on in designated as B. William H. .-

Bossart, "Heidegger's Theory of Art," Journal of Aesthetics and. o

-and Art Criticisin 31 (Fall 1968):57-66. Here on in designated as H.

Robert B. Stulberg, "Heidegger and the Origin of the Work of Art: An

' Exp1ication," Journal of Aesthetics and Art Criticism 34 (Winter
,1923);2575255. Hereln. designated as §. ‘E. F. Kaelin, "Notes

.VToward an Understanding of Heidegger‘s_hesthetics;? in Phenomenology

- and Existentialism, ed..Edward - N. 'Lee and.Maurice Mandelbaum
..(Ba1timore:}~ehnﬂ%ggkin‘ Prégs s 1967), pp. -59-92. ‘Here on in
- designated as.K\o( §§K1n9$%Héidegger‘s Philosophy (New York:
MacMillan Co., 2UQY., “Akee"on.in desjgnated as M.. .
‘ vHeidegger.'s Philosophy MA Guide to
T 19‘6.1)?"' '._‘s,; . ‘ v
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]OBossart, H, p. 58. o . . ]
Jaeger, g, pp. 62—64‘and.Stu1berg, S, p. 261. : -
2 |
. Stu]berg, S, p. 261,
x xﬂ‘g 1.
]3Jaeger J, p 61. For examp]e, a rock or a stone is in
the world of ‘man not merely as a..physical obJect with d1scern1ble
.~ dimensions but having the poss1ba11ty of being; it may be
appropriated as a weapon,; a*building material or a scuipture, etc. o
7 Vstuiberg, S; p. 261. . C
71580§sart,_ﬂ}'pi 66. °
\]Gdaegér;_gjip.QGB. o N ‘ EE e
]7Bossart,pﬂ, p. 58.
8ing, M¥5. 1656F. °
19 Stulberg,-S, p. 257. - .
20,0 cornt S
Hofstadter, OWA, p. 650. _ -
“lgartiy, 8, p. 353 |
e B : .sf' .
. Pofstadter, WA, pu6ss.
T 23Hofstadter, OﬁA p. 655 -
T oyt E
Vol . ‘Hofstadter, ONA pp 656 659 .o - ; '
Hofstadter, QHA,.p. 661.
| Zﬁaaegér;'J, p. 60, .
v -
f27Hofstadter ONA p._6615¢p_
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: 29The description may beﬂfound in the fo]]ow1ng sources |
Jaeger, J, pp. 60-61; Bartky, B, pp. 356-357; Bossart, H, p 61; o
Stu berg, S, p. 259; Hofstadter, OWA, p. 663;: ahd Kae11n, s A _
8-79.” In each of these sources He1degger s use of circular . - v
3 argument is evidept. What is being examined is ‘the shoes but. the . . :
shoes are the work of art which™is the original.intent of the -
" inquiry. Hence a work of art is -being used to exam1ne a work df e
art. : . S .
}“30_‘Ja'ege“r, J, p. 60. . . . . : B ._ y
31 ' o o B o - S S
Stulberg, S, p. 259. : o ‘ o , FOARE

'32Hofsfadfer, QWA, p. 671.

33Jaegeh; J, p. .62. . _ . L T
W oy BT | = fvs§2=ﬁ\\

. 'See- Appendix C under‘"tebenswé]t;? | AR //'

358artky, B, p. 357. He1degger s use of the term "wor1d" LT e

also carr1ed with it a further sepse of historical epoch. . A

"world" makes itself man1fest in philosophy, science, po]1t1ca]
-institutions and arts ‘and a new- “world" occurs when ‘a radical :
change in -these and other domains are ord1nated ‘Heidegger never .
makes clear how th1s happens : o T

Bgaeger, 9, p.60. e

37Bossart, B, P 6]..- S o . -"_' I

38Jaeger, Jd, p. 61. o o | . .
T

;395tu1berg, S, po259. |

'.405tuTbef9,:§;-p, 260. " & -
Hoaeger, 9, p- 67 |
‘425tu1be'ui %p. 260 y - ' E

' '43Fpr thili h.~“-t1on of the Greek temp]e .see Jaeger,. ds-
p. 613 Bartky, 3575 Kae11n, K, pp- 81-82; Stu]berg, s, T
pp 260 261, g o =
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47,

49
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62
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44Jaeger, dJ, p.i63. _ , - o '. ‘ :‘
4580é$art, B, p. 62.

4'GBt,)Assart,fg_, p. 63.

Bartky, B, p. 358.
48 L
Hofstadter, OWA, p. 688.
Stu1berg,'s,fp. 264
50, .
Bossart B p.. 62 and Stu1berg, S, p 265

]See Jaeger 'J pp. 64- 65 Stu]berg, S p. 261 BaYth, 53‘ B 'g/

p 359 Hofstadter OWA pp.. 672- 675

525tu1berg, 5> ». 261 S A

.kib

53Bartky, B p. 359 ;_ f '. Lo o ' “5 M,i S ,f.;-

Stu]berg, Sy p. 261

55Hofstadter, i, 4.672 o

ssdaeger Js p.

57Hofstadter, OWA b 673,

58Jaeger d p 64
59Jaeger, J p 64

Hofstadter OwA p 676 ;}
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G]Hofstadter OUA, p/ 65

Bartky; B, p. 360 /'
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Aesthetics of Roman’ Ingarden . :
P .,__.L‘

T ,,

Kae]1n has credited Roman Ingarden w1th present1ng the\most

!

comp]ete theory of‘phenomeno]og1ca1 commun1cat1om Das . L1terarnsche;'

Kunstwerk (The L1terary work of Art) 1931,“presented that thes1s )
7 i T g - - E

What$is'pr55ented»here ishkae]in's'ana1ys1s of this workZ: as_we11

~as Roman ‘Ingarden's own'thoug' in his posthumous essay

"Phenomenoiogica1 Aesthetics An - Attempt at Def1n1ng Its Range 3
Max R1eser S "Contemporary Aesthet1cs in Po]anf4vn11 be used to

round out th1s dwscuss1on PN A ) ‘

on ‘The L1terary WOrk 0’ conta1ns a theory of 11terature,

in str1ct phenomeno]og1ca] terms, wh1ch descrlbes obJects Aas - pure]y |

)

1ntent1onal " n accordance w1th Husser] S, pr1nc1p1es the onto]on o

L N N a )
of the work of art is a1med at overcom1ng “psycho]og1sm" and _

”pos1t1v1sm. It iss not made up - of any menta1 stuff and tt 1s no

”rea]" th1ng é#ther It 1s an 1ntent1ona] obJect whlch meahs that

| "1t has no autonomous ont1c status (as have cha1rs and tab]es) but
K ‘ ' C e _ R
is produced by menta] operat10ns e ,&:3 S

In h1s descr1pt1on -of L1terature Roman Ingarden d1st1ngu1shes%

four "strata", a- "po]yphon1c harmony“ of sound and sense P These o

e 2
\
1nterna] ‘strata were; 11ngunst1c sounds, - un1ts of mean1ng (phonemes)
: v o
the schematnzed aspects o *ghe represented obJects, and the R
- g, @ 4 8 e o T
represented obaects;themse}ves. R L L Tt e
' ' B : . . . ’ o L . K
e N S
U &, . . : -
. Lo o B
F é 4
- i : {" . . s w: <
3 ) o :
LR - . . > . .
Coo _1 . v p'. N ) = e
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and is Judged by the perce1ver when he assesses his own o

The distipctdon between schematized aspects of the objects
and the obJects themse]ves is based on phenomeno]oglcaltheory A
real obJect appears ip a series of phenomenolog1ca1 man1festat1ons
"Po]yphon1c harmony” is the suggested metaphore for descr1b1ng the

effect, of apprehend1ng the total work.

Ingarden d1st1ngu1shed between the art1st1c and the aestheti

1C

bbject. It is the latter which presents the schemat1zed aspects '

)

¢

concretization (exper1ence) éf it. 9 : , I

_.The use of strata is Ingarden's attempt to avoid form ‘and
contentldistinction. As an intentional object, the work of art
experienced as.a concretization has supplementary qualities built-

-

w1th his ana]y51s of the re]at1onsh1p between perceiver and art1st

)

He argued that 1t was 1nappropr1ate to regard all. -experiences by t

artist as act1ve, while those of the observer were, pass1ve and

pure]y recept1ve Both art1st and perce1ver act 1n an act1ve -passive

w S

Wmanner. The art1st is active when hé\éa\1pu1ates his mater1a1s

' 11 ,
~and passive when ne examines what he has done. The perceiver

dndergoes a.similar process. By attending.te different strata
_various changes take place in the object aSQparticdlar ‘
charaéteristies~emergedlin immediate percebtjon. “The godily, actio
of such‘“aesthetic experience"‘censtitutes the'"attive" perceiyer.
Ingarden app] fed thié theory'to_painting.v The aesthetié¢
expertence starts either.with a-sense-fbundatiqn.of'surface whose

"details" are read into a shape of theswork or the observer

up

by the abpreciator‘s mind. 10 ingarden further fuses this distinction‘

he

ions

12



.
-

instantaneously perceives the work of art 1t§elf'(i.é., as’ a

»répresentation). Now in subsequent phases the perceived painting

*

~ begins tobworkvaesthetica11y upon the observer who;. in the aesthetic

a

end with the spectator becoming a "connoisséur,"

attitude, actualizes qualities that the work has sUggested to him.&i\
Finally, the pérceiver reacts. towards this total expressiyeness
which has imposed itself, in a positive or negétive/émotiona]
response. This leads to a change in the perceive;'s behavior.
In this sense thevpainting revea]s‘"that-part of the human squ]

which is normally hidden or difficult to reach."'d

Pl

' The perceiver, in Roman Ingarden's scheme, is not . "na ve"
spectator. He further examines specific strata and critically

examines and evaluates their effectivenesé. ~In this attitude he

begins to understand the work differently. This Underitahding

- does hot concern what is being expiressed of the mental life

presented, but what the individual strata of the painting contributes

to the who]e.n

" The concern is with the achievement of new techniques, new

¢

presentations .of emotions; determination of the most important

aesthetjc and artistic e]emenfs. The answers to'these questions

»

5

’ At the time of wfitihg his methodo]ogy'for the evaluation
of a painting,‘Kae]in,_it seéms, was unaware of Roman Ingarden's'

-~

analysis of painting.]6 He claimed that Ingarden's Titerary

 theory could be adaptedlto'vifagl works of art andfhé'proceeded.to

~

do so, criticizing Ingarden for his failure.to explain

phenomenologically how the various strata 1'nteracted'.]7
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Footnotes - Appendix ¢

"]R. Ingarden, The Literary Work of Art, trans. George G.
Grabowicz (Evanstpn, ITTino1s: Northwestern University Press, 1973).

2E. Kaelin, "The Visibility of Things Seen: A Phenomenological
View of Painting," in An Invitation to Phenomenology, ed. J. M. Edie
(Chicago: Quadrangle Books, 1965), pp. 30-35. Hereafter designated
as VTS. , | : |

’ .
- ]

" : ) . . . (I
_ 3Jour‘nalof Aesthetics and Art Criticism 24 (Spring 1965)
:257-269. i : ' '

YJournal of Aesthetics and:Art Criticism 20 (Summer 1962)
:421-428, : v ~

~

5 : "
» “Kaelin, VIS, p. 30. -
PRieser, JAAC, p. 421,

.7Kae]in, vis, pp. 31-32. - ' o T

PRieser, JAAC, p. 422.
Rieser, JAAC, p. 424. o o
lo,. )

Rieser, JAAG.p. 423.
JlIngarden,‘bAAC,yp.iZG].
. ligarden, JAAC, b. 266.
13 7 o

Irrgarden, JAAC, p. 266. : s

= 14, 7

Ingarden, JAAC, p. 267.

?SIngardénn;JAAC, pp. 268-269.
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10aelin's article, "The Visibility of Things Seen: A
Phenomenological View of Painting," was published_in 1965, whereas
Ingarden's phenomenologica]‘analysis of painting was published in
Stadia z Estetyki, Volumes I and IT, Warsaw in 1958. The repetition ,
of that thesis in "Phenomenological Aesthetics: An Attempt at '
Defining Its Range,". was given in Amsterdam University Institute of
Aesthetics on March 17, 1969. It was published in Polish in
Volume III of his Stadia z Estetyki, Warsaw, 1970. .

)

. aelin, vis, p. 34.
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Aesthetic'Theory ¢f Mikel Dufrenne

The aesthetic thought'of Mikel Dufrenne is appended here
because of two important reasons: firct, Dufrenne presents a cdmp]ete
phenoheno]oqical analysis of aest! ¢ exper1ence whlch ]ike Kae]fh%
purports to surpass tthe aesthetic thecric- offsartre, Mer]eauiponty,
Roman Ingarden et a]“] secondly, Kaelin “ismisz<ed Dufrenne as

-present1ng an 1nSUff1c1ent exp]anat1cn 07 the ontoTog1ta] - atus of
the artwork 2 '

A three bargipresentation is given: The Phenomen010gy of the.
Aesthet1c Object, The Phenomeno]ogy of Aesthetic Perception, and
The “‘Affective A Pr1or1 3 These notjons.follow the outline of his
book. Part II, ”Ana]ysis;of‘the Work of Art" will not be examined’
to any great extent. o .

>

P.1 The Phenomenology of the Aesthetic Object

In order to avoid the p1tfa]15 of 1ntent1ona11sm (affect1ve
and b1ograph1;a1) Dufrenne takes the perceﬂver s point. of view. ‘He‘
makes the d1st1nct1on between the art obJect and the aesthet1c
object. The latter, Dufrenne maintains; provides the structure'for’
the aesthetic object. whereas the artwork could be used for

documentat1on, hlstor1ca1 rev1ews, h1stor1ca1 1dent1f1cat1on

;through portra1ture, etc., the aesthet1c object is immune to sueh

”.
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ana]ysis.‘-The artwork becomes.an aesthetic objept when it is .
perce1ved | | - |

A spec1f1c act of perceptlon is requ1red to affett tne
’aesthetic object.5 In aesthetic percept10n the spectator,aTtends to
the artwork's "sensueus" elements. The aesthetic object iam ‘
considered 9the apotheosis of the sensuous.-'f6

A further distinction 1S now made by Dufrenne, In.ordinary
perception "brute. sensuousness" is encountered whereas “aesthet1c
sen5uou5ness" is unique to the aesthetic obJect 7 Th1s aesthetic
Sensuousness is. express1ve and demands attentwn.8 Both perceiver
and. artist are expected  to be subm1ss1ve and do 1ust1ce toﬂthe
.aesthet1c object. 9 From the perceiver’ 's dnd the *rt1st1c view
po1nt the. aesthetic object takes the 1n1t1at1ve and prescr1bes 1t9
own norms and asserts its own autonomy. |

Bes1des the sensuous&as an 1nd1spensab1e element for the
'appearance of the aesthet1c obJect the artwork meaning or "sense
is erucia]. "'Hean1ng s 1nnanent in the sensuous, being 1ts very.
organigation."]1 All the aesthetit“object's meaning is given‘ﬁh‘thei
sensuous: no heaning ei?sts outside or Sgyond the perimeter of the._
sensuous. ' o | _-

' "Mean1ng;gisorganized by sensuous e]ements»by means of
:spat1a1 and te&poral_"schemata" wh1ch d1ffer in complex1ty and
‘conf1gurat1on from art'form to_art 1’or'm.]2 Dufrenne attempts to

' show that a]] arts have temporal and - spat1a1 features -The.space

of every obJect 1s tempora11zed wh11e the time is spat1alized

.
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&
The aesthetic object as an ob]ect whlch harbour the‘
1nterna1 reIat10nsh1p between time and space presents a wor]d"
" the aesthetm.object.n The wor1d~1s chanacterlzed by ‘a SpeCific
BuaIity which-permeates it. This af?ect1ve quality makes the .
"world" of the aesthetic\object express1ve The aesthet1c obJect

\ - . J
therefore. 1ncIudes a sensuous base (en-soi) and an inherent world

} 4

~ (pour- so1)']4 ‘
pu -

' F.2 Phenomenology of Aesthetic Perception C

‘Dufrenhe plaees an additional criterion on the aesthetic
. object. 'This js the "for-us" criteraon making it a pub]ie object.
The aesthetic object exists as an in-itself - forfItseIf - for-us.
Treated this way, thejontologicaljstatus is'netther that of an
ideal significatioh'(pour—soi)'nor a purely Intentfonal object

(en-soi). It is-“the>beihg of a sensuoys thing which is realized

_only in, berception 15 1t exists for the perceiver because it
ne?ds'to be perce1ved to conf1rm its utonomy. The perceiver. Fs

needs ‘to ¢ omg]ete it.'® T

To comp]ete the aesthetic-object.means not to-remain passive
but be_ actively engaged\1n the work to the point of be1ng Iost or
a]Jenated in 1t.]7 Any act1on that occurs outs1de th1s act1v1ty

(i.e., political, socﬁa]); 1s not part of the aesthet1c exper1ence

The form of'the action is percept1on 18 : o ‘ i : -‘q
< In Part III Dufrenne presents a general theory of percept1on

In his theory, percept1on is seen in three stages. The f1rst

1)
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stage is at the level of presence; perception occurs much ,1ike
Mer]eaufPonty had described it; as global, ‘ pne-reflectiveland ef

" .one with the body'19 At this 1eve1, one exper1ences the force of -

“the sensuous through the agency of the body.

The next level is representatlon and imagination. Penceptign,ﬁ

~ objectifies distinquishable entities and events and the imaginatianT

acts in a- transcendenta] way 1dent1fy1ng representat1ona] obJects
-However, 1mag1nat1on plays a minor role in aesthet1c exper1ence 20
‘At times, the 1mag1nat1on is restralned because the aesthet1c object
ma.y not'need further e]aboratjon as.1n'non—objective/norks. : )

The last Tlevel is the full development through reflection and

: feel'.ge21 Percept1on becomes an understand1ng and know]edge by .a
form of obJect1ve ref]ect1on _Perception tan also pe steered,
towards a d1fferent sort of ref]ecfion thch prrenne calls
“sympathetft” rather:tnan objectifying,and is more closely related
'to fee]%ngs ragher than understanding}j Such'ref]éction.c]arifies “;

:and suppor;skﬁeeling.z?' This .reflection is aesthetic and feeling . 3 1
becomes aecessitle fee]ing'ailows the spectator to respond tp the ‘
depth ‘of. the aesLnet1c object, that is to be expressed world. This

-

| response is noﬁﬁhere]y emot10na1 but cons1sts 1n the apprehens1on - \

'or read1ng of the s1ngular affective. qua11ty character1z1ng the

expressed world. 23 ' h‘ e S o o u;ﬂ : S -

Through fee]1ng the. perce1ver connects w1th the aesth§t1c
object s 1nherent expresslveness : Durfrenne conc]uded that "the’
verty height of aesthetic perception is found in the feeiing which

reveals the eipfessiveness'of'the‘work.."z4 'Ineshdrt; feeling



~ 380

(subject)'consists precfsely in reading the aesthetic object's
express1on and in resonat1ng w1th this express1on Fee]1nq is the
flnal phase wwth the spectator completing the aesthetic ObJect 25 8 o

It-is at th1s po1nt that the autonomy of the work is at its 10west

-

To av01d psycho]og1sms of the affect1v:Land1ntentwona1 *

var1ety,Dufrenne c1a1ms that the aesthet1c objlect is not valid for

1tse1f alone but e11c1ts and embod1es a feelvng 26 Th1s fee11ng is

always someone S feeT1ng as the express1on of- the depth of a human

a

subject. It ts through fee]1nq that spectators become present in
the aesthetic obJect Th1s presence occurs 1n two ways. In the

first, the artISt is present in the obJect created 1nsofar as he s

\
respons:b]e for a part1cu1ar work27 and second “the spectator

“ becomes present in the work as well, by'read1ng the expression
" and drawing his own7feeling_by,engaging‘himself fn the expressed

wor]d The spectator s depth matches the obJect S depth and hence

"no 1onger an. 1mpass1ve on-looker. A

e

{
\,

F.3 The Affective A Priori = - S ,

The sensuous in Dufrenne s soheme serves as the 11nk1ng

'thﬁrd ent1ty for the two pr1nc1pa1 k1nds of aesthet1c _depth; the_

»

depth of the expressed wor]d of the object and the depth of the

ia

'beholder of this wor]d; If feeJing can be defined as the

"reciprocity of the two depth wor'l'ds"z8 then it can be seen as the . .

]

means by wh1ch the perce1v1ng subJect and the aesthet1c obJect

,are capab1e of reconc111at1on

e
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'Fee1ing'is‘the»culmination of aesthetic perception and ts the
commun1on" of .the obJect and subJect Th1s is hlS answer ta the
prob]emat1c quest1on how does the. aesth t1c object and the
perceiVing spectator come together_in an aesthetio.experience?
This reconciliation of subject and object in aesthetic
“experience_is\reyealed~in terms of the "transcendental" or a priori -

. . . . . 2
dimension of his esttence.'9

o

This dimensiOn is described in .
Part IV. The claim is made that the aesthetic' object's affectlve
qua11ty not onl characterlzes but const1tutes its expressed wor]d
serv1ng as thé guiding pr1nc1pTe To be const1tut1ve 1n this ‘ J
manner is to- possess the status of an a pr1or1 "An affective.
quality is an a pr1or1 when, expressed in a,work, it ts constitdtiveb
~of the wor]d'of the aesthetic object ”30 )

The perceiving SUbJect a]so exh1b1ts -an a pr1or1 aspect
*This subject could not apprehend or comprehend the a priori ‘
s;ructure of the expressed wor]d (1ts const1tut1ve atmosphere or ’ .
affect1ve quallty), unless the same subJect already possessed |
certa;n affectlve categor1es wh1ch allowed him to recognize the
affect1ve qua11t1es as a certa1n Elﬂﬂ_of qua]ity. (i.e., tragic,

sub11me p1ctureSQue)

M . o

i

'*%T JKnow]edge of such -Categories is itself a priori in
ey chavacter, it is antecedent]y possessed, hence ”v1rtua1 yet

J&$]ear.when awakened. Dufrenne considers this virtual knowledge.

‘'to be an important aspects of tHe subjects total being - of his.
. "existential” a priori. Since virtual knowledge, “is in turn,
7 knowledg~ of the a priori in its objective embodiment in the work

<77
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of art, there is"a link betwedn the subjective content of his
exoériehce. | . L l. ..

A reflection ﬂn’tbe a priori itself ;esu1ts_fn;a larger
onity Dufrenne calls this the un1ty of being. This dimension
underlles Dufrenne's theory of truth in art. Art can be "true"
because both art and rea]1ty are aspects of being.3] Art is not
a flight from the real (i.e., when Strfct]y conceived as an
imaginary charactef) it ilihmihatés the rea132 by way of fee]ing.
33

which de11ver5 the real afféttive essence.." Art atta1ns truth,

'.not through representat1on or imitation of the real, but by -
e]iciting and exggfssing.the real's affective egfohce !i&ﬂiﬂ

itself and in .its own terms. So it is through its pérvéding

dué&ity (pour-soi) and from within itseff (en-soi) that the obJects

‘relate to the_réél worlo is dfsp]ay'truth The truth 1s deepened

in the sensuous.

In Dufrenne's claim for-truthfulness, a truthfulness which is h

‘-

conveyed by an affeotdve quality, -the senSuOQS'has not been left
_behind. It is the organ1zat1on of the sensuous which enab]es the

affect1ve qua11ty to show 1tse]f 1ﬁ§y are 1nseparate in aesthet1c

o

experience, Inuart,.then the affective (feeling) and the sensuous

(the perceived) adumbrate each other. "
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Foofnqtes - Appendix F ) '
..
1 N o
M. Dufrenne, The Phenomeno]ogy of Aesthetic [xper1ence,
trans. Edward Casey et a] (Evanston ITTinois: Northwesterp .
University Press, 1973), 199-215. Hereafter: referred to as PAE -
2An Existentialist Aesthetic (Madisson: The University of - af
c Wy

Wisconsin Press, 1962), "Appendix A; MikeT Dufrenne on the .
Phenomenology of Aesthetic Experience," pp.. 359-385. Kaelin's basic
objection with Dufrenne 1s his analysis of representational works.
Dufrenne maintains that even non-objective art such as a Grecian
temple calls for the appearance of some kind of representation so
Dufrenne comes up with the "idea of a temple" as the object of

the temple's representation. To this solution Kaelin answers

that "the 1dea of a temple as the object of a temple's representation
is a'patent’ absurd1ty " The idea of a cathedral is precisely what
is presented in the phys1ca] presences of the obJect of concern

3M Dufrenne, The Not1on of the A Priori, trans. Edward Ca%ey,°
(Evanston: Northwestern Un1yers1ty Press, 19667). = o -

s

_ 4M Dufrenne, PAE pp. 232 233. This is unlike Roman Ingarden
who holds *hat there is a distinction between the work of art and

aesthetic object when the aesthetic object is the 'concretion' of
the wonk of art. : :
1 ’ ‘ ! * < R . .
M. Dufrenne, PAE, p. 66. . . - .
! '6M. Dufrenne, PAE, p. 13.
’M. Dufrenne, PAE, pp. 137-138. ‘
%M. Dufremne, PAE, p. 155. °
M. Dufrenine, PAE, p. 45.
1%, Dufrenne, PAE, p. 195. X o
i '11 ‘ “ ’

M. Dufrenne PAE P. 12.

124, Dufrenne, PAE, Part 11, pp. 239-326.
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