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ABSTRAG'l' 

John Dewey's formulation of the primacy of aesthetic 

experience in all human endeavor is investigated in order to 

promote the inclusion of a fine arts requirement in the 

curriculum of higher education. In particular, Dewey 

envisioned art as necessary to develop moral, thus social 

sensibility because moral precepts derive from imagination, 

and art is both the child and stimulator of creative 

imagination. An analysis of the "qualitative experience" 

concept provides an introd~ction to Dewey's fully-elaborated 

aesthetic theory. Subsequently, the role of such experience 

is evaluated in both personal and social terms. Then, it is 

argued that the establishment of a fine arts requirement in 

General Education is necessary to ensure the propagation of 

the experience. Supporting arguments from educational 

theorists and behavioral scientists serve to buttress the 

Dewey proposition as well as to demonstrate that the content 

of the proposed fine arts course must incorporate 

theoretical, historical and practical components. 

v 



CHAPTER 1 

Statement of the Problem 

That art is a prerequisite to the establishment of 

any culture and certainly of a great culture has received 

attention that ranges from Aristotle through variousreli

gious texts to modern philosophical and psychological 

research. "Aesthetic experience is a manifestation, a 

record and celebration of the life of civilization, a means 

of promoting its development, and is also the ultimate 

judgment upon the equality of civilization ••• Art is the 

great force in effecting (the) consolidation ••. [of] enduring 

elements ...• Punction of a multitude of opposing incidents 

as the latter are organized into the meanings that form 

minds. III With this pronouncement John Dewey postulated the 

fundamental relationship ot art and civilization. His view 

hes been replicated by numerous others, researchers in 

fields ranging from educational philosophy to developmental 

psychology and within the arts as well. Despite the 

tremendous impact that Dewey has had in other areas of 

American education his emphasis on the necessity for 

integrating aesthetic along with intellectual and pragmatic 

instruction has gone largely unheeded by curricula policy

makers, particularly of the college level. In the face of 

1 
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rising fine arts enrollment and a growing popular 

recognition of the significant role that the arts play in 

society, funding has di.inished from various public 

sources. And since there appears to be a positive correla

tion between private giving to the arts and government 

programs, a diminution in the role of growth of overall 

support has been observed in the recent years. 2 The time 

has arrived to review the need for aesthetic training and 

legitimization of this important aspect of human endeavor by 

fully incorporating fine arts into the institutions of 

higher learning in the United States. 

Purpose of the Study 

This study will present the case for instituting a 

fine arts requirement in the General Education requirement 

at American colleges and universities primarily through 

examination of John Dewey's philosophy of qualitative 

experience. Supporting arguments will be drawn from the 

writings of various educators and psychologists who, like 

Dewey, believe that the "collpartmontalization" of human 

activities, in particular the segmentation af artis~ic 

experience from other phenomena, in contemporary indus

trialized urban societies has served to alienate the human 

organism and encourages much of the abusive, socially 

maladaptive behavior evidenced in these societies. 
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Hypothesis 

Since some measure of postsecondary education has 

become a near sine qua non for entry to the job market in 

the United States, it will be demonstrated that the 

inclusion of aesthetic instruction is required to help 

students achieve integration, i.e., in orde~ to internally 

harmonize and qualitatively assay intellectual and practical 

skills, specific artistic training 10 necessary. Moreover, 

the content of this instruction must be dual in nature: 

aesthetic appreciation, gained through knowledge of art 

theory must be integrated with artistic production via a 

II hands-on II approach. Here, we assume a distinction between 

aesthetic appreciation and aesthetic enjoyment. The former 

implies judgments and conclusions and the existence of 

logical reasons and convincing evidence in support of 

these. The latter refers to a psychological response, not 

necessarily rational, and merely a matter of taste or 

personal preference. A single artistic medium should be 

taught in order that a more intensive relationship to the 

medium may be allowed to develop, thereby enhancing what 

Dewey stresses as the "quality" of the experience. 

Theoretical Framework 

In order to develop an educational philosophy that 

will serve as a paradigm for training qualitative as well as 

quantitative intelligence, the theories of John Dewey as set 
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forth principally in Art as' Experience, provide an "instru

ment of no less power than scientific method, an instrument 

capable of being employed in the construction, direction, 

and assessment of human life. 113 Primarily, Dewey asserts 

that artistic expression was at one time integrated into 

human life, but the modern economic system that has evolved 

as a result of the Industrial Revolution has weakened the 

connectivity of this expression with other modi operandi. 4 

It is necessary to counter trends both philosophical and 

experiential that have developed with the advent of capi-

talism. The resultant patterns of thought and behavior 

have driven away the "aesthetic perceptions that are 

necessary ingredients of happiness or [reduced] them to the 

level of compensating transient pleasurable excitations. "5 

Art represents the reproduction of some initially uncon

scious means of activating purgation or of celebrating joy. 

For most of the human experience on earth, nature was 

intimately experienced. therefore, modern man is character

ized by a sense of loss, an alienation from some fundamental 

element in his persona. A revivification of art as a 

commonplace of experience can reunite this persona. Here, 

Dewey is foreshadowing Fromm's The Sane Society and 

Erickson's "identity crisis" and, in what appears to 

be a departure from the American pragmatic tradition, 

postulates in very comprehensive, Anglo-philosophical terms, 



the existentialists angst. 

5 

Indeed, today there is perhaps 

an even greater need for the "qualitative prescription" than 

ever before as the fragility of the human condition invokes 

a more discriminating sense of cooperation. 6 

Limitation and Delimitations 

In the present study a theoretical basis is being 

constructed to support a fine arts requirement in higher 

education; hence, the central hypothesis cannot be 

empirically validated within the constraints of this 

research. Further investigation must be conducted in order 

to determine whether the hypothesis is correct. 

This investigation will be delimited to the use of 

Dewey's works and other supporting documentation drawn from 

the social and behavioral sciences. 



CHAPTER II 

Review of the Literature 

Beginning with Cotton Mather's indictment of the 

literary arts at Harvard in the Colonial period, one finds a 

puritanism reminiscent of Plato's banishment of the poets.? 

The classical attitude of the Enlightenment reinforced by a 

native puritanism predominated in the pre-Revolutionary era 

as evidenced in the 1110's when the trustees of Princeton 

refused to reimburse President Witherspoon for a book of 

prints he had paid for, thus clarifying their own attitude 

toward the study of art. 8 Later, the famous observer of the 

American scene in the early nineteenth century, de 

Tocqueville, summed up "in what spirit the Americans 

cultivate the arts:" 

It would be a waste of my readers time and 
mine now to explain how the general moderate 
standard of wealth, the absence of wealth, 
the absence of superfluity, and the univer
sal desire for comfort, with the constant 
efforts made by all to procure it, encourage 
a taste for the useful more than the love of 
beauty. Naturally, therefore, democratic 
peoples with all these characteristics 
cultivate those arts which help to make 
life comfortable rather than those which 
adorn it. They habitually put use before 
beauty, and they want beauty itself to be 
usefuI. 9 

6 
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The utilitarian tendency of American art became even 

more pronounced as a new philosophy claimed the country. 

The pragmatic notions of mid- and late nineteenth century 

America did, however, provide a rationale for the inclusion 

of some form of art in the educational system. The commer-

cial value of drawing was immediately grasped by certain 

pragmatic entrepreneurs. Eventually, this introduction 

would create a slightly more tolerant attitude in the "halls 

of Ivy" and by the turn of the century, Yale, Harvard, 

Williams College, Dartmouth and several other institutions 

were offering at least one course in music, painting, or 

some other discipline in the fine arts.IO 

These changes did not occur in a vacuum. Many new 

ideas were shaping at the time which would ultimately 

revolutionize the intellectual traditions of the West. One 

of the major actors in this drama of change, Charles Darwin, 

provides an early pronouncement on the arts which sounds as 

timely as modern developmental theory: 

My mind seems to have become a kind of 
machine for grinding general laws out of 
large collections of fact, but why -this 
should have caused the atrophy of that 
part of the brain alone, on which the higher 
status depend, I cannot conceive. A man 
with a mind more highly organized or better 
constituted than mine, would not, I suppose, 
have thus suffered, and if I had to live my 
life again, I would have made rule to read 
some poetry and listen to some music at 
least once every week; for perhaps the parts 
of my brain now atrophied would thus have 
been kept active through use. ll 



But it was Darwin's biological ideas and the social 

concepts inherent in them that would most influence the 

American intellectuals of the latter nineteenth century. 

For example, Darwinian analysis led William 3ames to study 

the interaction of consciousness and physical processes, an 

investigation 'that led eventually to the development of the 

behavioral school. Both Charles S. Peirce and Dewey share 

James' view concerning the philosophical implications of the 

experimental method of science and the evolutionary concep-

tion of intelligence; thus, the three philosophers were 

allied in the movement of pragmatism. 12 But Dewey applied 

pragmatic analysis to a subject largely untouched by Peirce 

and 3ames, viz. education: 

Fine art •.. is a device in experimentation 
carried on for education. It exists for a 
specialized use, that use being a new 
training of modes of perception. The 
creators of such works of art are entitled, 
when successful, to the gratitude that we 
give to inventors of microscopes and 
microphones; in the end, they open new 
objects to be observed and enjoyed. 13 

Under the guidance of such thinkers as Dewey, 

American colleges and universities began to open their doors 

more and more to the arts in the twentieth century. The 

first college of fine arts with components of archtiecture, 

painting and photography had been established at Syracuse 

University in 1813, and this was followed by departments of 

music at the women's universities: Wellesley, Vassar, and 
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Mount Holy Day in the 1880 1 s, but other fields were slow to 

develop until the twentieth century.14 For example, the 

first department of drama was instituted at Yale in 1925, 

and, in the next year, the first full-fledged college 

curriculum for dance appeared at the University of Wisconsin 

after a gradual development since 1917. 15 It is interesting 

to note, however, the rather rapid creation of a film degree 

in 1932 by the Unviersity of Southern California and the 

offering of a masterls program as early as 1935 when 

compared with the extremely gradual assimilation of the 

older art forms into higher education. The forces of supply 

and demand were dictating curricular policy. 

By the 1970 ls there was general agreement that the 

arts had finally found a place on the American campus as 

witnessed by increasing arts enrollment at the same time 

that humanities and social sciences enrollment were 

diminishing. 16 Furthermore, there is broad public support 

for artists, arts activities and an even greater role for 

the arts in education. 17 In fact, as indicated earlier, the 

majority of Americans would be willing to pay additional 

taxes if the money were used to maintain and operate 

cultural facilities such as theater, music and art 

exhibitions. 18 The debate now is no longer whether there 

will be art, but whither art? 
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The role of art in human development as studied by 

Dewey has also been examined by many other investigators. 

Within the field of educational philosophy, for example, 

many proponents of the "qualitative" approach have arisen to 

take up the banner. In 1959, five of these scholars issued 

a manifesto reaffirming the "qualitative-esthetic [as] an 

inescapable trait of what Dewey would call a genuine 

experience" the type of experience absolutely integral to 

creative education. 19 Each has posited Dewey's "stages of a 

complete act of reflective thinking" as a model for problem

solving. 20 The goal of this process is to perceive the 

IItotal quality," the "pervasive quality,1I if you will, that 

captures the essence of an experience. Villemain and 

Champlin have explored this concept in order to formulate a 

general theory of intelligence. 21 They begin with the 

premise that Dewey is primarily a philosopher of art because 

he believed that the aesthetic is so crucial to experience 

that "we cannot have an experience without it. "22 Saunders 

has used a rather novel approach to explain this primacy of 

aesthetic constructs in forming educational judgments. 23 He 

has pointed out, like Dewey, the dangers of segmenting art 

from other fields of inquiry, or emotions, from other 

aspects of the human personality. 

The role that art may play in the development of 

cognition as well as of emotional sensitivity is now also 
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becoming widely accepted as many educators echo Eisner's 

view that although western intellectual tradition has 

usually placed the arts in the realm of not simply the 

irrational but the "a-rational ... any educational program 

that neglects half of man's mind is half an education at 

best; at worst, it is a mutilation of human 

capability .... "24 The great humanist psychologist, Abraham 

Maslow, found in studying the peak experiences of people 

that music and sex represent the "two easiest ways of 

getting peak experiences;" furthermore, he suggests that 

"effective education in music, art, dancing, and rhythm is 

intrinsically far closer to the kind of education I think 

necessary than the usual core curriculum; that is it is 

closer to the goal of learning one's identity as an 

essential part of education. And if education does not do 

that, it is useless .... "25 

In response to the research of experts like Maslow 

and Eisner, many educators are calling for a more central 

role in the arts in the liberal education approach at 

colleges and universities. 26 Nevertheless, the National 

Endowment for the Arts currently does not allocate monies 

for higher education despite the fact that the NEA budget 

has increased from $2,534,308 at its inception in 1966 to 

$149,435,000 in 1914. 21 At the same time government 

allocation for study of the arts has grown proportionately 
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lower, with the state of New York accounting in fiscal year 

1911 for well over half the national total of appropriations 

to the arts. 28 

Consequently, the precise role that art should play 

at the secondary and college levels is still rather vague. 29 

Certainly, as Ackerman and others have pointed out schools 

of art are required to supply teachers at the precollegiate 

levels, but of what value is their instruction if they work 

in an isolated environment, i.e., there must be general 

understanding of the field in order to quell the necessity 

that art "defines itself as no other discipline (must)."30 

Then, if art should be required, what kind of method 

should be employed? Since the nature of other disciplines 

usually requires a linear, descriptive approach to learning, 

art appreciation courses became art history and little 

else. One must realize that lIaesthetic understanding and 

productive mastery in even one art form II is not merely a 

valid goal for art education, but also a prerequisite to a 

real appreciation for what art is.31 And Ackerman claims 

this is the real challenge for the arts in higher education, 

defining what art is; however, educators can only approach 

~he subject by analyzing the interaction of art and 

society.32 There also tends to be an undervaluation of 

public art, i.e., popular forms of artistic expression. The 

methods and meanings of art can be taught often as well 
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through these media as they can through more elevated forms 

of art i.e., the self expressions of very individualistic 

artists. 33 

In 1967 the American Association for Higher 

Education (AAHE) conducted a study of "access and barriers 

to the arts in higher education."34 The data collected 

consists primarily of various kinds of research previously 

performed in the field, i.e .. , AAHE did not conduct its own 

survey of institutions. The findings as reported by Dennis 

and Jacob are relevant to the present study in two major 

areas. 35 The first concerns isolation from the rest 

of the university community. First of all, they found 

evidence that only a small minority of faculty members in 

other disciplines believed that subjects such as art and 

music should be required by all disciplines, however, an 

even smaller minority felt that the arts should be 

discouraged or prohibited. 36 Citing a report by the task 

force of the national commission on Teacher Education and 

Professional Standards, the AAHE found that "never once are 

the concepts of beauty or aesthetics even mentioned."37 

Furthermore, evidence from various other sources indicated 

that administrators tended to hold the arts in rather low 

esteem. 

It is therefore not too surprising that adminis

trators were found to be doing too little to strengthen 



education in the arts. 
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In fact, the study concluded that 

"an active and expressed interest in the arts would 

generally hurt a student's chances for admission to an 

academically-oriented college. 1138 Nevertheless, assumptions 

about American society in the 1970's led the researchers to 

expect that the arts should have been "taking their place at 

the center of collegiate life. 1I39 Dennis and Jacob reported 

an increase in enrollment in several of the disciplines, but 

without corresponding structural changes within institutions 

to accommodate a new role for the arts. 

The next study to be discussed found both enrollment 

gains and more favorable attitudes on campuses toward the 

arts. Morrison's 1972 survey of eighteen colleges and 

universities throughout the United States stands as the 

major empirical investigation in the field to date. 40 He 

limited his sample to the administrative level and attempted 

to discover on a college-by-college basis the status of the 

arts program at each. The chief criteria adopted involved 

budget allocation, enrollment, degrees offered, ratio of 

full-time and part-time faculty to students, and types of 

qualifications required for faculty. The respondents were 

also asked several questions concerning their own interest 

and participation in the arts. Finally, there was a 

subjective section in which respondents could express 

feelings and opinions about different topics concerning the' 



arts in higher education. 
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The information concerning 

students, local communities, and private foundations, 

were drawn from data internal to the institutions included 

in the survey. 

In categorizing sectors of the institutions accord

ing to support for the arts, Morrison found there were three 

major groupings. Among these who were most favorable or 

very supportive were the chief executive of the college or 

university, the student body, alumni in the arts, the local 

community and national private foundations. A second group 

who were, in general, supportive included: the Board of 

Trustees, the Chief Officer of academic affairs, faculties 

in the humanities, social sciences, sciences or mathematics, 

the alumni, and certain campus organizations. Groups mildly 

supportive or negative to the arts included the vice-presi

dent of business affairs, student government, engineering 

and technology faculties, professional schools, state and 

federal agencies and various business interests. 41 

Morrison made several recommendations which may be 

understood as encouraging arts administrations and faculties 

to take the initiative in effecting more support and 

understanding toward the arts in higher education. 

Primarily, he advises that arts programs in higher education 

should develop a "two pronged approach; one emphasizing the 

student major and the arts per se, and the other emphasizing 
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general education--the non-major, teacher training, and the 

community. Moreover, art departments should strive to 

improve communications with other segments of the academic 

community. 

In a more recent study Thayer surveyed the community 

as well as the educational institutions of a midwestern city 

in order to determine the esteem of art in society.42 He 

sampled parents and other members of the community as well 

as students and teachers from grade one through college. 

His findings suggest that most people value the arts highly 

and feel that they playa very important role in education. 

The respondents demonstrated a more sophisticated 

understanding of art education than was initially assumed. 

However, Thayer discovered that most people believe that 

other people do not hold art in high esteem or place a high 

value on its part in learning. Therefore, he concluded that 

lack of support often arises from misperceptions that 

individuals (the findings were true for groups surveyed 

also) have concerning the attitudes of other members of 

society toward art. 

An aspect of Thayer's findings that is particularly 

relevant to the present study concerns the misconceptions 

that academic agents had toward one another. Although 

people in general could not agree whether teachers regard 

art as important, the majority believed that administrators 
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are not as concerned with art as they are with other 

subjects. Also teachers, who are overwhelmingly 

enthusiastic about the arts, believed that other teachers do 

not regard art as important. Furthermore, administrators do 

not believe that teachers regard art as important. One 

should exercise caution, however, in generalizing from these 

data about the status of the arts in higher education 

since Thayer's investigation dealt primarily with the public 

school system and the community. 

Bonner studied the attitudes toward the college fine 

arts experience of performing and non-performing graduation 

in a small liberal arts college in California. His findings 

were consistent with the premises of Eisner and Maslow. 43 

Not only do students who participate in the fine arts 

experience on campus have a more favorable view of fine arts 

but they also view their total college experience more 

favorably than do nonparticipants. The student with maximum 

performance involvement though, did not have as favorable an 

attitude toward the total college experience as did the 

student with moderate exposure. 

Summary 

Currents in the evolution of the arts in higher 

education suggest that philosophical and social trends 

underlie the demand for artistic endeavors in academe. 

During the colonial period a puritanical outlook restricted 
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any form of the arts from developing. Throughout the 

revolutionary and early industrial period puritanism 

combined with a utilitarian consciousness to prevent any but 

the most practical art form from becoming a part of any 

educational program. 

Darwinism and other concepts from Europe influenced 

American thinkers, principally John Dewey, and an academic 

revolution began. Even though the pragmatic and techno

logical emphasis in American higher education was laid 

during this era, many art programs began to appear on 

campuses as well. By the 1950's the arts had certainly 

arrived, and the 1960's saw the "rise of the arts" in 

American colleges and universities. 

The emergence of art on the campus was paralleled 

and indeed preceded by a great deal of epistemological and 

psychological research which demonstrated that aesthetic 

training was necessary to the development of the human 

organism. Stress on creativity reinforced by art activity 

became preeminent in presecondary education. But the 

general acceptance of arts as part of the liberal education 

tradition at the college level has not yet occurred. 



CHAPTER III 

Research Design 

Methodology 

A careful analysis will be conducted of John Dewey's 

writing concerning the interrelationship of aesthetic and 

educational experience especially as these relate to the 

development of life management skills. Corollary literature 

drawn from the areas of social, psychological and education

al theory will be utilized to buttress Dewey's qualitative 

argument for aesthetic training. 

Moreover, the findings of various arts education 

research will be presented in order to support the lines of 

research for an empirical study. 

Dewey as Philosopher 

Few figures in American intellectual history have 

been more controversial than John Dewey. The estimation of 

his work varies from lavish praise to total condemnation. 

We are told, "John Dewey is known as America's most 

influential philosopher and educator, "44 and we are also 

advised that Dewey was "the foremost American sophist. 45 It 

is therefore useful to get a quick over-view of Dewey's 

19 
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" background and training before sketching the outlines of his 

general position. 

John Dewey's philosophic interest was aroused while 

a student at the University of Vermont in Burlington, 

beginning in 1815. 46 He came with the passage of time to 

naturalistic conclusions, especially after reading Huxley 

and attending graduate school at the Johns Hopkins Universi-

ty.41 He was also simultaneously influenced by the 

widespread Neo-Hegelian philosophy, which many commentators 

believe was a major ingredient in his thinking for the rest 

of his life. 48 With the passage of years, Dewey evolved his 

own positions on nearly every question of philosophic 

importance, although he personally disdained labels for his 

positions. Others, however, have had no difficulty fitting 

him into the Pragmatist or Instrumentalist school of 

American philosophy (Instrumentalism being considered a 

branch of pragmatism).49 However, as the years went by, 

Dewey eventually committed himself--at least in general 

terms--to being known as a process philosopher. This did 

not mean that he abandoned pragmatism, but rather that he 

considered process as inseparable from pragmatism. 50 It is 

perhaps best to regard Dewey along the lines with which he 

I>ersonall_y described his own thinking: "I find that with 

respect to the hanging of various problems and various 

hypotheses in a perspective determined by a definite point 
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of view, I have a system. [To this extent] I have to 

retract disparaging remarks I have made in the past about 

the need for system in philosophy."51 Thus he is a thinker 

who is more interested in perspective than hard and fast 

categories. In some ways, the task of definition becomes 

more difficult because Dewey developed his unique insights 

over an unusually long life of 93 years (1859-1952), during 

which he was a remarkably prolific writer. His publications 

span a period of seventy years and the complete list of his 

writings comprises 153 pages of text. 52 However, before 

proceeding to Dewey's writings on the limited topic of 

aesthetics and educational experience, it is helpful to give 

an abbreviated summary of the salient features of his 

thought, as they provide the background to his work in both 

education and aesthetics. W.L. Reese gives as able a 

summary as most other writers, and is considerably more 

brief. 

Not satisfied with the philosophy of his age 
he called for a reconstruction, which would 
return philosophy to experience, eliminate 
absolutes, and foster the idea of control by 
creative intelligence. The publication of 
Darwin's The Origin of Species sets the 
stage for philosophy's reconstruction, 
requiring us to view ourselves as creatures 
who must adapt to each other and to environ
ing conditions in order to survive. The 
emphasis on adaptation requires a shift in 
philosophic emphasis from system to method, 
from fixed result to the process of in
quiry •••• Inquiry properly speaking begins in 
situations which are indeterminate, 
disturbed, troubled, ambiguous, obscure, or 



full of conflict. It is the object of 
inquiry to transform the indeterminate 
situation into one that is determinate. 
Given such a situation, and such an outcome, 
the intervening steps outlined by Dewey 
are: (a) locating and defining the problem 
of the situation; insight is as important in 
stating the problem as in any subsequent 
step; (b) setting out the relevant possible 
solutions to this problem, an "either-or" 
stage; (c) developing the consequences of 
the possible solutions, an "if-then" stage; 
(d) relating these developed alternatives to 
further observation and experiment; (e) 
concluding with the alternative which 
unifies the situation .... Believing that 
values as well as facts, can be discovered 
in, and sanctioned by, experience, he is a 
naturalist in ethical theory. Ethical 
naturalism holds that questions of right and 
wrong can be settled by the adducing of 
evidence. He believes that in the process 
of inquiry the "better" can emerge .•.. In his 
discussions of "art as experience," and in 
his later discussions of logic, experience 
is divided into instrumental and 
consummatory phases. The "unified whole" in 
which successful inquiry terminates, and 
unity of esthetic appreciation are instances 
of experience in its consummatory phase; 
indeed, they share many characteristics. 
Dewey says that the consummatory phase of 
experience is desired for itself alone. 53 
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The careful reader of the above summary will notice a number 

of terms which are either ambiguous or specially-defined 

jargon. Thus before proceeding to what Dewey says in detail 

about art education and aesthetics, it is appropriate to 

briefly consider some of the criticisms of Dewey's work, as 

they directly affect our consideration of the topic. The 

criticisms fall into two large categories: Dewey's ambiguous 

style, and the basic truth of his position. The latter type 
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of criticism is beyond the scope of this work, for reasons 

that will .be shortly discussed, but the general thrust of 

the criticism can be grasped from the title of the work that 

is the most hostile to him: The Nihilism of 30hn Dewey.54 

As to the ambiguity of Dewey's language, that point 

must be at least partially conceded. Indeed, Dewey himself 

admitted the point. 55 However, Dewey did not regard 

the problem as all that serious, while--as one would 

expect--his critics have been far more trenchant. The 

problem mainly centers on Dewey's penchant for shifting the 

meaning of key terms. Eliseo Vivas distinguishes three 

Deweyan views on emotion in relation to aesthetic 

experience. 56 W.T. Feldman discovered three uses of the term 

"meaning" which are diverse and conf 1 i ct ing. 51 In many 

ways, George Boas states the difficulty of Dewey's sometimes 

unexamined use of key words in this best example: 

Some art is surely experience as Dewey used 
that term and the art which is experience is 
as clearly discussed and as persuasively 
presented as a reader could desire ..•• But 
oddly enough in Dewey's case, the fact that 
we use this word "art" in a variety of 
senses raised no questions in his mind. He 
seems to have accepted its univalence and to 
have proceeded from there to develop his 
theory. When a man of his ability commits 
so strange an error, we may as well all be a 
bit hesitant to construct general theories 
of aesthetics. 58 

It is certainly fair to say that in comparison with 

a rigid system (e.g., Thomism), the writings of Dewey are 
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~ot sharply defined. 59 This can be demonstrated to nearly 

anyone's satisfaction, but a far more important question 

is: does that prove anything of importance? Since the 

purpose of this inquiry is concerned with aesthetics and art 

education, it is fair to say that Dewey can prove very 

useful--even deeply insightful--without the necessity of 

being completely and totally internally consistent. Indeed, 

it should not be forgotten that Dewey is generally ranked 

among the Pragmatists, and thus it is usefulness to 

aesthetic education that interest us, rather than the rigid, 

and possibly sterile, demands of logic. Dewey himself puts 

the matter very well: 

Experience, in the form of art, when 
reflected upon, we conclude by saying, 
solves more problems which have troubled 
philosophers and resolves more hard and fast 
dualisms than any other theme of 
thought .... It demonstrates the intersection 
in nature of individual and generic: of 
chance and law, transforming one into 
opportunity and the other into liberation: 
of instrumental and final. More evidently 
still, it demonstrates the gratuitous 
falsity of notions that divide thought and 
feeling from overt and executive activity 
and thus separate mind and matter. In 
creative production, the external and 
physical world 1s more than a mere means or 
external condition of perceptions, ideas or 
emotions; 1t 1s subject matter and susta1ner 
of conscious activity; and thereby exhibits, 
so that he who runs may read, the fact that 
consciousness is not a separate realm of 
being, but is the manifest quality of 
existence when nature is more free and 
active. 60 
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When we are dealing with a philosopher (i.e., Dewey) 

who plainly says, "consciousness is not a separate realm of 

being, "61 then it is unfair to apply'to him the strictures 

of dualistic systems. Rather, the reader should judge the 

philosopher's efforts in terms of what he set out to do--and 

not what Plato or Aquinas did, or thought should be done. 

Thus, the position taken in this inquiry is neither to heap 

praise upon Dewey as "the most profound and complete 

expression of American genius, 1162 nor to berate and belittle 

him as a writer of ambiguities who abounded in 

contradictions. Rather, it is to consider him as a practi

cal thinker who dealt chiefly with experience, and to see 

how his reflections on experience apply to education in 

general and to art education in particular. In order to do 

this, Dewey will be largely asked to speak for himself, as 

his voluminous works contain all the datm needed to frame a 

pragmatic understanding of the connection between experience 

and art education. 

Dewey's Approach to Art and Experience 

Dewey's work on aesthetics has certainly not lacked 

admirers, even as it has also drawn fierce criticism. 

Buettner goes so far as to say that Dewey's shifting away 

from previous theories of aesthetics was a "watershed in the 

history of Western aesthetics. 1163 However, before accepting 

or rejecting so encompassing a statement, it is important to 
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see the basis of Dewey's approach. Therefore, much of what 

follows concentrates on his renowned work, Art as 

Experience, due to the fact that it deals in the greatest 

length with the topics of this inquiry. However, Art as 

Experience did not appear until 1934 and Dewey had been 

considering aesthetic topics at least since 1891. 64 In the 

Andover Review for August of 1891, Dewey first stated his 

views on the importance of art in the form of poetry as a 

corrective to the defects of a purely rational philosophy. 

Poets must reveal, they must roundout to 
high completeness, the meaning of the life 
that is about them. Poets cannot be freed 
from the conditions which attend to the 
intelligence of man everywhere. The poet 
and the ploughman (sic) gaze at the same 
scene, only the life of prose and poetry is 
an unnatural divorce of the spirit. It 
exists and endures not because of a glow to 
life which philosophy cannot catch nor 
because of a verifiable truth which poetry 
cannot detect and convey. It exists because 
in the last few centuries the onward 
movement of life, of experience has been so 
rapid, its diversification of regions and 
methods so wise, that it has outrun the 
slower step of the reflector's thought. 
Philosophy has not yet caught the rhythmic 
swing of this onward movement, and written 
it down in a score of black and white which 
all m.ay read .... In its own theory, this 
common consciousness tells by rote a 
doctrine of an earlier and outworn world.65 

On the negative side, a critic could find even in the young 

Dewey (then only 32), the orotund phrasing and imprecise 

language which was spoken of earlier in this inquiry. 

However, our point is to see that even as a young man, John 
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Dewey was experience-oriented and wished to bring philosophy 

and art into line with experience. 

Only a year later, Dewey shifted from the considera-

tion of poetry directly into our field of art and aesthetics 

in his review of Bosanquet's A History of Aesthetics. 

However, as can be seen in the brief passage which follows, 

his concerns were the same in 1892 as they had been the year 

before, and indeed, as they would be throughout the 

remainder of his long life. 

The concluding chapter is upon the recent 
aesthetic and is occupied largely with 
Ruskin and Morris. The general significance 
of this movement is found to be an attempt 
to get a better conception of how in a work 
of art the content and expression are 
united, in a return to life as the real 
medium ...• 66 

Dewey's emphasis on life as the real medium of art woulG 

remain constant through the years, reaching its fullest 

expression in Art as Experience. So strong was his emphasis 

on the interaction of life and art that the passage of years 

and continued reflection led Dewey slowly away from 

restricting the theory of fine art to the narrow scope of 

European aesthetics. In his famous work of 1916, Democracy 

and Education, Dewey makes the following innovative 

statement: 

At the outset, there is no sharp demarcation 
of useful, or industrial, arts and fine 
arts. As engaging the emotions and the 
imagination, they have the qualities which 
give the fine arts their quality. As 



demanding method or skill, the adaptation of 
tools to materials with constantly increas
ing perfection, they involve the element of 
technique indispensible to artistic 
production. From the standpoint of product, 
or work of art, they are naturally 
defective, though even in this respect when 
they comprise genuine appreciation they 
often have a rudimentary charm. As experi
ences they have both an artistic and 
aesthetic quality.61 
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He had thus come to see many so-called "minor arts" or even 

"industrial arts" as having, at least in some sense, the 

potential to pass into the realm of fine art. the 

connection between fine art and what European aestheticians 

would consider simply a handicraft or an industrial product 

was seen by Dewey as a necessary element of education: 

This enhancement of qualities which make any 
ordinary experience appealing, appropri
ate--capable of full assimilation--and 
enjoyable, constitutes the prime function of 
literature, music, drawing, painting, etc., 
in education. They are not the exclusive 
agencies of appreciation in the most general 
sense of the word; but they are the chief 
agencies of an intensified, enhanced 
appreciation. As such, they are not 
intrinsically and directly enjoyable, but 
they serve a purpose beyond themselves. 
They have the office, in increased degree, 
of all appreciation in forming taste, in 
forming standards for the worth of later 
experiences. They arouse discontent with 
conditions which fall below their measure; 
they create a demand for surroundings coming 
up to their own level. They reveal a depth 
and range of meaning in experiences which 
otherwise might be mediocre and trivial. 
They supply, that is, organs of vision. 
Moreover, in their fullness they represent 
the concentration and consummation of 
elements of good which are otherwise 
scattered and incomplete. They select and 



focus the elements of enjoyable wor.th which 
make any experience directly enjoyable. 
They are not luxuries of education, but 
emphatic expressions of that which makes any 
education worthwhile. 68 

29 

This is definitely ground-breaking thought, and while there 

were scattered American educators generally interested in 

art around the turn of the century, none of them ever 

expressed so encompassing a vision as what was just 

quoted. 69 Art makes education worthwhile. Thus, by 1916, 

Dewey had reached his mature position, although he was not 

to give it full expression until the 1934 publication of ~rt 

as Experience. 

In the years following the publication of Democracy 

and Education. Dewey's interest in art never flagged, nor 

did he shift away from emphasizing the importance of 

enjoyment in connection with art. When his Reconstruction 

in Philosophy was published in 1920, he made the following 

statement: 

It has been noted that human experience is 
made human through the existence of associa
tions and recollections, which are strained 
through the mesh of imagination so as to 
suit the demands of the emotions .... lt is in 
this sense that poetry preceded prose in 
human experience, religion antedated 
science, and ornamental and decorative art 
while it could not take the place of utility 
early reached a development out of propor
tion to the practical arts. In order to 
give content and delight, in order to feed 
and present emotion and give the stream of 
conscious intensity and color, the sugges
tions which spring from past experiences a:r:'e 
worked over so as to smooth out their 



unpleasantness and enhance their 
enjoyment. 70 
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The applications of the above passage to education are 

obvious and constitute a line of analysis Dewey was to 

continue through the years, both before and after the 

publication of Art as Experience. 

In 1929, Dewey brought out not one but two 

books: Experience and Nature and the Quest for Certainty. 

In both volumes, he continued the development of his 

characteristic intertwining of experience and aesthetics. 

In Experience and Nature, Dewey made a strong case for the 

power of the aesthetic experience to bring clarity and 

meaning to areas of life beyond art: 

Experience, in the form of art, when 
reflected upon, we conclude by saying, 
solves more problems which have troubled 
philosophers and resolves more hard and fast 
dualisms than any other theme of 
thought .... It demonstrates the intersectior. 
in nature of individual and generic; of 
chance and law, transforming one into 
opportunity and the other into 
liberation .... ll 

This passage was also referred to on page 24 and concerns 

our inquiry twice because of its extremely characteristic 

message: experience is finally a unity, not a dualism, and 

the aesthetic--grounded in art but not confined to art--has 

transformational power. 

This process of transformation is further examined 

in the Quest for Certainty which also appeared in 1929. 
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While Dewey's reliance, in the following passage on lithe new 

science" is now quaint and outdated, his general line of 

thought remains instructive: 

In short, there is a change from knowing as 
an esthetic enjoyment o~ the properties of 
nature regarded as a work of divine art, to 
knowing as a means of secular control--that 
is, a method of purposefully introducing 
changes which will alter the direction of 
the course of events. Nature as it exists 
at a given time is material for the arts to 
be brought to bear upon and reshape it, 
rather than already a finished work of art. 
Thus the changed attitude toward change to 
which reference was mad~ has much wider 
meaning than that which the new science 
offered as a technical pursuit. When 
correlations of changes are made the goal of 
knowledge, the fulfillment of its aim in 
discovery of these correlations is 
equivalent to placing our hands on the 
instruments of control •..• The esthetic 
attitude is of necessity directed to what is 
finished and complete. 12 

Here we see, plainly and emphatically, the connection 

between human control and the completion Dewey believed it 

was possible for aesthetics to impart to human actions. 

Thus, aesthetics are greatly to be desired in modern, 

industrial culture, for the simple reason that they give 

direction to the massive instruments of control which modern 

science has forged. 

All of what we have seen being developed over a 

period of forty years, culminated in Art as Experience. 

Dewey draws together the various strands of his naturalism 

and pragmatism--his interest in avoiding intellectual 
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dualisms of any sort and grounding aesthetics solidly in the 

experience of the material, natural world. However, as will 

shortly be seen, that naturalism does not rule out the 

transformational power of aesthetics; rather, Dewey looks to 

the experience of art to make human life bearable and 

eventually sublime. 

While it can be argued that Dewey invariably "takes 

the long way around," nonetheless his views in Art in 

Experience can be found expressed with great clarity. The 

following long passage, drawn from Chapter II, can fairly be 

said to summate Dewey's naturalistic understanding of the 

proc~ of artistic creation: 

Art is thus prefigured in the very 
process of living. A bird builds its nest 
and a beaver its dam when internal organic 
pressures cooperate with external materials 
so that the former are fulfilled and the 
latter are transformed in a satisfying 
culmination. We may hesitate to apply the 
term "art, II since we doubt the presence of 
directive intent. But all deliberation, all 
conscious intent, grows out of things once 
performed organically through the interplay 
of natural energies. Were it not so, art 
would be built on shaking sands, nay, on 
unstable air. The distinguishing contribu
tion of man is consciousness of the 
relations in nature. Through consciousness, 
he converts the relations of CCi.use and 
effect that are found in nature. Through 
consciousness he converts the relations of 
cause and effect already found in nature 
into relations of means and consequence. 
Consciousness itself is the inception of 
such a transformation. What was mere shock 
becomes an invitation; resistance becomes 
something to be used in changing existing 



arrangements of matter; smooth facilities 
become agencies for executing an idea. In 
these operations, an organic stimulation 
becomes the bearer of meanings, and motor 
responses are changed into instruments of 
expression and communication; no longer are 
they means of locomotion and direct 
reaction. Meanwhile, the organic substratum 
remains as the quickening and deep 
foundation. Apart from relations of cause 
and effect in nature, conception and 
invention could not be. Apart from the 
relation of processes of rhythmic conflict 
and fulfillment in animal life, experience 
would be without a mechanism of realiza
tion. The primeval arts of nature and 
animal life are so much the material, and, 
in gross outline, so much the model for the 
intentional achievements of man, that the 
theologically minded have imputed conscious 
intent to the structure of nature--as man, 
sharing many activities with the ape, is 
wont to think of the latter as imitating his 
own performances. 

The existence of art is the concrete 
proof of what has just been stated 
abstractly. It is proof that man uses the 
materials and energies of nature with intent 
to expand his own life, and that he does so 
in accord with the structure of his 
organism--brain, sense-organs, and muscular 
system. Art is the living and concrete 
proof that man is capable of restoring 
consciously, and thus on the plane of 
meaning, the union of sense, need, impulse, 
and action characteristics of the live 
creature. The intervention of consciousness 
adds regulation, power of selection, and 
redisposition. Thus it varies the arts in 
ways without end. But its intervention also 
leads in time to the idea of art as a 
conscious idea--the greatest intellectual 
achievement in the history of humanity.73 
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The above passage has been quoted in all its considerable 

length not only because it is unusually free from the 

ambiguities that cloud much of Dewey's writing, but also 
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because it gives a nearly complete synopsis of Dewey's 

theory of art. All that is lackin~ is, perhaps, a more 

detailed treatment of emotion in the aesthetic process, 

which will be considered shortly. Man is an animal, albeit 

the highest and most developed. Out of our basic animal 

needs and impulses, consciousness, in and through the long 

process of evolution, has gradually shaped a higher form of 

expression--which for Dewey would include the useful as well 

as the beautiful, the two differing only in degree. Thus, 

aesthetics is grounded--and continuously sustained--by the 

natural, physical world which supports our animal roots. 

All of this occurs within the context of natural rhythms 

resting upon the physical order, out of which all experience 

must necessarily spring. 

Having heard from Dewey himself the general outline 

of his thinking, it would be advisable to delve more deeply 

into what he considers experience itself to be, since his 

writings center upon that concept. For human consciousness, 

experience must center upon a particular quality, as we are 

told in the following passage: 

An experience has a unity that gives it its 
name, that meal, that storm, that rupture of 
friendship. The existence of this unity is 
constituted by a single quality that 
pervades the entire experience in spite of 
the variation of its constituent parts. 
This unity is neither emotional, practical, 
nor intellectual, for these terms name 
distinctions that reflection can make within 
it. In discourse about an experience, we 



must make use of these adjectives of 
interpretation. In going over an experience 
in mind after its occurrence, we may find 
that one property rather than another was 
sufficiently dominant that it characterizes 
the experience as a whole .••. But in their 
actual occurrence they were emotional as 
well: they were purposive and volitional. 
Yet the experience was not a sum of these 
distinctive traits: they were lost in it as 
different characters ...• They are phases, 
emotionally and practically distinguished, 
of a developing underlying quality: they are 
its moving variations •.. 74 
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This type of discussion by Dewey obviously lends itself to 

various reductionist arguments by those who are attracted by 

the traditional categories of logic. That is, how does 

quality extend from one emotion to another? What is the 

underlying structure that makes this alleged unity 

possible? What sort of communication is possible if quality 

depends on experience and experience is not precisely 

defined? Is not there the danger of a logical vicious 

circle in Dewey's approach?76 The best response is probably 

that such criticisms basically misunderstand--or miscon-

strue--Dewey's understanding of his task. For someone who 

is basing his whole endeavor on experience, the fact that we 

begin and end with experience, is not a problem; indeed, it 

is a necessity. Someone of Dewey's school would simply 

reply that whatever grounding the critic may have in the 

Aristotelian categories, nonetheless, human beings do 

experience life in the manner which Dewey described. 

Correlation with experienced reality would be far more 
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persuasive to a process philosopher than any variety of 

compartmentalized and segmented argument which could be 

mounted against the process. Dewey makes this point as 

clear as one would desire by means of the following 

illustration. 

Successful politicians and generals who turn 
statesmen like Caesar and Napoleon have 
something of the showman about them. This 
of itself is not art, but is, I think •.• the 
outcome of a process. There is interest in 
completing the experience. The experience 
may be one that is harmful to the world and 
its consummation undesirable. But it has 
esthetic quality.76 

Dewey is telling the reader that we are dealing with a 

process and one that is familiar to every adult: the 

theatre-like quality of political life. A hard-line 

phenomenologist would be aghast that so huge an expanse of 

experiences would be termed simply an experience, but that 

would be to miss Dewey's point. He is not interested in 

segments, but rather, in the on-going process. Much of the 

criticism that has been directed against Dewey can be 

countered in the same way. In Dewey's writings we find 

descriptions of organic life and the thought which is the 

natural outgrowth of life, rather than tidy compartments 

which are careful never to overlap. 

All that remains for understanding the interaction 

of art and experience is a few words dealing with three 

somewhat specialized phrases: rhythm, the consummatory 
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experience, and emotion. Rhythm is traced by Dewey through-

out the natural order, and since man is part of nature, we 

should also expect to find rhythm characteristic of human 

endeavor. 11 Like basic concepts in general, rhythm is more 

easily understood than defined. However, using his 

naturalistic approach, Dewey defines rhythm in the following 

way by reference to biology: 

These biological commonplaces are something 
more than that; they reach to the roots of 
the esthetic in experience ...• The marvel of 
organic, of vital adaptation through 
expansion (instead of contraction and 
passive accommodation) actually takes 
place. Here in germ are balance and harmony 
attained through rhythm. Equilibrium comes 
about not mechanically and inertly but out 
of and because of tension. 18 

This contraction and subsequent release from tension 

provides the basic background against which human beings 

have learned to structure life: 

The rhythm of loss of integration with 
environment and recovery of union not only 
persists in man but becomes conscious with 
him; its conditions are material out of 
which he forms purposes .... Since the artist 
cares in a peculiar way for the phase of 
experience in which union is" achieved, he 
does not shun moments of tension and 
resistance .... The difference between the 
esthetic and the intellectual is thus one of 
the place where emphasis falls in the 
constant rhythm that marks the interaction 
of the live creature with his 
surroundings. 19 

From this biologically based understanding of rhythm as 

rooted in the natural environment, Dewey goes on to further 
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develop the concept in terms of the more advanced human 

functions: 

Esthetic rhythm is a matter of perception 
and therefore includes whatever is 
contributed by the self in the active 
process of perceiving .•.• For rhythm involves 
constant variation. In the definition that 
was given of rhythm as ordered variation of 
manifestation of energy, variation is not 
only as important as order, but it is an 
indispensible coefficient of esthetic 
order. SO 

From this consideration of rhythm, beginning in the environ-

ment and culminating in human consciousness, it is not hard 

to see how Dewey reaches one of his most celebrated points: 

It has been repeatedly intimated that there 
is a difference between the art product 
(statue, painting, or whatever), and the 
work of art. The first is physical and 
potential: the latter is active and 
experienced. It is what the product does, 
its working. For nothing enters experience 
bald and unaccompanied, whether it be a 
seemingly formless happening, a theme 
intellectually systematized, or an object 
elaborated with every loving care of thought 
and emotion. Its very entrance is the 
beginning of a complex interaction: upon the 
nature of this interaction depends the 
character of the thing as finally 
experienced. When the structure of the 
object is such that its force interacts 
happily (but not easily) with the energies 
that issue from the experience itself: when 
their mutual affinities and antagonisms work 
together to bring about a substance that 
develops cumulatively and surely (but not 
too steadily) toward a fulfilling of 
impulsions and tensions, then indeed there 
is a work of art. 81 

The work of art happens in the consciousness of the one who 

experiences the art product (~ a painting by Utrillo). 
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Thus, what most people consider to be art is only the "art 

product," while the real work of art is their conscious 

response to that art product. Again, we see Dewey's 

emphasis on process, as there would be no art of any 

description without the ongoing dynamics of human conscious-

ness. With rhythm as background, the consummatory 

experience is rather easily explained: 

We have an experience when the material 
experienced runs its course to fulfill
ment. Then and only then is it integrated 
within and demarcated in the general stream 
of consciousness from other experiences. A 
piece of work is finished in a way that is 
satisfactory: a problem receives its 
solution: a game is played through: a 
situation, whether that of eating a meal, 
playing a game of chess, carrying on a 
conversation, writing a book, or taking part 
in a political campaign, is so rounded out 
that its close is a consummation and not a 
cessation. Such an experience is a whole 
and carries with it its own individualizing 
quality and self-sufficiency. It is an 
experience. 82 

Here it is possible to see how on page 36 of this chapter, 

Dewey could refer to an entire life (~, Napoleon) as an 

"experience. II. It is possible because a life is a "whole" 

and not merely a collection of phenomenological fragments. 

Thus, there is internal consistency to Dewey's writing, but 

not of the neatly tagged and boxed variety. Rather, it is 

the consistency of an engine or a power grid, or better yet, 

of a given human consciousness--many contrasting elements, 

but all contained in one whole. 
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In many ways, the consummatory experience is the 

most hopeful aspect of Dewey's entire system, and thus is 

worth our consideration for a moment longer. One skillful 

commentator has written the following about Dewey's under-

standing of consummation: 

A situation that is originally indetermin
ate, slack, or inchoate can be t~ansformed 
into one that is determinate, harmonious, 
and funded with meaning; this type of 
reconstructed experience Dewey calls a 
consummation. Such experiences are recon
structed by the use of intelligence. For 
example, when one is confronted with a 
specific problematic situation that demands 
resolution, one can reconstr.uct the situa
tion by locating its problematic features 
and initiating a course of action that will 
resolve the situation. consummations are 
characteristic of the most mundane practi
cal tasks as well as the most speculative 
inquiries. The enemies of the aesthetic, 
Dewey claimed, are not the practical or the 
intellectual but the diffuse and slack at 
one extreme and the excessively rigid and 
fixed at the other. The type of experience 
that philosophers normally single out as 
aesthetic is a heightened consummation in 
which aesthetic qualities dominate. 83 

As seen previously in this inquiry, Dewey extends his 

philosophy of aesthetics to all of life, and this naturally 

includes the consummatory act. All of human experience, 

then can become subject to aesthetic satisfaction, not just 

well-cultivated responses of an academic elite. Furthermore, 

the negative situations of life can, by the use of intelli-

gence, be broken down into their various components, and 

then restructured for better use in the process of con-
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sciousness. Thereby, all of life becomes grist for the mill 

of consciousness, and gives the perceptive participant a 

continuous range of aesthetic opportunities and fulfill-

ments. 

The last somewhat specialized word to be considered 

is "emotion." Dewey puts himself clearly in opposition to 

those who see emotions as necessarily unanalyzable due to 

their internal nature. 84 Typically, he sees emotions as 

part of the process of human consciousness and thus as not 

separable in any final sense from environment: 

Emotions are attached to events and objects 
in their movement. They are not, save in 
pathological instances, private. And even 
an "objectless" emotion demands something 
beyond itself to attach itself, and thus it 
soon generates a delusion in lack of 
something real. Emotion belongs of a 
certainty to the self. But it belongs to 
the self that is concerned in the movement 
of events toward an issue that is desired or 
disliked. We jump instantaneously when we 
are scared, as we blush on the instant when 
we are ashamed. But fright and shamed 
modesty are not in this case emotional 
states. Of themselves they are but automa
tic reflexes. In order to become emotional 
they must become parts of an inclusive and 
enduring situation that involves concern for 
objects and their issues. The jump of 
fright becomes emotional fear when there is 
found or thought to exist a threatening 
object that must be dealt with or escaped 
from. The blush becomes the emotion of shame 
when a person connects, in thought, an 
action he has performed with an unfavorable 
reaction to himself or of some other 
person. 86 . 
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Dewey thus makes it clear to anyone who takes the time to 

study him, that emotions are intimately connected with the 

~ind, and not mere automatic reflexes, which are typical of 

lower forms of life. Mind and emotion thus become wedded in 

the aesthetic experience: 

The miracle of mind is that something 
similar takes place in experience without 
physical transport and assembling. Emotion 
is the moving and cementing force. It 
selects what is congruous and dyes what is 
selected with its color, thereby giving 
qualitative unity to materials externally 
disparate and dissimilar. It thus provides 
unity in and through the varied parts of an 
experience. When the unity is of the sort 
already described, the experience has 
esthetic character though it is not, 
dominantly, an esthetic experience. 86 

While all of this can be more or less clearly stated, the 

real point of it all is only found in the process of 

consciousness. It is in this process that emotion fulfills 

its purpose of selecting and dyeing according to what is 

congruent and what is not. Thus, within the process a 

certain act may indeed be an emotion, that in and of itself, 

would otherwise be only an automatic reflect (~, 

blushing). It is therefore important not to misunderstand 

Dewey's remarks on emotion. Emotions for human beings exist 

only within a framework of mind and are therefore an 

expression of our highly developed consciousness-rather than 

being a mere remnant of our animal nature. 



Dewey's Approach As it Relates to Art Education 

As one would expect, Dewey had much to say on the 

connection of art and education. However, it often takes a 

form that is elliptical or at least fairly abstract. Dewey 

seems to have been generally of the opinion that one could 

infer from his works the specific application of his views, 

and therefore, it has been left to some of his more notable 

successors (~, Ecker, Villemain, Champlin) to flesh out 

his thoughts. In what follows, we will primarily consider 

what Dewey himself had to say, as his works are the 

fountainhead from which the others have drawn their various 

applications. 

Just before the conclusion of Art as Experience, 

Dewey makes the following statement: 

It is by way of communication that art 
becomes the incomparable organ of 
instruction, but the way is so remote from 
that usually associated with the idea of 
education, it is a way that lifts art so far 
above what we are accustomed to think of as 
instruction, that we are repelled by any 
suggestion of teaching and learning in 
connection with art. But our revolt is in 
fact a reflection upon education that 
proceeds by methods so literal as to exclude 
the imagination and one not touching the 
desires and emotions of men. 87 

In this passage we see the crux of the matter, and also why 

Dewey left it to his successors to develop the various means 

of integrating art and education. That is, Dewey 

recommended a remarkable transformation in the whole theory 
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of art education, centering upon art as the means of 

inspiring the human imagination. It is at this point that 

Dewey's work becomes exceedingly controversial, as he links 

art and morality and imagination into a unified approach, as 

indicated in what follows: 

The problem of the relation of art and 
morals is too often treated as if the 
problem only existed on the side of art. It 
is virtually assumed that morals are 
satisfactory in idea if not in fact, and 
that the only question is whether and in 
what ways art should conform to a moral 
system already developed ..•. Imagination is 
the chief instrument of the good. It is more 
or less a commonplace to say that a person's 
ideas and treatment of his fellows are 
dependent upon his power to put himself 
imaginatively in their place .... Hence it is 
that art is more moral than moralities. aa 

Dewey's thoughts thus take on a genuinely revolutionary 

character, as he sees art bringing education and morality 

into union through the power of imagination. Since no 

current school system does this--at least on any large 

scale--it has naturally taken time and other interpreters to 

bring about selected applications of this remarkable point 

of view. It becomes important for the student to grasp that 

the understanding which De~ey reached in Art as Experience 

in regard to art and education was so different (as he said 

above) from eXisting ideas of education that it is difficult 

to give concrete examples of how to implement his in-

sights. They are necessarily of a potential form, as he 

tells the reader on the final page of Art as Experience: 



While perception of the union of the 
possible and the actual in a work of art is 
itself a great good, the good does not 
terminate with the immediate and particular 
occasion in which it is had. The union that 
is presented in perception persists in the 
remaking of impulsion and thought. The first 
intimations of wide and large redirections 
of desire and purpose are of necessity 
imaginative. Art is a mode of prediction 
not found in charts and statistics, and it 
insinuates possibilities of human relations 
not to be found in rule and precept, 
admonition and administration. 89 
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What Dewey sees as the function of art in education is, in 

essence, the means of further civilizing human beings. Thus 

the chapter title from which the passages just quoted were 

drawn is, "Art and Civilization.1I90 This explains why, in 

this inquiry, the discussion of lIimpulsions" has been saved 

for last. It is necessary to see how Dewey would connect the 

function of art in the process of civilizing the promptings 

of our animal nature, and thereby raising the consciousness 

of the individual human and contributing to the welfare of 

the whole human race. 91 

Every organism, of which aan is only one example 

among a multitude, responds to the needs and demands 

inherent in the natural order. 92 The generalized form of 

impulse, Dewey called "impulsion" and defined the concept as 

follows: 

IIImpulsion designates a movement outward and 
forward of the whole organism to which 
special impulses are auxiliary. In the 
craving of the living creature for food, 
impulsion is distinct from the reactions of 



the tongue and the lips in swallowing; the 
turning toward light of the body as a whole, 
like the heliotropism of plants, as c.:J~tinct 
from the following of a particular light by 
the eyes. 93 
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Thus it is possible to see a connection in all Dewey's 

works, for as early as 1881, in the publication of his 

Psychology, some critics had found it uncomfortably close to 

metaphys,icS. 94 Certainly his treatment of "impulsion" as 

being dist inct from .. impulse" sets him off from any 

mechanical naturalism. Dewey definitely adopts a 

generalized way of looking at natural processes, which 

separates him from the unsophisticated advocates of 

naturalism: 

Impulsion is the initial stage of any 
complete experience. ~~servation of 
children discovers man~ apecialized 
reactions. But they are not, therefore, 
inceptive of complete experiences. They 
enter into the latter only as they are woven 
into an activity that calls the whole self 
into play. Overlooking these generalized 
activities and paying attention only to the 
differentiations, the divisions of labor, 
which render them more efficient, are pretty 
much the source of all further errors in the 
interpretation of experience. 95 

7t thus becomes evident that what Dewey is advocat-

ing in terms of art and education is a process of "con-

sciousness-raising" by which art would further refine the 

impulsion of each human being. The effect of the aesthetic 

experience would harmonize human beings even further with 

nature and would also allow better adjustment between humans 
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and within each individual person. It is this civilizing 

capacity that Dewey envisaged for aesthetic education in 

regard to humanity as a whole: 

Without the latter (aesthetic education) 
mankind might become a race of economic 
monsters, restlessly driving hard bargains 
with nature and with one another, bored with 
leisure or capable of putting it to use only 
in ostentatious display and extravagant 
dissipation. 96 

On the personal level, Dewey held out great hope for the 

individual, believing as he did, that the aesthetic 

experience could elevate the impulsions: IIExpression is the 

clarification of turbid emotion; our appetites know 

themselves when they are reflected in the mirror of art, and 

as they know themselves, they are transformed."91 

In conclusion, Dewey saw the value of his approach 

to art and the aesthetic as an educational means of raising 

the level of human consciousness. The aesthetic experience 

does this by altering the expression of our impulsions and 

transforming them into higher levels. It is in that sense 

that Dewey used the remarkable phrase, quoted above, that 

lIart is more moral than moralities. II It is so because art 

enables the human organism to live on the highest level 

. possible, in harmony with the natural environment of which 

we are the dominant species. 



CHAPTER IV 

The Legitimacy of Aesthetic Experience 
in General Education at the College Level 

In the preceding chapter, the works of John Dewey 

have been used as the primary support for arguments which 

assert the importance of art and aesthetic experience in the 

development and education of the well-rounded human being. 

The central thrust of these arguments being that the 

aesthetic experience, which involvement in the (fine) arts 

affords, can have positive, beneficial applications in other 

areas of human activity. 

In this chapter the implications of this assertion 

will be pursued in greater detail and specification. The 

nature of art and aesthetic experience will be defined; the 

function or role of such experience in the life of the 

individuals and in society will be indicated; and the need 

to provide and ensure the opportunity for such experience 

throughout the course of General Education, and particularly 

at the college and university level will be demonstrated. 

Here, the arts are generally taken to include 

literature, music, drama, and the visual and plastic arts. 

48 
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The Nature of Art and Aesthetic Experience 

Human beings normally experience or perceive their 

environment and the objects in it in two ways or on two 

levels; cognitively and qualitatively. 

Upon viewing, for example, a painting, on the 

cognitive (objective) level one perceives such factual 

aspects as its shape, size, colors and one may recognize 

it as a representation of an actual object of the physical 

world. The manner in which the artist has used these 

physical elements to portray the object - the proportions of 

the physical dimensions, the mixture and varying intensities 

of the colors - induces perception on the qualitative 

level. That is, they imbue the painting with such aesthetic 

(subjective and intangible) qualities as grace, charm, 

urgency, serenity, cheerfulness, gloom, or whatever the case 

may be. 

These are some of the qualities (values) that 

differentiate a (mere) representation from a work of art. 

As Melvin Rader puts it: 

The work of art, which exists only when the 
imagination is kindled, is therefore not a 
physical but a phenomenal or imaginary 
object, possessing qualities that the mind 
lends to it. It is this phenomen~l 
character that makes the work an expression 
of the artist's mood, or as I prefer to say, 
his "values." Such expression is achieved 
not only by representation but by pure 
abstract design, such as a Bach fugue or a 
Moorish arabesque. Since the time of Plato 
and Aristotle, philosophers have recognized 



the value expressiveness of harmonies, 
rhythms, patterns of color, 
three-dimensional and other non-representa
tional elements. These can be pleasant or 
unpleasant, attractive or repulsive, gay, 
sad, exciting, sublime, or embody some other 
value, positive or negative, felt by the 
artist. 9a 
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There are many objects in the environment or in 

nature which, when perceived (viewed, heard, felt, even 

smelled or tasted), can induce emotions, desires, memories 

and fantasies in the mind of the perceiver which become 

linked or closely associated with the particular qualities 

of the object. Thus it is that the IIsong" of a nightingale 

may be as evocative as a Brahms Lied; a view of the Grand 

Canyon can be as awe inspiring as a hearing of Beethoven's 

Ninth; a beautiful sunset may seem as serene as a fine poem; 

and the brilliance of forest foliage in fall may be as 

invigorating as an Expressionist portrayal (of the same). 

These emotive qualities or values, then, can be 

exhibited by natural objects, as well as by creations 

fashioned by human beings (works of art). But as Rader 

states: 

In approaching the latter, however, we 
respond not only to sensuous qualities and 
forms, but to technical, psychological, and 
cultural values - the human expressiveness 
of the works.99 

Howard Conant describes the art or aesthetic 

experience having two basic characteristics, unigueness and 

But, he qualifies this by adding that an art 
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experience in not only unique or new - it must also be 

superb. 100 

The uniqueness of a work of art is deter
mined by the inventiveness and originality 
of the artist. The superb quality which 
outstanding works of art possess is a result 
of the artist's ability to employ and 
orchestrate successfully various elements 
and principles of art. 101 

In an aesthetic experience these (emotive) qualities 

or values are experienced and appreciated for their own 

sake, for their intrinsic perceptual worth.l02 Or, as Hugo 

Munsterberg states: 

The most systematic effort must be made to 
train the young man from the first for the 
true aspect of the world which takes the 
things as they really are in their highest 
import and not as they appear in the system 
of causes and effects. To be trained to the 
understanding of this highest truth it is 
not necessary to learn anything by heart or 
to make experiments: yet serious and severe 
training is required. We have said that to 
understand anything as in itself, we must be 
able to abstract it from all its 
connections: the one power of the mind which 
we ought to train is thus the power of 
abstraction of isolation, the power which 
suppresses the thought of everything which 
lies outside of the object and inhibits 
every desire which is not satisfied by the 
object in its immediate presentation .... The 
landscape which the painter gives us on the 
canvas is separated from the world by its 
frame, the roads in that landscape do not 
lead anywhere outside of the frame and there 
are no people behind those hills: if we 
begin to connect it with anything outside of 
itself, it becomes merely a geographical 
illustration, and thus a part of science. 103 
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John Dewey, seeking to elucidate more fully the 

aesthetic experience, makes a further distinction between 

what he calls the art product and the work of art. As 

Philip M. Zeltner explains, the art product is the external 

material of art: a building, novel, statue, painting, etc. 

The work of art is what the art product does in experience, 

lIits working. 11104 Dewey: 

The first [art product] is physical and 
potential: the latter [work of art] is 
active and experience .•.. lts [art product1s] 
very entrance is the beginning of a complex 
interaction; upon the nature of this 
interaction depends the character of the 
thing as finally experienced. When the 
structure of the object is such that its 
force interacts happily (but not easily) 
with the energies that issue from the 
experience itself; when their mutual 
affinities and antagonisms work together to 
bring about a substance that develops 
cumulatively and surely (but not too 
steadily) toward a fulfilling of impulsions 
and tensions, then indeed there is a work of 
art .105 

Which is to say, that the work of art occurs when an 

individual interacts with the art product so that which is 

realized is an experience enjoyed in light of its liberating 

and ordered properties. l06 Zeltner continues: 

Hence the constituents of art product, 
constructive of aesthetic experience, do not 
solely reside within the object more within 
the subject1s observation. The constituents 
of the art product being natural materials 
which are arranged and managed in a certain 
way, become constructive of aesthetic 
experience as they are engaged by a human 
being. This engagement, or the work of art, 
is distinguished from the art product in 



order to emphasize the fact that aesthetic 
experience is a result of interaction, and 
not of sheer "mirroring" nor "psychical 
distance. "lO? 
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Traditionally, (European) aestheticians have made 

di st inct ions between the "f ine arts" (literature, drama, 

music, and certain visual and plastic arts) and the "crafts" 

(pottery or ceramics, the design and making of clothing, 

cooking and the preparation of food--for example). But as 

Dewey has pointed out, this distinction is a specious one 

(Chap. 3, p. 25). 

While the enhancement and intensifying of perception 

may be (one of) the primary function(s) of the fine arts, it 

is not exclusive to the fine arts. As Dewey has repeatedly 

asserted, aesthetic experience is not discontinuous with 

ordinary experience. As Zeltner observes, Dewey's 

distinction between art product and work of art is subtly 

yet admirably consistent and informative. 

continues: 

In trying to show that aesthetic experience 
is continuous with ordinary experience Dewey 
does concern himself with objects and 
activities which are not considered by usual 
social definition to be art products. Thus 
in making this distinction we can see that 
an art product does not possess any "art" 
nature as such, but is a socially defined 
matter. What is significant is the work of 
art, and according to Dewey's account of 
consummatory and aesthetic experience the 
work of art may occur as an interaction 
within just about any context of experience 
be it problem solving, or viewing a 
painting. loa 

Zeltner 



Dewey himself states that: 

Art denotes a process of doing or 
making. This is as true of fine as of 
technological art. Art involves molding of 
clay, chipping of marble, casting of bronze, 
laying on of pigments, construction of 
buildings, singing of songs, playing of 
instruments, enacting roles on the stage, 
going through rhythmic movements in the 
dance. Every art does something with ~ome 
physical material ... and with a view to 
production of something visible, audible, or 
tangible .... The word "esthetic" refers .•. to 
experience as appreciative, perceiving and 
enjoying. It denotes the consumer's rather 
than the producer's standpoint. 109 
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Dewey goes on to show however, that the distinction between 

aesthetic and artistic (consumption and production, so to 

speak) cannot be carried so far as to sever the relationship 

between the two activities (or experiences). He says: 

... the relationship that exists in having an 
experience between doing and undergoing, 
indicate that the distinction between 
esthetic and artistic cannot be pressed so 
far as to become a separation. Perfection 
in execution cannot be measured or defined 
in terms of execution; it implies those who 
perceive and enjoy the product that is 
executed. The cook prepares food for the 
consumer and the measure of the value of 
what is prepared is found in consumption. 110 

Dewey fu~ther states that mere perfection in 

execution, by itself can probably be better accomplished by 

a machine than by human skills. As he indicates, there are 

great performers (technically) in many of the arts who are 

not great aesthetically. Some musicians are an example of 

this--those who have astounding technical dexterity on their 
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instruments, but whose playing does not II move li their 

listener(s). Dewey: 

Craftsmanship to be artistic in the final 
sense must be "loving;" it must care deeply 
for the subject matter upon which skill is 
exercised. 111 

Dewey again: 

When we say that tennis-playing ... and a 
multitude of other activities are arts we 
engage in an elliptical way of saying that 
there is art in the conduct of these 
activities, and this art so qualifies what 
is done and made as to induce activities in 
those who perceive them in which there is 
art.112 

In defining art as a process of doing or making 

(endnote 109) Dewey touches upon a view of art whose 

proponents see it (art) as a form of behavior. 

Schellin defines art as that: 

expressive behavior (Maslow; 1911) which 
demonstrates a broad and deep awareness of 
the aesthetic values (Krause; 1969) in the 
culture of the people who produced it 
(Barnett; 1953).113 

Piet 

Schellin notes that this definition: art is an expressive 

behavior which demonstrates a broad and deep awareness of 

the aesthetic values in the culture of the people who 

produced i t--omi ts several II tradi tional" wo~ds such as 

creativity, intent, function, and art object. Here the 

emphasis is on people rather than things (Richardson; 1913, 

Harrison; 1914), on the behavior rather than on the results 

of the behavior (Maslow; 1911). As Schellin puts it--a 
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chicken farmer might say that laying is more important than 

the egg. 114 

This view coincides nicely with Dewey's idea that 

art or the work of art does not reside in the object (art 

object) but is the result of, as Zeltner put it, of the 

materials being "engaged" by a human being--that the 

aesthetic experience is the result of an interaction 

(Footnote 107). 

This behavioral approach to art has implications for 

the teaching of art or the aesthetic experience, with regard 

to the determining of objectives and the monitoring (or 

measuring) of results, in the establishment of authoritative 

and standardized curriculum for schools. This will be dealt 

with more fully in the last part of this chapter. 

To summarize: Art or a work of art may be defined as 

an engagement, interaction (or behavior) in which the artist 

or craftsman by means of adequate technique or artistic 

skill manages or manipulates certain physical materials to 

create a physical object which he/she imbues with unique 

features, attributes, qualities, or values capable of being 

perceived or engaged by other persons. In this engagement 

feelings, emotions, an awareness of the aforesaid qualities 

or values are generated in the perceiver (emotions 

preferably but not necessarily of an edifying or positive 
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nature). This engagement is called an art or an aesthetic 

experience. 

And, as Dewey has shown, such experience is not 

exclusively in the domain of the fine arts. Products of 

fine craftsmanship can be as provocative of aesthetic 

experience as can be those of fine artistry--a finely 

wrought object of utility, a ceramic vase, for example, need 

be no less aesthetic than a superb painting. And, the 

conduct of the ordinary, utilitarian activities of life also 

may offer opportunities for aesthetic or art experience. 

The Function of Art in Society 

It has been pointed out (Chap. 1, p. 5). that as 

industry and science and technology grew in importance in 

(Western) society, a utilitarian view of things became more 

pervasive and pronounced, accompanied by a generalized 

diminution in esteem and respect for artistic activity. The 

arts came to be regarded as superfluous, non-essential 

aspects of civilization. Irwin Edman in Art as Education 

says: 

Far too long, in American civilization, the 
arts have been regarded as by-products, 
luxuries, isolations and escapes. Far too 
long in the Western world education has been 
identified with the processes of the 
discursive, argumentative, measuring and 
mathematical mind. As a result, in America 
the arts have been regarded as pretty 
play-things, brief "truancies from rational 
practice," divertisement, •.• 1t is a striking 
fact that until very recently colleges that 



called themselves liberal arts colleges 
placed almost no emphasis upon and sometimes 
provided not at all for education in music 
and the plastic arts. There has been a 
taint of the genteel tradition even about 
the study of literature. llS 
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With the exaltation of science and technology came a 

generalized perception of them as the (almost) exclusive 

avenues to truth and reality. Edman states that it is 

only comparatively recent in modern times and due largely 

to psychologists and anthropologists, that the importance of 

symbol and form came to be seriously regarded, and that the 

place of imagination in education has come to be recognized 

to be as vital as that of reason. ll6 Edman continues: 

But one would have to go back as far as 
Plato to discover the fountainhead of art as 
education. Many will recall that it was 
Plato who thought so seriously of the 
importance of the arts as education that he 
was careful both to develop a theory of what 
was properly educative in music and painting 
and literature and what was improper and 
censurable. No authority bothers to censure 
anything that he does not inwardly conceive 
as powerful for corruption or for 
education. lll 

In his book Art Education, Howard Conant states that 

the cultivation of the arts presents numerous benefits for 

individuals and for the societies of which they are part; 

that the values of art are at least as important, and 

probably as numerous as are those of science and 

technology. However, art as a necessary social ingredient 

has been largely neglected by governmental authorities, by 
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educational systems, and by individuals themselves. Thus it 

is that the life-enriching qualities of the arts have 

affected relatively few people. llB He continues: 

Science and technology have made our lives 
safe, increased our leisure, and rendered 
mass communications both quicker and 
easier ..•. But what kind of individual and 
social life have the widely shared and 
generously supported benefits of science and 
technology provided? How do we use our 
increased leisure time? Where is the beauty 
in our homes and communities?119 

Conant goes on to quote Herbert Read: 

Our particular trouble in this "air-condi
tioned nightmare" which we call a 
civilization, is that we have lost the very 
notion of cultivating the senses, until 
butterfingered and tongue-tied, half-blind 
and deaf to all nervous vibrations, we 
stumble through life unaware of its most 
appealing aspects, lost to its intensest 
joys and communions. 120 

Conant continues by saying that many highly 

perceptive social philosophers (such as Read, Lewis, 

Munford, Percival and Paul Goodman, and Richard Neutra), 

have shown that life devoid of art is comparatively lacking 

in worthwhile meaning and purpose. It is actively unappeal-

ing and humdrum. It is unenlightened and unembellished. It 

lacks civility, and the full fresh consciousness of which 

human beings are capable. 12l 

From the earliest times, Conant says, artists have 

served both as prophets and portrayers of human life. The 

cave paintings of prehistoric artists illustrated the 
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dominant interests of the time--animals and hunting--and 

provided a measure of spiritual strength for their fellow 

men. 122 

It is likely that the members of early 
societies who observed these works of art 
gained not only a better understanding of 
their personal interests and beliefs and 
increased courage to face the dangers of 
everyday life, but also aesthetic pleasure 
as well. Today the works of prehistoric 
artists are looked upon as outstanding 
examples of artistic accomplishment, 
particularly in the way they capture the 
essence of their subject matter and in their 
beauty of line and shape, graceful rhythm, 
subtly related colors and cohesive 
composition. 123 

He adds that throughout human history, in the ancient 

civilizations of Egypt, China, India, Greece, and Rome 

artists achieved very high levels of aesthetic 

significance. And their works must have had considerable 

effect upon the nature of those civilizations. As the 

historical record shows the decay and dissolution of great 

civilizations is often accompanied by (or reflected in) the 

contemporary art of the period, that of the Roman Empire, 

for example, The art of the last century of Rome's 

dominance (is) manifested in the imitative, increasingly 

less significant and comparatively lifeless forms of 

painting, sculpture and architecture of the artists of that 

era. 124 

Conant observes that art usually flourishes in times 

when large segments of the public are deeply involved in and 
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affected by the arts. The Gothic and Renaissance periods 

were such times, and thousands of magnificent works of 

architecture, painting and sculpture were produced. In the 

seventeenth and eighteenth centuries .(in Europe) less 

propitious circumstances prevailed. Art became a plaything 

of the wealthy and it lost much of its vigor and 

integrity. More importance was placed on its decorative 

attributes than on its artistic significance. Artists 

catered to the caprices and social whimsy of the upper 

classes and mostly neglected the larger public. 125 

There were, of course, exceptions to this general 

trend. Some artists such as Boucher and Fragonard, in the 

visual and plastic arts, and Bach and Handel, in music, for 

example, managed to maintain high standards of artistic 

quality. Conant: 

Just how large a segment of the public in 
each era benefits from the values inherent 
in the art of their own and earlier periods 
is not known. But we may assume that greater 
degrees of popular understanding existed 
when styles of expression were more 
realistic--when the subject matter, though 
perhaps not the underlying aesthetic aspects 
could be recognized and at least superfi
cially understood by the average spectator. 
A comparatively high level of popular 
communication was achieved by Goya, Daumier, 
Gericault, Delacroix, Minet, and other late 
eighteenth and nineteenth century 
artists. Their penetrating portrayals of 
ordinary people and contemporary events had 
a widespread effect upon the public of their 
time, providing both inspiration for and 
clarification of the complex problems of 



revolution and the rise of the common 
man. 126 
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As Conant has observed with respect to the Roman 

Empire and its decline, so have many thinkers--historians, 

philosophers, scientists--pointed out, that the quality of 

the art it prqduces is often the measure of the quality of a 

civilization. As George D. Stoddard says: 

Except through art, no man is immortal. 
History records; it enlarges and embellishes 
its subject matter of men and 
events. History plays up and it plays down, 
but the end result is diminution and 
dismissal unless art intervenes. Every 
conquest, to survive and remain meaningful, 
must be measured in the quality of art it 
engenders, ... Every dogma, discovery or 
political reform, in fact, every scientific 
advance gets accounted for in terms of its 
meaning, and its meaning inevitably finds 
expression in the literary, visual and 
performing arts. But that is not the whole 
range of art in civilization. While it is 
unlikely that art precedes the event, the 
insight or the achievement, it certainly 
does accompany aspiration and pave(s) the 
way to new advances. The heroes and saints 
of one age, through art, are able to inspire 
new generations. 127 

He asserts that art is a necessary ingredient in the 

maintenance of the psychic balance that is vital to the 

wholesomeness and sanity of individuals and societies: 

Art is a form of truth, and truth of many 
sorts is revealed in and through art. Thus 
if I may be more practical, science, with 
its handmaiden technology, is essential as a 
shield against hunger, disease, slavery and 
superstition, and as a structural form for 
social progress. Art, on the other hand is 
essential if we are to keep above the other 
animals and in control of the animal drives 



within us. Art is a measure of what we most 
want to record, to preserve, to hand down in 
an alternating current of humility and 
pride. 128 

63 

Stoddard also asserts that life, to be worth living, 

must be lived in terms of a constant search for truth, 

beau,ty and humanity. He continues: 

... each attribute (truth, beauty, humanity) 
affected by the other and no one, taken 
alone, sufficient for the peace of mind of 
modern man .... In the triad referred to 
above, humanity--a term signifying love and 
brotherhood and justice--seems to hold the 
highest place. This makes sense to me, but 
it should not be construed to mean that 
science and art are subservient in any 
vulgar way. 129 

So far, art has been described as a mode or medium 

of human expression in which the artist imbues a physical 

object, conceived and fashioned by himself/herself, with 

attributes representative of the feelings or qualitative 

perceptions of the artist. These qualities or values (in a 

successful work of art) are capable of arousing in a 

sensitive perceiver (listener, viewer, etc.) a corresponding 

response--emotive or qualitatively perceptive--an aesthetic 

experience. 

The important component of the aesthetic experience 

is that it engages the emotions, it arouses human feelings. 

Science seeks out facts--facts which are the same for 

everyone and are independent of personal reaction or 

emotional bias. Indeed, to conduct pure scientific 
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investigation or invention, the scientist must suppress any 

tendency toward emotional involvement with the object of 

investigation if an accurate, perceptive and efficient job 

is to be done (the phrase "bringing to bear his keen, cold, 

clear intellect ... ," comes to mind). As an example, a 

surgeon who must perform a delicate operation to save a 

life, should probably avoid becoming too affected emotional-

ly by the patient's plight. One hears occasionally of a 

skilled physician, who would prefer to entrust the cure of 

his wife, mother, or other close relative to another trusted 

but more "uninterested ll colleague, than to treat such a 

person himself. The dichotomy is understandable in such a 

situation, but on the other hand, a physician impoverished 

of human caring would be a poor candidate for the task of 

relieving human suffering. 

However, the emotions do have their proper and vital 

functions to fulfill in the human experience. Science 

allows us to experience the world of fact, but as Stoddard 

noted (p. 62), it is experience of the world of feeling 

through the senses that enables us to become human, in the 

be"st sense of the word. Ernest Ziegfeld wr i tes : 

Art, therefore, or, more broadly speaking, 
the esthetic attitude, provides the means 
whereby the individual may experience the 
world more fully through his senses and 
emotions ..• by means of esthetic perception 
he achieves a greater measure of sensitivity 
and intensity .•• and thus gains an ever 
greater maturity of emotion and intuition 



... through such direct sensuous and 
emotional experience, the individual not 
only heightens and refines his capacities 
for perception but also gains access to new 
ways of perceiving and understanding his 
environment.130 

65 

And as an example, he indicates how a viewing of Picasso's 

Guernica affords an experiential dimension to one's 

knowledge of the facts of that incident not to be had from 

news reports. The mural is the unique expression of 

Picasso's emotional response to the incident and the 

sensitive viewer's store of meaning is enriched by it. 

Ziegfeld avers that the rewards of aesthetic 

perception are not a mere titilation of human capacity for 

pleasurable sensations and emotions, but rather a more 

intense and complete apprehension of the totality of 

experience. Aesthetic experiences are not always joyful or 

pleasant. There are great tragic dramas, and great tragic 

music, for example, Shakespear's King Lear and Bach's 

Crucifixus from the Mass in B minor. And, the mere out pour-

ing of emotion is not the essence of artistic expression. 

Such expression should be exploratory, that is, it should 

provide the means of having a feeling experienced vicarious-

ly, increasing the possibility that the experience will also 

be a learning one. Since both in the creation and in the 

appr~ciation of significant art the individual must probe 

his own psyche and experience more deeply than in everyday 

life, his store of meanings is enriched, he achieves a 
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fuller understanding of the world and himself--he becomes a 

more integrated personality. 131 

In this regard, the aesthetic object becomes, so to 

speak, a metaphor for human feeling. It affords a necessary 

degree of disengagement by the perceiver, so that he/she can 

attend to the image of a deep emotion without becoming a 

vehicle of that emotion. In this manner it is possible to 

"enjoy" the performance of a great tragedy. The tragedy 

affords understanding of the horror of the dark side of 

human nature; understanding which would be difficult to 

attain if the perceiver were experiencing it directly. As 

Broudy puts it, "this distinction between having an emotion 

and contemplating the image of an emotion is peculiarly 

important for aesthetic education."132 

An aesthetic experience may have intrinsic worth 

(being valued for itself alone) and/or it may have 

instrumental worth (being valued for its ability or 

potential to change, influence, or create conditions in the 

world) . As Harry S. Broudy points out, the perception of 

either or both of these values in a work of art requires 

imagination. The ability to imagine is what differentiates 

human kind from the other animals. This ability enables man 

to think abstractly and to reason and extrapolate--to 

conceive and manipulate ideas, notions, images in a manner 

unbound by physical laws(at the time of imagining)--and this 
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is the source of human creativity. Aesthetic experience is 

the fruit of the imagination, but it can also be its 

stimulus. l33 

Sensory gratification is a primary human impulse. 

The attachment of value to objects grows out of a person's 

desire for fulfillment of this impulse--love, power, 

self-esteem, self-realization, etc.--and any object that may 

seem to have a positive connection with such desires or 

interests may serve as a stand-in for the actual experience; 

the individual, using his/her imagination, identifies 

possession of the object with fulfillment or gratification 

of the impulse. 134 

Images can be used to arouse these impulses. This 

is how advertising works; it stimulates desire by presenting 

an (idealized) image of the object, and equates social 

status or some aspect of self-esteem with the attainment or 

possession of the (actual) object. In like manner, govern

mental and other authorities employ images (usually visual 

and aural)--drawings, photographs, motion pictures, song, 

music, drama--to generate and reinforce such social values 

as patriotism, religiosity, familial ties, and dedication to 

duty. Some of the images used for these purposes .. ay· be 

straight-forwardly representational--a military ad promoting 

enlistment, employing a motion picture segment of smartly 

uniformed soldiers on parade: or, the image may be an 
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abstract symbol that bears no likeness to the object--a 

flag. 135 

Images have come to be used in more obscure or 

indirect ways. For example, in many societies certain 

stereotypical features and patterns of behavior are taken to 

be indicants of personal character--some facial features, or 

the disinclination to meet the gaze of your counterpart 

during conversation, are taken by some to betray deviousness 

or crookedness of character. Further, and perhaps even more 

arcane, is the fact that certain imagery attempts to 

objectify or present in graphic form qualities that are 

physically formless, such as perceptions, feelings, 

emotions. For instance, in Western music there is a 

tradition in which sadness and its associated emotions are 

expressed by melodies and sonorities in minor keys and with 

slow tempos and rhythms; joy and its associated emotions, by 

major key melodies and sonorities and lively, quicker tempos 

and rhythms. In the visual arts, painting, for example, the 

darker colors and hues are generally employed to convey the 

"heavier" emotions--somberness, sadness, sinisterness; while 

joy, levity, pleasure-- the "lighter" emotions are generally 

portrayed by lighter, brighter hues. In dramatic presenta

tions stylized postures are used to depict emotions; 

drooping of the head, limpness of the body, downcast eyes, 

slowness of movement generally evoke sadness, despair, 
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depression: erect posture, quick, sprightly gait indicate 

joy. And, in nature too, certain appearances have come to 

be associated with certain natural events: dark clouds, 

overcast sky with stormy weather: blue skies, white clouds 

mean fair weather; the sun and daylight are typically 

associated with normal, socially approved human activities; 

the night, with secret, sinister things; moonlight may evoke 

images of love and romance, or of scary, supernatural 

creatures. 136 

Over the span of history a repertoire of conventions 

has been built up. Certain symbolic forms (colors, sounds, 

designs, patterns, postures) have come to represent or be 

associated with particular objective or external conditions, 

and with the human emotions, feelings, values which are 

ordinarily evoked by these conditions, and vice versa. But 

as Broudy notes; 

Every conflict with its passions, terrors 
and triumphs, every yearning and frustra
tion, one might suppose, had its counterpart 
in the life of feeling, but in time the 
links between events and their corresponding 
feelings weakened, and instead of clear 
one-to-one correspondences a pool of feeling 
tones came to represent a pool of 
experiences of many kinds. Thus each event 
and feeling could rouse not one but many 
associations. 131 

This diffusion of the link between a specific feeling and a 

specific event, object, or experience, is a feature that 

distinguishes art from science--it makes for 
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unpredictability of response to a stimulus. Also, the 

producer of a work of art (the artist) and the perceiver or 

appreciator of that work each bring to the interaction that 

is the aesthetic experience, their own life experience, each 

with its distinctive, and perhaps unique associations 

(social, cultural, personal). Since the life experience of 

the artist and of each perceiver of the work will, no doubt, 

vary in greater or lesser degree, the nature and intensity 

of the aesthetic experiences afforded by a particular work 

of art may differ widely. 
. 

Artistic activity can be regarded as serving two 

purposes in society: 1) it is a source of sensory and 

emotive interest and beauty, yielding objects whose 

existence enhance and edify human experience; 2) it can 

function as a catalyst--impelling, fostering, and influ-

encing human activity in other important areas of life. 

In the (Western) world of the late twentieth 

century, artistic activity is generally regarded as being 

divided into two camps; there is "popular" art and there is 

"serious" art. Popular art is described as art that is easy 

to enjoy because it already fits the experience and expecta-

tions of the general public. It may have artistic worth but 

that is not the reason for its existence. In popular art 

emotions are expressed in oversimplified, stereotypical 

images, familiar to the public, and with negligible 
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d, v ia I i 1.111 r I,'om the form or content of the stereotype. 

Hence, while having pervasive influence, popular art is 

rarely a catalyst for changes of substance in society, 

rather, it serves mainly to reinforce popular value commit

ments already made. Styles in the popular arts are as 

ephemeral as the weather, but they reflect superfluous, not 

substantive matters. 138 

Serious art tends to be more complex, to engage life 

at a deeper level. Here the imagery is more subtle, more 

geared to the expression of complex, diffuse, or vague 

emotions. Serious art often comes out of a longer tradition 

of expert and critical artists and connoisseurs. It 

therefore often requires some cultivated knowledge to be 

understood and appreciated. 139 

The distinction between popular and serious art is 

not ironclad. The boundary lines can at times be extremely 

blurred. Art of extremely high artistic merit is sometimes 

produced by artists ordinarily classified as popular, for 

example, some of the songs of the Beatles--perhaps the most 

famous rock group ever. On the other hand, some serious 

artists attempt innovations that never seem to become fully 

accepted into their artistic tradition. ·Arnold Schoenberg's 

II twelve-tone ll system of musical composition, is an example 

of this. 
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Artistic activity, the evidence seems to suggest, is 

an inevitable component of human experience. History shows 

that it has been and is practiced in all civilizations, from 

the most primitive to the most technologically advanced. 

Human beings have such a basic need of artistic or aesthetic 

experience that, so to say, when the best is not available 

the least (or worst) will do. And it is a sad and serious 

state of affairs when it is permitted to come to this. For, 

as it has been pointed out, in addition to fulfilling 

individual human needs for beauty and variety, art has 

important social functions. 

Throughout this discourse, an attempt has been made 

to describe the nature and function of artistic activity. 

In so doing, art has been compared to that other important 

field of endeavor, scientific inquiry--these two pursuits, 

each in its own particular way vital to human progress. 

It has been indicated that progress in science 

provides mankind with facts and the technical ability to 

deal with and manipulate its physical environment. Science 

promotes knowledge, Art, on the other hand, is not a source 

of facts about things, but rather a source of feelings about 

things. While science enables us to do, artistic sensitivity 

and sensibility can provide the means of knowing whether, or 

what, or how to do. 
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While the purist or connoisseur may consider the 

ideal aesthetic situation as one in which art is for artls 

sake alone, in the utilitarian world of today, the practical 

effects or uses of art need to be considered. For the 

social effects of art are many, and if they are to be 

employed for the benefit of human kind, they must be studied 

and understood in all their aspects. 

On the broad social level, art is employed (mostly 

in its popular form) to advertise and propagandize, for 

various motives, monetary gain and political power being 

prominent among these. Here, easy to comprehend and often 

oversimplified aesthetic images are used, often leading to 

oversimplified and inaccurate public conceptions of the 

issues at hand. Aesthetic imagery in the mass media 

propagate and perpetuate cultural mores and values about 

such things as sexuality, fashion, food, hygjene, and 

personal behavior. Societies and cultures ritualize 

important occasions and institute ceremonies for the 

commemoration of important events of the past, as a means 

for achieving social control and community of feeling. In 

all of these, aesthetic means and images are used to elicit, 

objectify, ~and ritualize the emotions that such occasions 

are intended to inspire and reinforce. 140 H.M. Kallen 

states that in building a society, men: 

... experience the form and feel of it in the 
imagination, they condense their experience 



in symbols and utter it in words, pictures 
carvings and music that persuade the mind 
and move the heart. Words, music and eikons 
then become concretions of discourse which 
confirm ... the invisible and inaudible union 
of the faith and feeling which they express, 
and by expressing achieve. All these 
symbolic concretions of faith and feeling 
count as works of art and derive from the 
passionate initiative of the artist. 141 
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In a democratic and pluralistic society such as the United 

States, the arts can serve as an important intercultural 

medium, serving to bring understanding and harmony between 

the many different cultural groups, as Kallen says it, 

producing "a confederation and self-orchestration of these 

variables into a stream of living ever freer and more 

abundant. 11142 

On the individual level, developed aesthetic 

sensi tivi ty makes for emotional richness. Broud'y says that 

the quality of life is measured by the repertory of feeling 

which pervades it, "life is rich if the repertol'y of 

feelings is large and the discrimination among them fine. 

Life is coarse, brutish, and violent when the repertory is 

meager and undifferentiated. "143 

Subtlety and finesse in emotional discrimination, 

also make it possible for the individual to deal with the 

onslaught of strong (raw) and potentially destructive 

emotions--anger, hate, fear, (perhaps even love, could be 

added to the group)--in disarming and nonviolent ways. 

Insult, satire, the snide remark, facial and bodily 
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gestures, a sense of humor, are imaginative means that 

civilized persons employ to vent and transform strong 

emotion. 144 

Such life enriching skills are almost never natural, 

untutored attributes of the individual, they must be 

cUltjvated. And, of course, cultivation implies deliberate 

and continued study and instruction in the field concerned. 

And, this implies schooling and education, which leads to 

the next section of this paper. 

Art Education in the General Education System 

The (erroneous) idea that art has no utility is the 

argument often presented by those who would oppose the 

expenditure of time, money, and effort on art education. 

Those who would belittle artistic accomplishment because it 

is not absolutely essential to manls physical survival, deny 

or ignore the many ways in which the arts enhance and edify 

that survival. It is hoped that the arguments presented so 

far have successfully debunked this notion of the arts as 

useless. 

One of the other objections to art instruction in 

General Education is that artistic talent and a predeliction 

for artistic activity are inherent or inborn attributes, and 

that they cannot be taught. And a corollary to this, that 

comparatively few individuals in the general population will 
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become professionals in the arts, therefore, such instruc

tion should be the province of specialist schools. 

In reply to this, the important point to be made is 

that the promotion of art instruction in General Education 

is not an attempt to turn every student into a fine 

executant. It is rather an attempt to promote general 

artistic literacy. 

It has been indicated that artistic or aesthetic 

activity and/or the fruit of such activity, i.e., the 

aesthetic image, have a pervasive and significant influence 

on society in general. These images are used to provide 

models for attitude, behavior, and value systems in 

practically every aspect--personal, social, cultural, moral, 

commercial--of the life of modern man. Unfortunately, the 

aesthetic images so employed are for the most part the 

stereotypical, oversimplified products of popular art in its 

most superficial manifestations. They are not the images of 

serious art--images that induce deeper and more detailed 

probing of the self and of the issues at hand. Such images 

would require a more aesthetically enlightened, a more 

artistically discriminating and caring populace, to achieve 

the communication of their (the images') significance. 

It has been pointed out that aesthetic sensitivity 

is a social asset, and the acquisition of such sensitivity 

requires that it be cultivated. Cultivation usually 
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requires formal instruction and school, and the arts are no 

exception to this rule. That education in the arts should 

be included in the curriculum of General Education was 

stated by a Presidential Commission in the year of 1948. It 

said: 

General education should give the student 
the values, attitudes, knowledge, and skills 
that will equip him to live rightly and well 
in a free society. It should enable him to 
identify, interpret, select, and build into 
his life those components of his cultural 
heritage that contribute richly to the 
understanding and appreciation of the world 
in which he lives. It should therefore 
embrace ethical values, scientific generali
zations, and aesthetic conceptions, as well 
as an understanding of the purposes and 
character of the political, economic, and 
social institutions that men have 
devised. 145 

Ernest Ziegfeld further supports this view by including in a 

list of the purposes of General Education the statement 

that, lilt is the purpose of general education to foster 

active participation in the arts and esthetic sensitivity to 

all aspects of the environment. 1I146 

The details of curriculum planning will not be 

treated here. Except to say that such art instruction 

should be continued and appropriately graded throughout the 

student's entire schooling from the elementary grades 

through high school. Again, because it is a process of 

assimilation best accomplished in a gradual, but continuous 

and unbroken manner. 
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The question to be dealt with now is: Is there any 

need to continue to insist on aesthetic instruction for 

students at the college level who do not intend to embark 

upon professional careers in the arts? The reply to this is 

in the affirmative, and evidence in support of this claim is 

presented below. 

It has been argued throughout this discourse, that 

for an enlightened, civilized, progressive society, 

knowledge and discrimination in the aesthetic or affective 

arts are as important as they are in the practical crafts 

and sciences. This well rounded approach, even at the 

college level, is supported by Philip J. Valley. He states: 

For centuries it has been the claim of the 
university to have as its aim the education 
of the whole person. The whole person would 
seem to encompass the affective as well as 
the cognitive part of the human being ..•. It 
would seem that if we claim to be educating 
the whole person, then the curriculum of the 
college or university must address itself to 
both of these aspects. 147 

Perhaps the major obstacle to the general acceptance 

of art courses as a required part of the college curriculum 

is the pervasive view that college level emphasis should be 

on specialization. This reflects the earlier mentioned 

orientation of society toward emphasis on scientific 

skills. As Samuel B. Gould states: 

There are educators who earnestly and 
sincerely question the value and validity of 
the arts in higher education •... The 
conservative view in higher education is 



that all such matters (arts) are better left 
to the responsibility of others. The 
traditional disciplines approached through 
traditional courses attended by traditional
ly selected students represent what is 
rightfully the concern of colleges and 
universities. Nothing else is necessary; 
indeed anything else ma':)' be dangerous since 
it may confuse the mission of higher 
education. There are other times and places. 
and methods for exploration of the arts, and 
there are other kinds of students who should 
be accommodated elsewhere. 148 
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Thus it is that the view of the educators mentioned above 

by Gould, would further propagate the specialist attitude, 

and maintain separate institutions for the arts. 

Fortunatel 'fl, there are factors which increasingly 

counter this view. Generally, one of these is a fact brought 

about by the power of modern technology itself, a world made 

smaller and its diverse peoples more obviously interdepen-

dent by the speed of modern communications. And as a result 

of this, the increasing awareness of the interrelatedness of 

important activities in the human domain--scientific 

inquiry, technology, politics, morals, religions, and not 

the least, art. 

The sensitivities developed through aesthetic 

experience are applicable to all of these areas. And these 

areas are ones of importance, they form the basic stuff of 

the curricula of modern colleges and universities (except 

perhaps, for art). It makes little sense to exclude 

aesthetic education from the curricula. 
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Gould goes on to point out some of the factors he 

sees as destined to increase the need for art instruction or 

aesthetic education at colleges and universities. He 

observes that: 1) higher education is becoming increasingly 

urban, and that colleges and universities as part of urban 

communities, will become more and more allied to other 

cultural and intellectual entities of these communities. 

The ties between universities and art museums, music and 

dance groups, and theatrical organizations will increase; 

2) the increasing diversity of mission(s) of the university 

or college will make it inevitable that it will be called 

upon to produce professionals capable of coping with the 

public need in artistic matters, even as it does provide 

professionals in the more practical walks of life; 3) 

universities are tending toward becoming university systems 

and some colleges are leaning toward cooperative arrange

ments as a way of gaining strength. This has implications 

for the arts in that it makes possible and practicable 

undertakings that may not be so for single institutions; and 

4) he senses a new flexibility in the organization and 

curricula of higber education which could facilitate the 

inclusion of the arts in such curricula in the future. 149 

Gould lists four propositions suggesting the value 

and necessity of inclusion of the arts in the regular 

patterns of higher education. Two of these are applicable 
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to the arguments for the inclusion of the arts at all levels 

of general education and are familiar assertions: the need 

to balance the present emphasis on science and technology, 

and, that involvement in the arts makes man a more 

sensitive, discriminating, appreciative, creatively aware 

creature. The other two, more specifically pertinent to 

colleges and universities are: that because their approach 

is often more catholic and their motives more impartial than 

other agencies, colleges and universities are well suited to 

providing valuable services as repositories and 

disseminating points for library materials, art objects, and 

performances in the many art forms; and, a more controversi

al proposal, that universities and colleges undertake the 

responsibility of encouraging and sharing in the training of 

potentially professional artists. 150 

Among the statements at the start of this section 

was the assertion that the main purpose for the incorpora

tion of art and aesthetic education in the General Education 

system is not to make all students into practicing 

executants of the various art forms, but rather to induce 

generalized artistic and aesthetic literacy. It is assumed, 

that in the course of such a process, those individuals who 

have the inclinations and talents to become performers or 

professionals in the arts, will be identified, and given the 

proper guidance and aid. 
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With the goal of general aesthetic literacy in mind, 

there are varying approaches to, and methods of teaching the 

many arts, that need to be examined and considered. 

David W. Ecker has proposed, and correctly so, that 

programs in aesthetic education should be both scholarly and 

democratic. By "scholarly," he means that whatever is 

taugh t, should be true to its subject matter: by 

"democratic," he means that students and teachers in such a 

program should be free to confront the major alternative 

conceptions of art, and the nature of its interaction in the 

human experience. Ecker also supports a behavioral approach 

to the teaching of the arts. The "behavioral ll approach is 

one in which desired outcomes of instruction are specified 

in the form of descriptions of observable behaviors on the 

part of the student, after instruction in completed. 151 

Ecker also treats of the problems involved in determining 

precisely what skills are desirable of attainment, and what 

models are to be used in the cultivation of such skills.152 

With general aesthetic literacy as the general goal 

of aesthetic education, it would seem that the basic ~eed 

would be for perceptive, analytical, and evaluative skills 

based in the arts, but having the potential of wider appli

cation. 

Broudy has shown that arts education is basic in the 

sense that it provides people with a foundation for 
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perceiving, analyzing, and evaluating experience in art and 

in life. He has noted that some foundational studies (like 

history, literature, science, philosophy--and to this list 

belongs the arts), even when they are not deliberately or 

consciously applied, can and often do function tacitly; and 

even when they cannot be recalled as having been learned. 

They function by supplying background or context for 

meaning. 153 

Broudy describes the uses of schooling or 

instruction as being of four main kinds. These uses are: 

applicative, replicative, associative, and interpretive. In 

the applicative sense, a principle or law is applied, 

through technology, to produce an effect, e.g., to turn on 

an electric light, you turn or flick the light switch. In 

the replicative sense, for example, certain results are 

memorized for long term retention (rote learning), making 

unnecessary the repetition of the process of derivation each 

time a standard result needs to be obtained, e.g., we 

memorize "7 x 7 is 49" to avoid having to work it out each 

time. 154 

It is the last two categories, however, that have 

the most import for the uses of the skills gained through 

aesthetic education. These uses of instruction are based on 

what Broudy terms the individual's "imagic-conceptual-lin-

guistic" store. He says that we are familiar with free 
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association in which a word triggers a stereotypic response 

(love-hate, library-books, table-chair). This is associa-

tion. Broudy refers to a "community memory bank" or a 

"communal imagic-conceptual store" whose contents: 

range from the values and verities that for 
members of the group go without saying (the 
tacit ground of community) through folk art, 
gnomic sayings, proverbs and legends to 
highly sophisticated arts and sciences. For 
access to the latter, formal schooling is 
indispensable. 155 

He continues by showing how imagery can be elicited and 

stirred by words or other imagery (visual, aural or other-

wise). And as society's allusionary base is diversified, a 

literate person must of necessity increase his allusionary 

reservoir. In the increasingly complex world of the present 

time, it is almost impossible to do this without some formal 

instruction. 

In regard to the interpretive aspect, Broudy states 

that while the associative use of schooling draws on the 

imagic-conceptual store for richness and flexibility of 

thought and feeling, the interpretive relies on it for 

order. A situation can be perceived in different settings. 

Interpretation is a form of translation. And, Broudy 

continues: 

Each (academic) discipline with its particu
lar entities, relations, modes of inquiry, 
canons of evidence, standard problems and 
controversies yields a distinctive context 
of interpretation. The range and subtlety 
of interpretation depend on familiarity with 



(the disciplines) and a facile judgment of 
relevance. It does not require the recall 
of all the details mastered when the subject 
was studied formally.l56 
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All that remains is the residues of the formal study. 

Broudy shows that there is evidence that seems to indicate 

that such residual cognitive structures do exist and 

function. As an example, he points out the difference in 

degree of understanding that could be expected if a 

physician, long out of school, reads an article on a medical 

subject that uses concepts from biology, chemistry, and 

genetics, and if a layperson who had never studied these 

subjects reads the same article. Broudy points out that 

associative and interpretive resources are as applicable to 

the sciences as they are to the arts. Imagery, analogues, 

and metaphors figure prominently in the thinking of 

inventors and scientists. Imagination and imagery is not 

the exclusive preserve of artists, and the symbiosis between 

the images of the arts and those of the sciences is becoming 

increasingly evident. The importance of the humanities 

(which include the arts), as Broudy states it, is not in 

their applicative or replicative use, but rather in their 

associative and interpretive application. They .. can only 

interpose interpretive stencils that make the moral dimen-

sion of professional practice harder to evade as the 

practice produces dubious consequence in the several value 

domains. illS? 
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So it is that interdisciplinary experience, and the 

skills acquired thereby, enable one to see things in 

different contexts or form more than one perspective, or, as 

the saying goes, to place oneself in the other fellows' 

shoes. And this ability has a great deal to do with the 

level of one's (emotional) maturity and one's humanity. 

Broudy's views on the approaches to aesthetic 

education are incisive and pragmatic. He cites three main 

approaches: performance, appreciation, and perception. 158 

In the performance approach, the pupil or student is taught 

the skills of a particular art, the actual doing of it. 

This approach provides a good start for those who may go on 

to become accomplished performers, professional or amateur, 

and in any event it augments a person's accomplishments. 

But, for those persons who are not decidedly artistically 

inclined, it is hard to sustain. 

In the approach as appreciation, the student is 

exposed to art (music, painting, etc.) of various styles and 

periods, and instructed in the skills of analysis and 

identification. This approach has its merits and its 

limitations. Here knowledge about art is being substituted 

for the perception or the experience of art. Broudy sees a 

consequence of this as being the adoption of conventional 

standards. It is unlikely to inspire originality of thought 

in terms of tastes and standards. 
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Broudy places much store in the approach as percep

tion. He describes the perception of a work of art as being 

on three levels: sensory, formal, and expressive. The first 

requisite for good aesthetic perception is sensitivity to a 

wide range of sensory qualities. For example, some sensory 

qualities are sounds, colors, shapes, words, gestures. 

Next, comes sensitivity to variations in sensory quali

ties--sounds, for example, have pitch, timbre, volume; 

colors have hue, saturation, and brightness. As perception 

is cultivated, the student is able to make finer and more 

detailed discriminations, and to detect patterns. In the 

formal aspect, the student develops the ability to discern 

the outlines of larger patterns in a work of art, and to 

appreciate such things as balance, hierarchy, and evolu

tion. 159 

In the perception of expressiveness, Broudy admits 

problems with regard to objectivity arise. Expressiveness is 

subjective, and it is no longer possible to say with 

confidence exactly what is to be perceived and how to train 

the pupil or student to perceive it. He suggests that this 

aspect of aesthetic training, the expressive, be not pursued' 

with too much rigor in the early and middle stages, say in 

elementary and high school, and is perhaps better left for 

more advanced students at college and university level. 

Broudy asserts however, that at the other two levels, the 
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sensory and formal, the perceptive approach is eminently 

behavioral. All that is required is that the student or 

pupil examine ae~l:hetic objects under guidance and make the 

required discriminatiolls, either alone or with others. The 

basic rule being, that all who participate in these 

exercises be able to indicate something in the object (be it 

music or visual art) that can be perceived as supportive 

(evidence) for the opinions or assertions made about the 

work of art.160 

E. Dwaine Greer has proposed an approach to art or 

aesthetic education which he calls "Discipline-Based Art 

Education. II The objectives of this approach are: the 

student's knowledge of the subject matter or content of art, 

the concepts and generalizations that mark the discipline, 

and the procedures or techniques used by competent 

professionals who devote their lives to art. Four parent 

disciplines--aesthetics, studio art, art history, and art 

criticism--are taught, guided by a formal, continuous, 

sequential, written curriculum across grade levels in the 

same way as other academic subjects. Activities are geared 

to taking students from a naive or untutored level to a 

sophisticated or knowledgeable understanding of art. l61 

Greer, following ideas developed by Broudy (1983), 

emphasizes art as a discipline within general education. 

'While the program is designed specifically to produce 
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graduates with a thorough and sophisticated knowledge of 

art, this is not the only objective. It is also designed to 

instill the tacit structures-in-thought, and those 

associative and interpretive skills, which, Broudy has 

shown, give aesthetic education even greater relevance. At 

the same time, the intrinsic value of art study is 

reinforced. 162 

Jean C. Rush in support of discipline-based art 

education vigorously urges its incorporation into the high 

school curriculum, and goes further to suggest that at least 

one unit of fine arts should be required for high school 

graduation. And, she argues for a radical change in the 

policies of most universities, wherein arts credits have no 

value in terms of admissions policy. She also points to the 

behavioral structure of discipline-based arts education, 

which makes it possible to see and measure student 

achievement, and in which context, IIfrom a principal's point 

of view, art becomes accountable. 1I163 

In a final reference in this discourse on the 

nature and relevance of the arts, to the associative and 

interpretive skills that can be acquired through the 

refining of the individual's perceptive and emotive 

attributes, it may be interesting to point out that Dewey 

held a view of the emotive processes as intelligent. Francis 

Villemain and Nathaniel Champlin point out that Dewey saw 
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the qualitative or value aspect of human functioning as 

setting the framework in which cognitive operations are 

regulated. 164 

Dewey asserts that without this pervasive quality a 

type of chaos would prevail. "Without its controlling 

presence, there is no way to determine the relevance, 

weight or coherence of any designated distinction or 

relation. The universe of experience surrounds and 

regulates the universe of discourse ...• "l65 

Villemain and Champlin further point out that Dewey 

conceived of a "qualitative thought," and that we can think 

~bout qualities as well as think with qualities, i.e., the 

qualities are themselves thoughts. In the manipulation of 

qualities the emotive process is intelligence, or a form of 

intelligence. 166 Dewey avered that great intelligence is 

exercised in the perception of qualitative relations. The 

process of qualitative thinking is a doing or making. "When 

the outcome of the doing and making is itself a quality, and 

when this quality has acted in a regulative way over the 

doing and making, we have a case of that kind of intelli

gence which is art. l 61 

In fact, it is the experience of this writer that 

the qualitative or emotional aspect of human existence is 

ever-present and central to all human functioning. Even 

when one is engaged in "purely" intellectual activity, say, 
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in the solving of a mathematical problem, the cogitation 

progresses, now rapidly, now more slowly, now haltingly, 

but always against a background of feeling, perhaps a very 

low-level or low-key feeling, but feeling,_ emotion, 

nevertheless. As Dewey has put it: 

Different ideas have their difrerent 
"feels," their immediate qualitative 
aspects ... one who is thinking his way 
through a complicated problem finds direc
tion on his way by means of this property of 
ideas. Their qualities stop him when he 
enters the wrong path and sends him ahead 
when he hits the right one. They are signs 
of an intellectual "Stop and Go. II If a 
thinker had to work out the meaning of each 
idea discursively, he would be lost in a 
labyrinth that had no end and no center. 

Another author, John MacMurray, goes even further and states 

that: 

The emotional life is not simply a part or 
an aspect of human life. It is not, as we so 
often think, subordinate or subsidiary to 
the mind. It is the core and essence of 
human life. The intellect arises out of 
it •.• and (the intellect) is the subordinate 
partner in the human economy. Thinking is 
not living. At its worst it is a substitute 
for living; at its best a means of better 
living. 

And Dewey sums up the matter with the assertion that, lithe 

immediate existence of quality, and of dominant and perva-

sive quality, is the background, the point of departure, and 

the regulative principle of all thinking."110 

In view of the general lamentation (in certain 

circles) over the deplorable aesthetic conditions that are 
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prevalent in contemporary Western (or American society), 

Villemain makes a case for the position that while things in 

this regard are not nearly as good as they should be, they 

are not quite as bad as they may seem to be. 

He states that while it is to be admitted that too 

few Americans are seeking out and enjoying even the minimal 

levels of adequacy, much less the more advanced levels of 

music and other art forms, there has been, nevertheless, a 

noticeable rise in the artistic quality of the formal design 

of the utilitarian and material objects that Americans 

attach so much importance to. Mass-produced objects, 

"heretofore not designed by artists, are now fashioned with 

a substantial measure of aesthetic quality ... telep~ones, 

typewriters, .•• have a vastly superior aesthetic quality over 

their counterparts of a few decades ago."111 Villemain 

points out that practically the entire range of consumer 

products are now artist designed and reflect a high level of 

aesthetic refinement, which in this respect at least, 

demonstrates greater aesthetic awareness. Villemain says 

that we should note that the aesthetic capacities of 

individuals are not at equal stages of development: 

A talented musician or connoisseur may be 
limited to "calendar art," while a superb 
painter may be devoid of any sensitivity to 
refinements in clothing or poetry. The 
uneven development among professionals is 
also characteristic of laymen. 112 
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While it is true that prevailing aesthetic preferences are 

inadequate, this does not mean that there has been no 

advance, nor does it rule out further improvement. However, 

there is a more alarming aspect to the aesthetic deficien

cies of the society. This is reflected in the high 

incidence of violence in everyday life. The aesthetic social 

condition in America at present is a mixture of accomplish

ments, liabilities, and promises. To aid in the promotion of 

a more pervasive state of social well being, Villemain 

asserts that what is required is a body of knowledge and 

understanding of our aesthetic social condition, and a valid 

educational theory and philosophy, comparable to our 

achievements in the other social sciences. 173 

It is hoped that the arguments set forth in the 

preceding discourse in the promotion of greater and more 

widespread support for the arts and aesthetic education have 

been convincing. The nature of aesthetic experience has 

been shown. The importance and necessity for aesthetic 

activity has been emphasized; that such activity and 

expe~ience is an essential component of well rounded human 

experience has been explained. 

The need for art and aesthetic experience and 

instruction in the General Bducation system--from the 

earliest grades through college--has been shown. The 

process of the development of aesthetic sensitivity and 
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sensibility in the human individual is a gradual one. It is 

accumulative, but requires unflagging consistency and 

continuity to be effective. 

A behavioral approach to aesthetic education is 

recommended here, along with Broudy's perceptual method of 

instruction. This method seems to be most apt at providing 

the consistency and continuity at all stages in the 

progression toward artistic literacy, required of an 

effective and interest sustaining program. 

Great claims have been made concerning the benefi

cent and salutary effects that aesthetic experience and the 

development of aesthetic sensitivity can have on the 

individual and on society, and these claims are justifiable 

and justified. However, to be fair, a caveat must be added 

to these claims. 

While it is true that in their finer and more 

sublime manifestations the arts can and frequently do have 

an edifying effect on the human spirit, this is not an 

inevitable consequence of art. As it has been observed, one 

can be sensitive to art and insensitive to everything else. 

And as proof of this, history has recorded more than a few 

examples of art loving scoundrels. There are other potent 

factors that help to determine how and into what type of 

person an individual may develop. 
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However, the humanizing effects that arts experience 

and sensitivity can bring to human experience are not 

affordable by other important human endeavors such as 

scientific inquiry and other intellectual activity. 

Perhaps, the only other discipline comparable to the arts in 

its humanizing effect is that of religion. But, the record 

of religion is perhaps even more checkered. 

So there remains only art. And, the uncertainties 

of the outcomes of its influence notwithstanding, it is a 

human pursuit worthy of great and continuing investment of 

all the resources that society can muster. 



CHAPTER V 

Conclusion; 

It should be clear by now that the role of art in 

society as envisioned by Dewey lies in integrating the 

multitude of sensory data received by the human organism. In 

this respect, the aesthetic of human consciousness then 

resembles Kant's a priori knowledge. It provides the 

network that facilitates association of facts, images, 

feelings, and ideas. The works of art left to us by 

primitive societies reveal their attempt to order the events 

of their lives through patterns of graphic images. Even 

some things as rudimentary as slashes in the bark of trees 

or chiselled marks in stone, or the use of shells or small 

bronze axes as ancient money, reveal the abstraction of 

utilitarian purposes guided by artistic motivation. Man 

draws symbols from his environment not in a fortuitous 

manner, but from a sense of what "fits," what "feels right," 

what is aesthetic. 

Dewey was keenly aware of the necessity for empiri

cal investigation in epistemology. In tqe early stages of 

his career, he delineated a methodology of inquiry based on 

careful analysis. Yet his failure to draw too sharp a 

delineation in categories already foreshadowed his later 
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Categories are forms, but how can 

the content of human experience? 

For example, his use of the term "art," often viewed as 

ambiguous, may simply suggest his far greater insight into 

the matter. Art is not merely one phenomena among others; it 

is the process of self experiencing the various phenomena of 

the universe to the extent that this process involves 

integrating the cues received from without and the internal 

codes that allow one to make meaning of these cues. Thus, 

Dewey could, with confidence, describe as false theories 

that sought to erect arbitrary barriers between the 

different aspects of human behavior. 

Without the ordering mechanism built into the human 

mind, there can be no consciousness. One of the earliest 

theories on knowledge expressed, viz. Plato's "allegory of 

the love," provides ample evidence of the relationship 

between art and logic. The poet turned philosopher stated 

his formula in symbolic terms, calling on imagination to 

interpret the images evolved-the cave is dark and cold, 

forbidding, the figures chained, outside, "enlightenment, is 

warm, colorful, pleasant." The listener "feels" those 

di fferences. The language' of spiritual texts is similarly 

evocatory. Later, higher levels of linguistic abstraction 

are attained; however, the feeling of order is maintained. 

In Arabic, the verb from which the substantive for beauty is 
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derived means lito sum," lito complete," lito group together." 

An ancient people coming to terms with their environment 

cast their aesthetic philosophy in these terms. Doubtless, 

many other examples could be found. 

If art is within us, then what role do artists 

play? These, according to Dewey, are individuals who, like 

ancient seers, understand or intuit the process or cycle of 

life flowing into life. Like Maslow's concept of "peak 

experiences," artists are clearly integrated and can express 

their integration. Especially, as people become increasing

ly separated from the rest of nature, the artist serves as 

both interpreter and guide of the greater depths of 

consciousness. 

But, here, we may question the framework. If early 

societies constructed alphabets on the basis of natural 

phenomena, and ancient philosophy explained by means of 

parable, then evolved to less concrete discussion; then, 

modern technology also represents a new phase in abstract 

creation. The Platonic dualism need not impede us, but, in 

remaining true to our nature, we must remember ever to 

organize the data according to a general principle. In the 

rush for profit or success in political competition, there 

may be a tendency to lay aside principles which can be 

labelled "subjective," yet these are the signals that 

advance culture and create a basis for progress. When 
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individuals become too involved on the purely sensory level, 

artists remind them, tap them on the shoulder, and whisper, 

IISlow down ... feel ... listen to an inner voice. II 

Artists are also historians of the collective 

unconscious. When others of weaker constitution or poorer 

condi tions conform to the path which makes of man a IIbeast 

of burden, II the artist is cultivating his perception of 

harmony by living within his senses. He listens to the 

myriad voices of nature, trains his eyes to see and see 

beyond. He alone can know what man is and is not. In the 

process, the artist will experience what poets, painters, 

sculptors, and tellers of tales have expressed in every 

age. The historian tells us what happened, even why, in some 

global sense, but he cannot make us feel the anguish of 

slaves building the pyramids or the state of mind that 

painted "Mona Lisa. II Even psychological analysis cannot 

tell us what to do with the details of these experiences. 

Life is indeed the IIreal medium lll as Dewey said. 

And, for him, it was the development of the apperception of 

the qualities of life that made aesthetic education 

important. Perhaps not every individual can achieve the 

synthesis of the artist, but nearly anyone can learn to 

become attuned to the vast coloration and melodies afforded 

by experience. If the artist transcends the purely 

mechanistic level of experience, then shall we not also 
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learn to see more deeply or listen with greater sensitivity 

by entering the artist's concept of the world. It is, after 

all, our world; but we have been too preoccupied, too 

afraid, or perhaps, just too ill to grasp it. The 

"appealing qualities" of life must be felt early and their 

perception nurtured over a long period of time in order to 

understand their more profound implications. Thus, there is 

even a distinction between prodigies and mature artists. 

For the rest of us who may miss the cues in our surround

ings, it is useless to ask that we recollect what may never 

have been deposited: the scarlet bird flying into a dark 

glen on a cool breeze while the little silver brook shimmers 

and babbles in the foreground. What primordial event, or 

more than one, does this scene evoke? What was the mental 

condition of the human onlooker? Or was he simply a part of 

it? If a poet describes it or a painter sketches it, each 

has some larger view in mind. There is an entire context 

for evaluating. We may not have the content for this 

experience but we can learn through understanding what the 

artist wishes to convey. 

An example of aesthetic content joined with practi

cal consideration to form a viable synthesis demonstrates 

the value of this approach to art: Firewood is needed, and 

there is a forest. But the forest is already taking on a 

denuded appearance. The men of the village feel an uneasi-
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ness which they cannot articulate. There is some void, some 

loss. Yet they are not conscious, in the slightest, of the 

consequences of continual deforestation. They hesitate, 

nevertheless. One among them suggests a possible 

alternative. Discussion arises, and the trees are spared 

for the moment. 

This brief illustration conforms roughly to Dewey's 

postulation for problem-solving. In such a primitive 

situation the ramifications of an action are difficult to 

ascertain, but insight was possible via the associating of 

the men's existence with that of the trees. One living 

thing (if conscious) can identify with another. The example 

is simple enough, but the implications are wide. William 

Blake speaks of something hauntingly similar in the poem 

"London." When man has yoked all of nature, where does this 

leave him? Not necessarily in such a pitiable condition as 

Blake suggests, perhaps, but the question needs to be 

asked. Out of what ground would one formulate such a 

question, if not from feeling first. But, the feeling gives 

rise to insight, then creative impulse, and at last, what 

Dewey called "secular control. II The example itself is 

exactly what Dewey calls art: the concretization of the 

synthesis of nature and human consciousness. Indeed, art, 

as produced, allows us to look at and meditate upon the art 

of life as experienced. The content of the experience is 
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the "something" inside ourselves that responds to the 

experience; that is, the content is art. Art expressed is 

merely replication of art experienced. The trees, the moon, 

the call of a wild animal - these are data our senses 

receive. The meaningful organization of these data at a 

profound level is what is aesthetic. 

When an artist recreates this aesthetic experience 

(not the discrete elements of sensory reception, but the 

integrated elaboration of a II happening II ), he is "wri ting" 

for us or transcribing what occurred in his consciousness, 

or perhaps even subconsciousness. It is perhaps the most 

complete, the truest way of relating an event. To some 

extent, this explains the difference in impression made by a 

factual retelling of the event as opposed to a poetic 

account, or a painting with a sophisticated contrasting of 

light and dark and a simple representation. 

Implicit in this discussion is the evaluative 

function of mind called forth in artistic expression. Art 

is judgment. After the arguments presented in this study, 

the early indictment of arts instruction by American 

puritans must seem rather absurd. One wonders"how they 

could have been so misled, unless one realizes that their 

very literalness was itself a product of their anti-art 

stance. They mistook for art activities of play that are 

indeed aesthetic and hence, modifications of the mind's 
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attempt to order some aspect of experience. However, the 

distinction between "popular" and "serious" art forms 

becomes somewhat important in this context. Also, there is a 

political overtone in the Puritan proscription. Some of 

these good men may have been aware of the sublety that 

artistic expression develops. Irony, satire, cartoon are 

all means of expressing dissatisfaction. Yes, the many 

historical examples when art has been suppressed are all 

concerned with periods of tremendous political repression in 

every sphere. Thus, the authoritarianism of some established 

governments stand as testament to the enlightening nature of 

artistic expression. 

Encouragement of imagination, as stated earlier, 

creates insight. With insight comes improved awareness of 

what is and what can be, that is, morality. Art, then, is 

the basis of civilization. Without its directive influence 

innovation would be impossible. Without the poet who 

satirizes the gods, men would ever be the humble and 

desperate slaves. Plato, as a poet, recognized this fact 

and sought to suppress the artist as an agent of potential 

political unrest. Yet, it is the artist who opens truth to 

the masses. The path may have detours and the artist's 

signposts may be unclear, but by stirring the imagination he 

incites us to think, to turn accepted propositions around 

and seek new solutions. 
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In other words, if our lives are out of order, or 

our social orders are failing, it is the artist who can 

provoke us through his images. We may not want to face the 

facts of our existence, but we cannot deny the growing sense 

of discontent. The great artist can lay his hand upon the 

trouble, present us with prettily packaged prescription 

which delights, then tickles, and at last provokes us into 

confronting the troubling issues. However, it is necessary 

to know something of his language, his method of 

expression. What is flashback to one who has never 

encountered? A break in the natural order of events. But, 

flashback is really a metaphor for the artistic process 

itself. 

While Dewey's aesthetic philosophy is sufficiently 

compelling to determine the preeminence of art in human 

experience, his methodology for ensuring its wide 

application is rather deficient. That art must be a signifi

cant part of the educational process, in his view, is 

obvious. Dewey is more concerned to tell us what aesthetic 

training would do; how it would behave as we acquire it. 

Therefore, it is necessary to attempt to arrive at a 

methodology that would be appropriate to higher education 

and tha~ maintains the substance of Dewey's formulation. 

In the preceding chapter some methods of teaching 

the arts were presented. The salient features of these 
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approaches will be synthesized as they relate to the Dewey's 

aesthetic doctrine in order to project a model arts program 

for higher education. 

As noted by Broudy, appreciation alone will not 

result in an increased aesthetic outlook, i.e., it will not 

necessarily encourage the development of creativity. For 

example, literature is a type of arts course that is 

included in every curriculum. All students are exposed to 

various genres with a number of authors included in each. 

The students can, in this way, compare the styles, techni

ques, and themes of the various writers. Such a procedure 

aids in developing analytical skills. However, the real 

challenge is to draw upon these intellectual and emotional 

experiences in the creation of works that arise form the 

students' own relationships with their environment. There 

are many approaches to doing this and one has been already 

mentioned. 

Exposure to great works of serous art is a sine qua 

non of any effective arts program. Through listening and 

viewing students can begin to explore how different artists 

have explored their media in trying to express their 

experiences. But students should always be encouraged to 

express their own responses to the art presented. At the 

same time technique must be presented. It is not enough to 

talk about a couplet or about glazing. The student must 
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learn to do it. In other words, there is a vision that the 

artist has: ideas, impressions begin to form and these are 

associated with images. He begins to develop a fully 

elaborated notion of what he wants to say and how. He must 

understand technique, though. He must know what is 

possible, what has been done, what is the extent of experi

mentations, etc. There is no need to do what has been done 

thousands of times, especially if a particular procedure 

always fails. This is not to deny the role of experimenta

tion, for this is truly the major means of promoting 

artistic endeavor. Futile experimentation is wasteful, 

however, and could prove frustrating to those who are not 

seeking artistic careers. 

Every attempt should be made to motivate the student 

to seek to relate what he is doing in the studio with the 

rest of his life experiences. Reading the notebooks and 

correspondence of artists is helpful in this context since 

they talk about the act of creating. Many young people, 

unaccustomed to this way of relating, may need additional 

reading in philosophy, psychology, anthropology. But the 

theoretical aspect of instruction should not be allowed to 

supercede the studio portion. The young Picasso was not 

steeped in theory. He felt he knew his medium; he responded 

to his environment and developed a relationship with his 

medium that permitted art to take place. 
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Thus, this kind of holistic approach can assure 

transmission of Broudy's "associative" and "interpretative" 

kinds of instruction. By learning the artistic creative 

process the student can contact new. energies wi thin him,. 
self. Certainly, in music the physical and emotional self is 

engaged, but this is also true of the plastic arts. One must 

IIfeel" the oil and canvas or clay or stone. A union with 

other aspects of nature takes place that lifts the 

individual beyond the particular. This is how art achieves 
, 

its integrative function. Choice, sensitivity, assertive-

ness, patience, all are components of the experience. 

Execution requires a harmonious binding of the various 

aspects of the human personality that can be projected into 

any other activity undertaken. And the result is a concrete 

replica of what the executant experienced in undertaking to 

create. Afterwards, this replica will stand as a means for 

both creator and other viewers to ·enter the experience again 

and again. 

The balance inherent in an experience such as that 

described above explains why so many people who participate 

to so~e degree in one of the arts appear to find more joy 

and equanimity than those who do not (cf. studies mentioned 

in Chapter I). Of course, the extreme case of artists who 

are devoted solely to their profession demonstrates that 

even too much art. can be harmful. However, in our age the 
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other extreme is more often to be found. Indeed, technical 

training has reached such a level that corporate executives 

are now decrying the lack of management personna with solid 

liberal arts backgrounds. And it is worth noting in this 

context, that most of the great innovators of the nineteenth 

century were products of a classical education which 

included Homer, Ovid, and Virgil not to mention exposure to 

music, painting, sculpture, dance, and architecture. liThe 

Grand Tour," which comprised the wealth of artistic achieve

ment throughout Europe, was considered a necessary part of 

the education of a gentleman both in Europe and America. 

The ingenuity and often heady brilliance exhibited by many 

men and women of these generations must be attributed to the 

well-rounded nature of their training. 

To ensure continued development of genius as well as 

to foster social improvement and humanistic endeavors on 

enemy front, it is necessary to make artistic training an 

integral part of the curriculum in higher education. Just 

as the families of the gentry once provided the means for 

artistic cultivation, it is now the responsibility of public 

and private institutions of learning to safeguard the value 

of this experience for all citizens. As we learn to 

integrate different types of thinking we will be better 

equipped to solve the social and material problems of the 

future. 
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