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i

There is a classic assumption that intuition is a
necessary and even virtuous quality of visual artists. A

ménifestation of this assumption is evidenced in'un;XErsiEy

viéualvarf sfudip programs that emphasize skills ih technigue

and. the manipulation of form. Little attention is given to art -
criticism and other conceptual/considgrations. It is arbued;in
this thesis that gntuition and félated,subjectiye quaiitiesgpf
the psycée are paramocunt but‘not the exclusive concerns‘éf
contempmrary art and thus should not'dictate the approach by
uﬁich univers}ty,studio art programs function.

Contemporary art has diverged significantly from an

“affiliation with technidue, craft, and commonly defined values

to-a‘plurality of styles and theories, many of which have
chceEtuaI aad social concerns. Suéh basic contradi;tions
between visual art studiq education and the nature of .art are
iden%ified‘in this,ﬁhesis in a discussion about conceptual
versus intuitive perspectives in visua1 ért'educatiDh. |

Because an understandfng ot the %iture of contemporary art
is fundamental to COﬂS;dBTatIDn of vaéld informed artistic

activity and, contingently, the education of artists, and

iii Ry



because it is crucial that we examine in th?bry the ;ritical_v
component that is lacking in university art education, major
theories in art and art criticism are analysed. To represent

most comprehenéivély thérplurality of art and art criticism;

theories are selected for review according to three distinct

paradigms: formgliém——the most objective and most/déhinant

e

paradigm in art‘education; the social paradiqy;"including bq#h]u

Marxist and non—reductionﬁst Eheories;-and the more éubjectivé“

theories of expressionism and-pheﬁomenology.

The_reéommendation for a more'crjtical and conceptuaily

e

-informed university visual art studio education is simply an
. extension of two main conclusions of this investigation. First,

the critical, conceptuél approach is indeed vital to all three

4

paradigﬁéﬁand co-exists, although in varying proportions, with
the intuitive and éubjective. Hence, art criticism——the
sy%thesis'of criticai ski{ls énd knowledge about art-—is
recommended és an essential and integrated component D# studio

courses. Second, ihe exclﬁsive’adherence to .any one theory or

paradigm promotes a biased andvinadequate cmncebtion of art. A /*

knowledge of all three péradigms, then, may help prevént the

uncritical hegembhy of dominant formalist ideologiesiand allow

for a more complete understanding of both the intuitiye'and the

-

conceptual qualities of art:

iv
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_ Chapter)~ 7 6:i‘ )
'%’ INTRODUCTION :
Status of the Visual Arts-in Higher Edudation ’ T&\

The basic assumptions‘fhaé dictate Visualgart studio
education are explored in tﬁis thesis.  These éséumptiuns,
although inadequate in themselves, continue to be unﬁritically
adopted by many artists and studio instructors. The general
lack of aﬁtention given to étudio art education is
substantiated by the fask fo?cé,report by the National
Endowment of the Arts and‘the Naf?oﬂaI‘Council on the Arts
(1978, p.20): | o |

With respect to the education, training, and.
development of professional artists, current
rgsearch and information is minimal.
Although this is ;n obserQatinn from an American report, it
ahplies also to the Canadian situatiun; 7 ‘
There, is a common complaint géherélly among art educators

» »

(elemantary'and secondary schbpl levels) that education has

assigned the arts to a peripheral role, that the acquisition of
verbal and mathematical skills are émphgsiZed_gnd maintained to
be essential in our technological society. This complaint

applies eqgually to the status of studio art educétion within

. institutes of higher education. Dr. 5.M. Gould, chancellor of



/ ///' X J 27
~ﬁhe State Un1vers1ty of New Y ’ énd a prognagpicator of the

Rosenberg, 1973, p.94). Dr. HeyersoA president of the

future -of art programs withan unzverztzes, recognizeé that

there are still educators who "earnestly and sincerely" doubf

9

that art production has any place 1?ﬁh1gher educat1on (c1ted in

e

University szﬂew York at Buffalo, says}thatf

. - /""«J .
\ﬁg : 'yﬂ.1n common rooms and facilty clubs it <studio

art> is often referred to as “hobby lobby® or other-
terms of approbrium... :omparable questions are not
raised about meﬂzocre art h1storians (c1ted 1n
Rosenberg, 1973, p.95)

- T TE

. Of central concern to this thes15 is th1s vzeu'expressed

3

by the. un1vers1ty community touards the artist as 1ntellectual'

”...that the artist does no;\¥now what hg‘fs
doing, that he does not understand his art,
ndr how. he produced it, rbr its place in the
. culture and in h1story.,£Br§ndstadter, 1969,kp.45) -
The tendency ta assumeﬂthat a_laissez—féire,'naivé guality is
an intégral chgracteristic, or worse, a virtue of the artist is
fi}st, arguable, and second,'not a justifiable ekplaﬁation for
either'tﬁe lack of research or the.peripﬁeral role of the
visual arts within higher education. ' _ ; | A '
One major reaéoﬁ (and tﬁére are many) why educators tgmain,
ancertain about the role of art educé}ioniwithin the -
universities, according to Dr. Gould, is that so muég of what
isvdea@t with in the arfs,touches‘upon‘“technique"’aé opp&ged
to "philosophy” (citéd’ih Rasenberg,‘1§73; p.95). Thé’
observations of two American studies correspond with this: In a

1967 American Su?vey of College Arts it was reported that the



'

-

- ey

curious combination of rudimentary courses and highly

h;;ecialfzed work indicates a lack of fundamental philosophy of .

N : - . .
education to guide development of both curricular and -

extra—curricular programs {Mahoney, 1970, p.128); and in a

‘study sponsored byﬁkhe College Art Association of America

(Ritchie, 1966, p.xii) it was reported that:

. .the teaching objectives of many undergraduate
studio programs are still not sufficiently well
defined to permit any definite conclusions as
to their precise contribution to a liberal arts
curriculum or the gquality they offer for the

- - education of prcéessional art;sts.—— - - e mmme emmemares

‘It should be noticedsthat most of the information and
attltudes czted above were publzshad roughly fifteen years ago.
Because there is lzttle recent published research one can only

assume that sone of these attxtudes reﬂaxn.

Neithar the peripheral role of the visual arts in higher
=

“education nor the lack of research about‘ﬁigher art education

can be attributed to a belief that the majority of artzsts are

i

sel - traxnadhb¢~sﬁlf—educated 1ndependent uf 1nst1tutzons of .
h1gher educat1un-— The Empxre State College Visual ﬁrts Survey

s % !
(QtLlenes, 1982) jzsxgned to obtaxn evaluations from a

.
selectlon,o+ 500 artlsts of 1npernatxonab, natanal,'and
regional reputation, contained reports that ‘at least 90% of the
artists haa had a formal @ducation in iﬁsﬁitutioﬂs of higher -
education in either ;f béth studio and art history courses:
those who did not receive a formal %rfg;ﬁ%'ﬁq;ﬁerfbbrﬁ before -

1920. Furthermore, the vast majority of these professional



L - . 4
artiéts had some continuing gssociaiion e;ther throﬁgh

tea;hiﬁg or attgnding classes in higher-education institutions?
(National Endouaoﬁt of the Arts and the National Coﬁhcil on

the Arts, 1978, p.Sb)f In another study, Michaels (1970)‘
found that only 3.5 percent of "putstanding professional
artists” consider-tbemselvas self taught, that is, had not
attended art sthoolsror universities. From his survey of over -
200 artists working in variouﬁ visual art media, only two
painters,,three printmakers, a;a two weavers were se[4>£augﬁt.

Some Preliminary Historical Considerations B

The issue of the artist as intellectual is an issue oniy
since the recent changed role of the artist. Perhaps an
historical cause for soﬁe university educators’ doubts abbut
the credibility of studio art departments is the earlier
conception of the artist’s role. Artists were once considered
to be strictly artisans or craftsmen because they worked with
their bands. Little consideration was given to the artist as
an intellectual or that artists be educated within |
universities. Rather, the concern was with skill training,
apprenticeships, and guilds. At times the artist was viewed
merely as the passive medium through uhich, to Qse the example
of the Middle Ages, representation of the divine could be
served (Hausman, 1970).

The changes in the role of artist as craftsman to that of

a humanist, not unlike the poet or scholar, were most critical



kY

during the Ta;e ninEteénth,centufy—-an erarﬁhatrmafks also the

baginnings of fhe problems of critical standards‘aﬁd the

’1dent1+1catton of valid art1st1c activzty, S0 fundagggtal to

this thes1s Thn grouth of- 1nd1VIdua115m and the many other

dramat1c forces thatvuera to develop dur1ng the Industr1a1

Revolution. s1gn1fzcant1y effected the artist’s role. Art1san5=

x

were gradually being replaced by machines. The development of

the camera had profound effects, especially in terms of art asi

the representation of the éxternal world (Bénjamin, 1979).

" Artists had gradually been shndding‘their role in "lower"

levels of mechanical activity where art was considered as
technique. As the ideas of freedom and the mythical free
individual became popular, painters and sculptors abandoned

the strictures and limitations of the guilds and the security

s

of patronage, and turned to more personal and individualized
difectioﬁsy
As artists were turning from the commonly defined

values of "crafts" to their @wn inner subjective feelings for

1

the basis of their art, art historians were tending towards a

greater belief in objectivity and analytic éystems for dealing

with art. Art history was solidly entrenched in the
university curriculum long before the gonsideration of

s
introducing studio art courses. The universities’ acceptance

ot the responsibility for studioc visual art prograas for both

future artists and for students in eclectic liberal arts
programs came about very gradually and as a result of complex

- - .



forces. - e o : . .

Art history, and for that matter, the hiatory of music,

’ drama, and poetry, were’ perm1551blg because they followed the -

academic German her1tage. . The early ”teuton1c” methods of the

Qerman'sohools canstructed rigid and unnecessary limitations

e

still ev1dent in the d15c1p ne today (Hausman, 1970). Art

&=

history became a. separatE‘establ1shed d1sc1¢11ne in Germany
and to soma extent in France and Italy folloolng an influx of
recru1ts to this new field from class E;I archaeology,
theolongy, literature,rand architectore (Panofsky, 1963). Its
most exquisite North American couoterpart was instigated at
Harvardlat the!éﬁé of the last century (Mahoney, 1970). At
this time, thefidfaf of university art education was
connoisseurship in the English "belles%fattres" tradition of

1

Ruskin and Pater: | ‘

——

.« .an educative process intended to produce if
not new Berensons then at least a steady stream
of employable curators to staff the increasingly
numerous and extensive American collections.
(Larabee, 1970, p.41)

Such a refined atmospheoa»would makeAany contemporary
~practicing sculptor or painter feel uncomfortable.

Art history, as we know it today as scholarly historical
analysis and interpretation of artifacts only surfaced +rom
its entanglement with art connoisseurship in 1923 when the
Aart Bulletin (founded in 19132 and mow récognized as a
ieading art historical periodical; carried ten art historical

rticles and conly one art appreciation, and with the formation

L1}
$a.

kel



- of a competing periodical, the short-lived Art Studieg

' (Panofsky, 1965).

y

The eventual impulse for the artist’s inceptioﬁ withiq
the university did not folloh;fFomfanyvsocial belief in the
artist as a valued citizen, orvfram any belief in aff;g
potential educafional contribution to thé'cambus; but from.a
need foé public scﬁoollﬁéache; preparati;ﬁ courses in art 
(Ritchie;ﬂ1966).' Secondary influences came from existing,
more utilitarian programs such as archiﬁeéture, home
econom;cs, and egginaering, which féqui?ed drawing and gplgur>'
theory as descriptfve and communicative tools (Ritchie,rtqbb),
Gradually, painters and sculptorsrwere accepted on faculty
lists to provide expertise in these matters. Altho#gh kept at
a mere "cultural enlightening"” level, studio_art courses were
increasingly offered within a -liberal afts framework to
supplement art_history courses, with a Bachelors of Arts
degree as. terminus. In the early 1930;5, the University of
Wisconsin and Dartmouth University located a few important:
artists within their setting, entitling them‘A %
”artist—iﬁ-residence" and calling attention to both the
artists’ merits and the universities’ courage in supporting
them (Chipp, 1948; Larabee, 1970). With some financial
incentive from the Carnegie Foundation, this example was soon
widely imitated across the U.S.A. (Larabee, 1970} and
eventually in Canada. Art schools in the New York vicinity,

%

because of their location, had for some time engaged artists



to teach on a'part*time'baeis, but u1th the post Norld ‘War II

-~ .-

"shzft in art cap1tols from Europe to New York, many'art1sts

e L

were 1ncreas1ng1y accepted as permanent faculty members
regardless of the fact that many of them had never attended
un;vers1t1es themsel ves (Ch:pp, 19&8), ‘ | 7

Within tbe role of professor, there,kes nore of a : .

B -,

consc1ousne§5 for artlsts to make statements with de11berat1on

r_

and clarlty qbout ‘their work and the thEDFlES behind it
{(Chipp, 1968)1 Galleries ‘also encouraged artists to make

statements of their intentions for the inoreasingly elaborate

exhibition cataiogues. Under the guise of scholarship,
theories and intellectuaiization on art received certain
legitimacy. Althoogh theoriiing may have sometimes esulted
in ideas that were forced or dilettante, the result was a body
of theory convenient for purposes of academic scholarship.
Robert Motherwell exemplifies the artisf*witn a close link to
the intellectual aspects of the university (Chipp, 1968).
7 e w .

Having studied philosophy at Stanford University and in
France, his career &as not only that of an influentiai
painter, but as a theoretician, writer, and editor concerned
especially with artists’ statemente (Chipp, 1968). Ad Relnhardt
and Clifford Still, other artists of tnisroost—war period,
taught art history at colleges and universttiesﬂ(Chipp, 1268).

Larabee (197@), in nis article‘tnet attempts to justify

the role of the arts within the uriversity, writes that the

method of defernding anc protecting the arts by placing them




' “within un1versity scholarshlp and "1ntellectua11zzng" and

"

e professzonalzzlng them is, more pronounced in t1mes of S .

scarc1ty. "Cultural" quest1ons and concern w1th how to make
iife‘more meaningfol; pleasurable, and'peaceful'are rare;{he'
eaQS.r In\education; the relevance of the arts 15A3ust1f1ed in 4: o
' terms of educatzonal value. Expend1tures can be morefreadlly |

“Jo5t1f1ed by 111ustrat1ng to educat1ona1 admznzstrators and - ) L
the public that students are learn1ng something concrete and

'Vuseful", rather than merely playful experimenting. In

. -

contrast, under cond1t1ons of affluence, Larabee suggests that

popular dissatisfaction focuses on the quality of iifeﬂand the

[N

arts assume a more prom1nent role.

The emergence of art into a- v1taI role in higher
edocation is prevented b; two types of people, according to
Qckerman (197Q).i First, he describes those who measure
reducationaltvaluelquantitatively. They see artistic activity
not so much.ae a means of acquiring knouledge-but as a means
of self—expression——nothing "palpable" is learned. When the
creative impulse of art is emphasized, as opposed to art as a
diécipline of knowledge,rart is construed to be a "mere
libidinal release" or an opportunity to exercise faculties not
central to learning, somewhat like athletics (Ackerman, 1970).

In our information—seeking'society this role of the arts
segregates art into a peripheral role as effectively as
explicit opposition.

Secondly, there are those whom Ackerman terms "the
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inteilectuai elite"{ They recognizée the seriousness and
poténtial for acquiring knowledge but believe that...

... a gentléman and scholar might dabble-in_the
mechanical arts or theorize about them, but he
would not practice them. (Ackerman, 1970 p.&67)

Accord1ng to the intellectualist, the studént artist shnuld

> %

study'and practice within a profess1pna1 art school, whereas
the university liberal érts student may be entitled to a few
studio coufses'primarily on grounds that they'"broaden

experience"” (Ackerman, 1970, p.&7).

There is a crucial distinction to be identified in
Ackerman’s account: the distinction between those who
recognize arf as primaril; the éxercise of seif—e&preséion and
"the creatlve 1mpu15e and fhoée Qho recognize art as another

d15c1p11ne for the aé\uaszt1on of cognitive knonledge. As

b

Ackerman suggested, nquhgr category is particularly

H

beneficial for justifying and promoting visual arts studia

‘

education, especially if considered in this simplistic Q;gner.
- e N

However, this distinction provides useful concepts for
addressing the probleﬁ and eventually'sugggsting improvements.
It is a distinction that forms the foundiicnjs of the
argument in this thesis betkeen, as 1 haQe termed thése
approacheé; educatiné for intuition and eduﬁating for

>

rationality.

i e
That such a separation can be made between the intuitive

and the cognitive conEeptions of art and art education relates

back to the early distinction made between the "mechanical
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artist and the aristocratic notion of the liberal arts

-y ]

student. Arnheim (1969)'outlinesﬁtﬁéﬁ&is£inction between the
Libaf&l Arts and the Mechanical Arts:’ The Liberaerrts were
0 named because they werevconsidered to be the 0519
di;ciplines wofthy of‘being practiced”by a “"free manQ (p-2).
They were, specifically, Grammar, Dialac£ic,'Rhetoric, .
Arithmetic, Geometry, Astronomy, and Music because each of
these dealt with either language or matheﬁétics. Baﬁause
painting and sculpfure requirad labour and Fréftsmansﬁ{pf?they
were a;signed to the Mechanical Qrts. Arﬁhgim briefly
mentioﬁs some examples that illustrate how this disdain for
the visuai arts qriginate& and how it persisted through'time.
He trace§ ft,ﬁack,to Hoses; destruction‘of a«sculptucg of a
golden cal+f aﬁd thérlong hostility’against graven images thét
followed. Arnheim then traces the disdain for the visual arts
through the period of the éYthagoreans, the Chinese thinkers
of the taocistic and theryiﬁ—yaﬁg schools, and the Greek’
philosophers. OFf particular significance was Plato’s claim
that the arts, especially péinting, strengthened man’s
dependence on illuso;y images rather than, as with music; the
mathematical order and harmony of the cdsmos.

The réluctance to;acceﬁt the visuallarts into the
university and its continued subourdinacy in the eyes of .
university ;dministrators also has much to do with po#ulaf L.
theories of psycholaogy. Arnheim describes the{popular theory A

of psychology as one in which the mind, in order to cope with
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the world, must fulfill two functions. First, the mind gathers
information and gecond, iflmust‘process,ita Creating con;epts?
accumdiating,knowledge, connecting,‘gepagating, and inferring
were believed to be a function of the'?ﬁighér" :ognitiye
function o; the mind.‘ Messages of the senses were ;hoﬁght to
be cdnfgsed and indistinct and that it takes reasonihg‘to'
clarify them. The suggestion that there'are two modes of human
consciousness exists in the more recen£ "splitfbrain“ researﬁh.
-Accarding'to this development, the r;tionél—verbal mode is
-Iotated in the’left$hgm§$phe;e,o+ the b}aiﬁ and the

emotive—intuitive in the right. (Jones, 1979).

T
I
/
/

In philosophy also, the idea of distinct functions of the
mind has prevailed. The rétionalists of the seventeenth and
eighteenth centuries derived the distinction from the médieval
philosophers.’ The tradition was continued even by Baumgarten,
the philosopher who gave the new discipline of aesthetics its
name by asserting fhat both perception and rgasqning could
attain a state of perfection. However, he demoted perceptio%
as inferior to reasoning because he thought it lacked the
distinctness that supposedly comes only from reasoning
{(Arnheim, 1969). These two functions of the mind have been
nedtly separated in theory, however for Arnheim they are not
separaterin practice,

A erther application and support of the dichotomy is

found in our education system. In elementary and secondary

schools, the stress is upon words and numbers (Arnheim,‘1969),
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~and their relation with the arts is obscured so that,

& ; .
conse&uently; the arts are considered as optional frills.

Schools are frequently éccuséd with the downgrading of visual
thinking. Pictureé, if they are used in schools are there

primarily to illustféte concepts.

‘Art educators such as Eflaﬁd'(1971), Giffhorn (1978), and

‘Sherman (1983) write that the two usual bases of educational

theory——the cognitive emphasis and the affective——alternate
also within the theory of art education in elementary and
secondary schools: %
The pendulum of art education seems to perpetual-
Z;y swing;from the cognitive to Fhe affectiye.and
ack again. Rather than exploring the relation-
ships between the. two, we rally to one camp or to
the other. (Sherman, 1983, p.39)

Giffhorn att?iﬁutes one alternative in elementary énd
secondary school art educaton as defiving from the "Progressive
Era¥ in the 1920’5 and from educational theories in which art
was believed to be the medium through which chiidren could
bécome happier and more crgative. The stress was on the
individual, “primitivity“ (p.532) or Driéinality, and emotions,
in opposiiion to rational inquiry 9nd aft criticism. In %\
general, the tendency was toward anti—;ntellgctualism
(Biffhorn, 1978).

In the other. extreme is "discipline—centered" school art
education. Giffhorn attributes American stimulus-response and
cognitive theories of tearning and curriculdm as strong but

indirect influences upon this conception. The implications of

discipline—centefad art education are an emphasis on conceptual
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teaching, rational inqhiry, and systematic control.

The Problem To Be Examined
v

In fﬁiﬁ fhesis the distinction'betwéen'thé intuitiQe and
the rationé&——a distinction that is rooted in such.disciplines
. as philosophy, psychology,rand education—-is e#amiﬁed with
particular fé?érence to the university ed&cation of értists.
There is a claséic assumption among many artists (as |
illustrated later in Chapter 2) that intuition and related
gualities of‘the'psyche are necessary and even virtuous
qualities of an artist. 'In this thesis it is recognized that
the intuitive qualities are paramount. concerns of art and
should be so in any art education. However, this assumption
needs to be examined and shauld not be accepted uncritically as
a justificatién for either the lack of research or the
peripheral role of the arts withfn‘higher education.

Art insfruction in many universities appearéf;;\be
primarily éjmatter of self-expression assumed to be ?ﬁiainable
with little more than the acquisition of skills in technigue
and the manipulation of faorm. Such instruction is a
manifestation of the assumption that uncritically espouses
intuition. In many art programs less attention is given to
critical inquiry about conceptual and contextual concerns such
as, say, the importance of intuition and emotion in art and

society. This thesis explores both the intuitive and thke

rationail, Conéébtual elements as they exist iﬁ/higher art
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education, ért criticism, and contemporary'art. It is argued

in “this thesis that a more critical, conceptual element is

essential to most abproacheé in cont ﬁporar9 art. The

intuitive element does not exist exclusively and with little

e

connection to the conéeptual. It follows that there is reason

'to question ‘the validity of a university visual art program

o

that *unctiong primarily by éhe,dictétes of the intuitive
perspective. Perhaps there iébreason to contemplate a
curriculﬁm that encompasses both the intuitive and conceptual
elemerits and recognizes their inter-dependence.

It is most impo}Eant tb stress that, by attending to the
intuitive and the ratibnal as distinct elements, I do not
intend to promote or reinforce such an artificialvdichotomy. 1
acknowledge Dewey’s opinion that many of the contradictions
between theories do not really exist but are carry-avers from
our traditibn of dichotomy—embodiedythought. In reality there
aré/nof usually rigid dichotomies but rather, a-spectrum exists
between poles and many theories lie in a middle ground. The

distinction is useful’éﬁr broviding concepts by which the

thesis proplem can be explored and discussgd. That a
separatioé is regarded as artificial does not mean that it can
not be discussed. 1 uouf’.like to think that, as Arnheim
(1969, p.3) ‘suggested, "once we understand in theory, we might
try toc heal in practice the unwholesome splif." ]

One further preliminary clarification must be made as to

whom the concerns of this thesis are directed. One function of
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university studio art prograné is tO'péomote and cultivate £3?
artistic potential of stgdeﬂts uifh\carnar aspirations as-
professional affists. Secoﬁde, unxvers:ty students enroll in
visual arts stud1o courses to supplesent a broadnr ﬂcle:txc
arts and sciénte‘qdﬁcation, or a more specialized art history
' program. Most of the Eoncerns iﬁ this thesis are dire:fed to
>student artists althbugh bqth %unctiﬁé;'of university art
programs are 1nseparable in that they have the potTntxal to
educate students to be inforfed and apprec1at1ve of the arts,
which in turn helps £o prﬁvide laong-term audiences and support
of the arts (The Arts, Education, andAAmeriCah Panel, 1977Y1

+

Outline of the Thgsis -

The two ngspectives that can be found to exist regarding

the education of grtisté are examined_in Chapterrz...Educatiég
for intuition and educating for rationality, as I'éﬁtitle these-
.perspectives, are each éiscussed here as distinct and as
estensions of the historically-rooted dichotomy.

In Chapter 3, the inter-dependence between studio
production and art r%ﬂicisg is introduced. Art tcriticism
receives emphasis for two re;;ops. First, it is wofth
considering as an important component of university art-
education because it embodies knowledge about art and critical
skills. BSecond, it reflects, in its éeveral forms,‘iarious

fundamental assumptions about art which may be of direct use toc

student artists, but also, these differences in assumptions can

- 27y -
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Ve be linked to the -intuitive and rational po:spoctivesitﬂ@afdff~;1h~ —
educating artists. The latter section of this chapter is
“devoted to a brief discussion of the dialectics of the
dichotomy to illustrate the inadequacies and even the doguafism
of bothjthe,intuitive and‘rationai perspectivps;_especially if

- g : N
each is regarded exclusively of the other. Some sort of

7'-conéiliatioﬁ seems to be in order. )

Because it ;s difficult, i¥ not impossible, to consider
further the education of artists without some geﬁeral |
conception about what constitutes valid artisti:'éc;iyitx,Tit,r RS
is’ necessary to attain some uxderétanding‘of‘the nature of
contemporary art. ‘Such an understanding.uoufd-illuninate some
basic con{radictions between the present natufe of art anﬁ the
nafdre Pf manyfstudio a;t programs. The essentially ‘,
pluralistic nature of‘tontampbra;y é?tvand‘its theories makes : »
are selected which to me 5ost comprehensively represent this
pluralistic nature. These paradigms--the objective, social,
and subjéctive——are“réspectively reviewed in Chgpters»ﬁ, 6, and-

%. In egch pf the;é paradigms, the ;oles~of both the

conceptﬁal, ratioﬁai appfuach and the intuitive are putlineﬁ to - .
illustrate that a-pﬂi;arily intuitioﬂistAapproach to art and,
contingently, té higher‘ar;ﬁggucétion is not justifiable.

Attention is given to any implications for the education of

artists, which, in Chapter é, are exténded'into recom@engatign%,l'

- for application in university visuéi art studioc programs.
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CHAPTER 2

TWO PERSPECTIVES TOWARD THE EDUCATION OF ARTISTS

Educating for Intuition

There is a classic attitude in the Art school

by which one regards with a great deal of sus-
picion any verbal form of intellectual or analy-
tyc activity practiced by an artist.

Da!idyNaylor, in a statement delivered to the University
Art Association ofVCaqada Conference, 1981, continues to d
explain that the argument for this popular attitude, "when
there is one"?’is based on an opposition to the rational in
+avour of the intuitive. According to this attitude, he says,
art is considered to be primarily concerned ugth the intuitive
and as such cannoct be considered objectively or "in syntax™.
Intuition, the general tenet behind this perpective is an
elusive cancept.

"Intuition” in its broadest sense is defined as "immediate
apprehension"” (Rorty, 1967). Yet little can be said about
}ntuitioﬁ in general beceuse "apprehension” is a term used to
cover anything from mystical rapport to sensation to knowledge.
Likewise, "immediate” is used to signify the absence of any of
the following: inference, causes, the ability to define a term,
justification, symbols, or even the absence of thought (Rorty,

1967 . That intuitiorn doces not refer to these and other

concepts associated with reasoning is an appropriate gefintion

i
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for purposés here.
Associated with the educating for intuition perspective is

a fear that art can be adversely conditioned by the influences
of %?&versity scholarship and the fear that students themselves
may become "art scheolars” rather than "creative" artists. A
study prepared for the College Art Association of America
{Ritchie, 1964) includes a precaution against the possibility
of the values of art somehow becoming confused with the "values
of learning as a discrete actiQity"(p.39)._ 1t' is feared that
there will be a guick transfer from "jdea to dogma." A related
fear is that art can be made to appear more real through verbal
description than in the fact of its own existence. .
Proponents of the intuition perspective see the adoption of art
by the academic establishment as a serious threat especially
when the increasing number of artists thoroughly conditioned to
life in academe themselves teach in the university.

If art departments must take on a ’protective

coloration of scholarship’” if they are to be

accepted by the scholarly enterprises, not

only may the humanistic learning atmosphere

of a university confine more than nurture, but

if actual studio time is forfeited for these

causes of existing, then the universities may

be producing artists who are ’respectable’

but uninspired. (Ritchie, 1966, p.88)

A question that proponents of the intuition perspective

pose is: Who can construct a valid and Dbjéctive definition of
the stucture of the disciplihe of art without imposing that

individual’s perspective upon students? They warn that the

urge towards academic conformity, both in individuals and in



20
art programs, may defeat the aims and the individualistic
nature of art. There may indeed be an emﬁhasis placed on
theory, rhetoric, and historical principles in order to avoid
the risk of appearing too vocational. Nould‘they suggest as a
remedy, then, the deletion of studio art from universities?
And yet many other present university ﬁrograms are more
"vocational” than "philosophical”. The Arts, Education and
American Panel (1977) reported that many university
administrators have not yet been persuaded that studio art
activity is equally as valid for the aspiring artist as lab
work is . for the scientist, and thus gan and should be awarded
post—-secondary credit. 3%\ .

Dan Flavin (1268) known for his sculpture with fluorescent
light tubes, blasphemes higher art education as:

»

. «.righteous formats of technical vocational
training couched in the pieties of occasional

art talk, .... lessons of pretentious past
aesthetics, all of which is encompassed by

the ultimate censorship of art histaory ...

<and> whatever else it takes to fill out an
ostensibly presentable oriented curriculum. (p.28)

...The romance of days of belaboured feelings,
of precious, pious, compulsively grimy studio-
based labour by haphazardly informed neurotic
’loners’ often verging on mental illness is
gone. (p.32)

Flavin condemns the universities’ typical curficulum
categories of media such as painting and sculpture for the
reason that they are convenient, offical categories of
"falsified arts”. All works of art, from the most "decadent

humanist drawings" to the "latest fun things', are taught in

isolation from one ancther he claims. These are disciplines
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that have been... ' -
-« .Cconstrued and.appropriated from the hisfary
of art--frequently from its especially useless
and tasteful trove, ancient history... No matter
how up to the minute a program of discrete medium-
istic indoctination may seem, if the artist feels
that he cannot use it, he should not be pressed to
~do so. (Flavin, 1968, p.32) :
Accord;ng to Flavin, the college and university art department
and professional art school versions of an artists’ education
sti;lAexist for the most part as "formal indoctrination of
students in art historical media” (p.28).

MA line of reasoning like that of Fiavin’s could be
construed withput too much difficulty as one in which art,Aiike
most anything else in tgday’s reality, is characterized by‘
continuous and éccelaggting change. The ogigyfixed ideas for
dealing with>our Qorld have become change ifself and the
anticipation of change. Indeed, contemporary art continualky
trangresses the limits imposed by categorizéiion an&T ”
conventional disciplines. Studio art curriculums that are
rigidly constructed around separate categories continually
destroy the relation to the change and innovations that
characterizg contemporary art. A position like that of
Flavin’s is disparaging’to the popular desire for basics andr‘
rigid conceptual andyoperational structures that are often
unintentionally constructed to cope with the difficulty in
adjusting to continuous change and to perhaps provide some

stability and confidence in the future.

A precondition for lessening the lag between the art of
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the present time and the fixed categories of media instructidh

would be increased budéeté and facilities for art departments.
But this would only service——fo use Flavin’s example——the
student sculptor’s plans which were not.at all radical by
"technological implications already>apparen£ in contemporary
art."” A typical solution to the prdbleﬁs of coping with
continual change mightrbe, as Flévin fecommended,_to relegate
art départments, as we know them now, to "édvisory study
status" under the directién of circumspect artists and scholars
with administrational aid. The afﬁist is to be of “independent
prospect” since "discipline" in art is bred of "self-regard for
self developmenf" (Flavin, 1968, p.32). Flavin presents few
specific or constructive solutions beyond the recommendation
- for indulgence in sel f-expression and the ;Ejection of agt
historical knowledge, yet what little he does offer clearly
represents an attitude that can be evidenced in much university
art instruction--an attitude that favours eduating for
intuition.

Unlike that of discipline-centred educators, the concern
of those of the intuition perspective is not with knowledge and
a structured curriculum. Hence, selecting specific contént for

a studio art curriculum becomes awkward. Peter Fuller, in his

book entitled Bevond the Crisis in Art(1980), refers to a

recent sociologist’s study which reported that half the tutors -~

and approaching two—thirds of the students of certain art
colleges agreed with the propogition that art cannot be taught.

Nearly all tutors rejected former academic criteria and



23

modalities in aft but none had any other convention tﬁwput in
their place {(Madge and N;inberger, 1973, cited in Fuller,
1#80). Fuller urites.that although the apparatus of a-
profgssion persists, no professionals, no‘aesthatics and no

1;$}denti¥iab1e skills survive to be taught because of the
advanced stage of the "kenosis" or emptying'of commonly defined
values, traditional materials and methods fhat has occurred
within the "professional Fine Arts". However, because it has
been allowed relative autonomy, the "Fine Arts" have persisted
long after their social function was miniﬁalized and »
marginalized. But due to mechanical means of producing and
reproducing images, according to Fuller this "Art" may be
disintegrating. He labels it an historically specific
concept”, one which only came into being with the rise of the
bourgeoisie.

Regardless of the direction in which this formalist art

-

may be going, there are adherents to form and media tedhnique

who continue to be "real" artists (of the "Fine Arts® .

tradition) by confining form and content to the pure and simple
elements of, say, colour and line, and their relationships—

"all that was left over after the kenoéis, that is, art itsel+"

’ .
(Fuller, 1980, p.S8). Fuller calls this an artist’s art, a

critical examination of painting for experienced viewers.

Since there is no referent or allusion outside the work,

recognizable or of interest to the viewer, the true audience
becomes very small and specialized. It‘;eems safe to assume

r
B
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that techniques of form and media can be valid components of
even the mnst intuition oriented curriculum. They are necess—
ary vehicles for expression in any art. An instituté that
exemplifiaé a cantinuing practice with technique and form is

the New Yark Studio School. As its dean, Bruce Gagnier (1982,

p.29) states, from the outset the Studio Schoocl has conducted a

"form—baﬁéd program of art trainiﬁg." Drauihg classes, for
example, are an important requisite and students learn tg»work
from nature and to derive from §£ a 2-D pictorial reality;;
Reference to the New York School is included here for the
important reason of illustrating that art programs conceived
primarily ag skills training in the manipulation of form and
media do actuélly:exist and-are recognizedhin’the art circles.
When thé ideal in art.is viewed as the expression of
intuition, emotion, and sensations with little conscious
critical ressoning about such conceptual matters as; say,
social or historical context, them it isAreasonable to assume
that this ideal of art could be extrapolated into an ideal view
of the educstion of artists that also centres around promoting
intuition snhd self-expression. According to this education,
instruction is kept to a minimum with the intention that
stuaents may be better able to discover for themselves the
unigue possibilities for self-expression. The dnly likely case
in which the value of ingtruction would be recognized is if it
helps provide students with 5ufficien£ skills in media
technique and the manipulation of form so that they are able to

acheive these ohjectives. Theres are some obvious contentions

%

bt



25
to this extrapolation of intuitionism to the education of
artists. In.response to the suggestion that emotions and
intuitions shouid be expressed as genuinely as possible, it is
impossible to avoid contextual associations and complications.
The meanings conveyed in a work are férely only those which thei
artist intended. "Because this issue is discussed later in a
socinlogical critique, it is sufficient to note here that the
very choice of materials or the manner in which form is Qsed
reflects prevailing ideologies (Fuller, 1980). Furthermore,
instruction in technique cannot be devoid of the instructor’s
ﬂbiases and values. They inhere in the choice of techniques to
be demonstrated, the methodology used, or the context in which
the instruction occurs. Without some conceptual awareness, the
values associated with conventions are unknowingly internalized
and later reproduced.

Another contention lies with the concern that academic
institutions pose a threat of robbing art of its intuitive
qualities in favour of a more rational, conceptual and critical

approach. This concern contradicts the conception of art as

generally more conceptual. Flavgn {1968, p.32) even stated that
the artist is becoming a "public man, trusting his own
intelligence, confirming his own ideas.” Although his ideas
about the contemporary artist are not particularly new {both
the Bauhaus and the Constructivist schools believed that the
artist should, like the lawyer or engineer, be a sophisticated,
intelligent, self-confident professional), it does raise a

question about where this ideal of such a conceptual or
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well-informed artist is to acquire all this "intelligence" and
knowledge. To contend Fla&in’s general reproach of university
art educ;tion, it is worth considering the university as an
appropriate institution for the preparation 6+ prafessional
artists because of the variety of intellectual and cultﬁral
resources it can 6ffer. Ed Colker, editor of an issue of the
Art Journal (1982, p.27) about higher art education,
contemplates about the benefits of attaining a broader
education, in spite of the rebuttal that a’ student’s energy
should not be drained into other ‘areas or distractions:

In recommending humanities and science courses &

which do take timg, the argument is made that

bright young artists won’t survive well as

artists or as people without more *education?’

than perhaps we needed when we wgre going into

the profession which represented a relatively

small universe at that time.
The intuition approach to studio education offers little for
the contempofary art}gi-who is less of an artisan and instead
has a greater concérn for the conceptual and methodological-—-an
artist who might benefit from the “intellectua{}zing"
influences of the university. The traditional art academy with
its emphasis on charcoal still-life studies and hammer and
chisel sculpture has lost some ground to, for examplé, the
contemporary sculpto? who inscribes instructions and a loose
sketch on blueprint paper for a foundry to construct.

The intuition perspective is problematic not only in
relation to the nature of contemporary art, but also in its

relation to the nature of education. A popular conception

among philosophers of education is that the aim of education is

i sl
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the acquisition of knowledge and the)development of rationality
(Hirst, 1969). A question raised in the following section is
[that if intuition involves the per;eption of truths and ideas
without cognitive reasoning and knowledge acquisition, hnn,
then, can a conception of studio art activity and the
devel opment 6% artists according to the intuition perpective

seriously be considered as "education"?

Educating for Rationality

Art is not solely knowledge and thé problems

proposed by knowledge; art is aiso jgnorance

and the eager caonsciousness of the unknown

that impels creation. (Rosenberg, 1973, p.100)

Rosenberg’s statement is not so different from Flavin’s

(1968) suggestion th;t all artists, no matter how
"sophistcated” or‘bionceptual", rely on their own particular
and mysterious gifts of "intuitive good sense": it is the;e
undeveloped qualities that should be fostered through
"individual thought" and "self-prospect", not stifled by
"formal art historical med}a indoctrination." However,
Rosenberg (1973) points out the ridiculousness of educating for
ignorance. The right combination of self-discipline,
intuition, and inventiveness cannot be‘providad for each
student. IQg\iéea that the studio art tgacher needs only to
provide student;‘with the technical training required to
express inspiration is absurd:

Ignorance in particular is not a quality a

university is equipped to supply, or even to
hornor. {(Rosenberg, 1973, p.101)
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It is generally asssumed that the function of a university

is to impart knowledge.( However if art concerns more than the
positivists” conception of knowledge—--if it concerns
intuition--then the issue becomes first, what is teachésle or
what, if anything, are some ﬁelatively concrete fundamentals;
and second, which of these are of most significance to the
student artist. This is an extremely controversial issue both
in educational circles and in the art wdrld. For example, art
historical knowledge seems like a relatively tenable candidate
for including in an artist’s education. But on the other hand,
and in brief referrence to a point made near the end of this
chapter, it is often argued, especially by intuitionists; that
even this may be unnecessary or even inhibiting.

That there can be systematic instructioﬁ in, or at least
about art, and that art education can and should be more than
mere vocational tfaining in art media and productﬁon is the
argument presented by Broudy (19464}, a philosophe# of
education. In his opinion there are plenty of definitions Df
periods and styles, techniques, and procedures in art that can
be identified and stated. Although the characteristics and
gené?alizations_on which these definitions’ are based present
difficulties, according to Broudy they are not essentially
different in kind from those facing classificatory definitions
in other disciplines. A position by which art is seen simply

as not the only complex human activity that is difficult but

not impossible to discuss and teach in terms of precise

b L
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concepts is different from that which views art, even media
technigque, és’changing’so rapidly that attempts at teaching art
are useless and must depend on self-discovery.

Since that which is teachable in sgudio art is an issue
of. present concern, the nature of the artistic process,
especially in terms of its related concept, creativity,
~ deserves some investigation.& Creativity is related to the
artistic process because it is popularly considered to be a
necessary condition for greatness in an artist. Philosophers,
through careful definition and analyses, have informed us that
it cannot be taught. But although a student cannot directly be
taught to be creative, acquisitidn of knowledge is considergu
necessary for its cultivation and can be agquired through -
teaching.

With a post second world war concern for developing new'
"creative” solutions to theoreticai and technical research in
busingss and in industry (particularly in reaction to the
Russian iaunching,9¥ Sputnik), numerous theories have developed
in efforts to analyze and then hopefully systemétically nurture
creativity to produce individuals superior in inventiveness ;nd
intelligence. Héweverr~the term "creativity”, despite its
continuing positive connofations, has becoﬁe almost meaningless
through overly broad definitions and excessive verbalization.
Whereas philosophers make scientifically objective aftempt% at
clarification, others maintain that creativity develops best

when "protected by the cloak of mystery"”, as witnessed by
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Eisner (1972, p.237), who advocates réséarch in art‘eduCAtion,
especially the type aimed at studying human behaviour.
...to throw a spotlight on, to illuminate each
crack and cranny 1is to rob creativity of its .
power... creativity is believed by some to be
incapable of being understodd. .(Eisner, 1?72, p.237)

A review of the philosopher’s analysis of the concept of
creativity——an'iﬁvéstigation'which they claim provides a better
understanding of the conéeptual rglagiahships between
creat?vity.and art-—may illuminatefsomé impqrtahtfimplications
for the educatién’of‘artfsfs. There is another important
objective-of this review: The philosophiéal method of
concept:éliiation and s}stgmatic analysis of such a seemingly
camplex cdnéép#lcharacterizes that process Ff consciqqs
reasoning thét\js promoted in the perspective toward educating
fg({rationality. It also distinéuishes it from the educating
or intuition approaéh. I use tﬁe terT "rationalist" throughout
this thesis simply to denote proponents of rational inquiry-and
a more'intellectual, Eritical studio art education; This term
is derived from the Latin term, ratio, meaning "reason".
"Rational" is appropriate to éhis discussion because it infers
having or evidently exercising the fa&ulty of 'reason” g
(williams, 1983) . ° Aﬁother dgfinitibn of "rgéional”, although
‘not essential to this discussion, refers to a philosphical
program or outlook of the seventeenth and early eighteenth
:enturieé, particularlyrthat of Descartes, Spiﬁoza, and

Leibniz., These philosophers stressed the power of reason for

attaining substant:ial truths about the world. They tended to
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méfn;é}ﬁ an optimistic view of tﬁe péuer of scientific rﬁquiryl.
' The definition o4v“creativity" of immediate concern here -
is that which R. K. Elliott terms "the ;traditionéf concept”.
ft is rooted in‘anbautmoded theory of art in which its
fodndations‘uere based on a divine o? spir@tual'beingv B
contrelling the artists’ activiéy. lLLanger (1955); in:a‘muéh
less mystical manner, defines "creativity“‘as, to‘use her .
exaﬂple, the application of pigment to canvas resu;ting in a
pagAting Eﬁat is more than a meré "pigment—-and—canvas
sg;ucture": |
The picture that emerges from the process is a
structure of space, and the space itself is an
emergent whole of shapes, visible colored volumes.
(p.27) ; ‘
Lanéer makes the important distinction between "creeting" and
"mgking"or "fabricating" automobilés, bricks, toothpaste and
‘shods from pre-existing materiai7and objects.

The educational philpsopheré Cochradg (19%5); begeﬁharat
(1976), Elliott (1971), and White (1968) have carefully
defined the necessary and sufﬂ;cient criteri; of creativity.
The criteria of value and originality are of mdst concern here
but there are also two others. Firsz, the philosqq!prs clqim
there must be causal agenéy. Things produced by non—human
agencies (nature, BGod, or machines) do not satisfy this
criterion. The{r second criterion is intentionality, although
they find complications when considering the art of Dadaists

who used random elements and chance as intentional vioclations

of ourAnorméily accepted netions of.art and creativity.

-4 - )
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Novelty 1s a third and obvious criterion. One who copiesﬂ
works of others or their dwn previous work contradicts our
notions of bothrart and creativity. 65 is inherent in its
de{inition,'novelty cannot be'taught. The_student alone can
create something novel. An idea or method may ind;ed have been
novel, but once learned from an instructor or from any other
spurce and repeated by a student, that studen} cannot make a
claim toc novelty. Although this may seem straightforward
enough, confusion surrounds the sort of novelty and the
context. Is an indefinitely prolongable comparison of what the
artist has just created with what has already been done
necessary? For the art critic, Lucy Lippard (1971) there is a

distinction between “noveltyr and "originality":

Originality is noveltL that endures through in-

fluence and provides "intellectual satisfaction

in itself"” (p.28}.
Driginality should be a basic criterion for aesthetic
judgement, says Lippard, and while there is no infallible test
for originality, one of the best indications is a work’s
influence on the art that succeeds it. Immediate acceptance o+’
the new for the spole reason of novelty is condoned only by
jourﬁalists whose interest lies in the sensational, claims
Lippard. "Change of course is not necessarily progress" (p.28).
Regardless of these questicﬁs,rﬁhere does seem to be con;ensus

-

as to the value of the new in art: Art that does not innovate
14
becomes insignificant. The conversion of conventions into new

forms 1s not carried out for purposes of perpetuating

-~

~raditional values but to demonstrate that new aesthetic forms

2

~—
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prevail.

If all we can appreciate and feel in a‘'work is its novelty
h
then any qualities of enduring interest and value may be

neglected. Berenson (1948) reminds us that the lust'for'

novelty which seems so natural in our society is neither

ancient nor universal:

...prehistoric races are credited with hav-
ing so little of it <novelty> that a change
in artifacts is assumed to be a change in
populations, one following another... the
West, on the other hand, was entirely won
over to the spirit of change... from the be-
ginning of the present millenium change has
been continuous and even quicker.

It is the nature of art to intentionally reject the conventions
to produce something new. But what of the iconoclast who,
knowing-the conventions, can easily produce something novel?

Is this noyel‘something necessarily creative? Too much of an

emphasis on novelty and change ﬁomplicates the problem o+
. 2

I

values and exposes art to sensationalism and the influences of
fads and publicity. As Lippard (1971, p.30) stated, that by
advocating only change and that which is new...

... I am setting myself up for all those time—-

less shots at contemporary critics as opportun-

ists, faddists, public relations men, and hist-

orical illiterates.

Creativity is an honorific term. When we speak of

creativity, we assume that what is produced is of some value.
ODriginality and value together, then, are the demands o+

creativity., But determining value in art is contoversial and

the crux of this thesis and of the discipline generally. It is

v
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difficult, if:not iﬁﬁossible, to list any absolute; objective
values, yet confusion results if we say that judgements of
value are entirely personal matters of whim and fancy, as it
were.

From this brief discussion of creat;vity it is important
to establish that although creativity, according to its
philosophical definitions and criteria, is not directly
"teachable", there is a predominant belief among philosophers
of education that a knowl®dge of the immense variety of styles
and forms in tradition, which Broudy c{aimsrare "teachable"”,
allows the student artist the freedom to defy tradition and
produce highly distinguishable and valuable inho?ations.

Knowl edge about tradition and modes in art cén be faught in
order to provide a foundation upon which.students can
critically reflect upon their own work. Criticél reflection is
an activity essential to the creative process. It is in this
manner that a knowledge about art fosters creativity. As John
Dewey (1938) wrote:
Even the work of an mriginal temperament may be
relatively thin, as well as tending to the bizarre,
when it is not informed with wide and varied ex—
perience of the tradition of the art in which the
artist operates.

It is the tradition which gives even the greatest and most
innovative artists a beginning point from which to make a
uniqug and valuable advancement. As seen clearly in the
History of the viéual arts, even the most radical innovators

have been highly indebted to their tradition. If this were not

so, jhere would be few recogniZable styles or trends- -
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characteristic of a culture or an era. Some innovationsfa;g 1o}
radical that any relation to their éradition cannot ‘be
comprehended by their contemporaries (Degenhardt, 1976), and it
is only with the passing of time and sometimes many years after -
the artist’s death that the relation to what has gone before
can be detected.

That an essential task of university studio art education
is the transmission of a knowledge of the tradition of art is a
yalid argument. As rationalists would argue, the acquisition
of a knowledge of art would help to provide students with the
critical skills necessary to resist unchecked assumptions and
the values defined by instructors or others, and to recognize
art that is uncritically ‘;sed on biases, conventions, and
values deemed appropriate by institutions. Stated another way,
it is the lack of knowledge and of critical skills that allows
students to uncritically internalize conventions and values of -
their instructors rather than adopting a critical consciousness
of them. However, and to this the intuitionists would agree,
there is the danger that too much scholarship ma9 inhibit ‘
students’ abilities to produce creative works if presented in
an unnecessarily restricting manner where, for example,
historical facts regarding a rescusitated painting become
monotonous and meaningless. An art critic for London’s
Evening Standard, Richard Cork (1972), observed that such
paralysis caused by art institutions is most obvious when the

- -

cocllege graduating student exhibitions are surveyed.
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Cork noticed that within éa;h,department of each
institution, particularly painting departments,.pne overriding
‘direction prevaf]ed. Most students...

.. .0perated within a tired convention... aﬁsffact

paintings loocked like arid excercises, performed

by timid conservatives who prefer to reiterate

rather than push on towards statements which

cpuld renew the language they used... (p.68B-6%)
Cork obéerved that students at Londdn;s Rdygi Acédemy of Art,
on the whole, were unable to reveal their;réasons for
retreating towa?ds the "woolly stylistic-tli&hgs"(p.67) of
realism; they did‘nqt add new possibilities or suggest any
relev;ncies to their own situations. |

In itsel?; working within a traditionvié not a sign of
weakness, but it does become derogatory when the premiées of
such an‘acceptance have not been rigerously considered and
understoqd.. Although a student artist may not consciously set
out to produce work which faithfully conforms to standards from
a past generation, studEntS'afe impressianable. Cork writes
that almost every étudent ancnscipgsly has ended up conforming
to an imagerof the student’s rolé which the college and
university environments cherish.

One art student, recogniiiﬁg this, and subseguently
disallusioned at the end of four ;eérs of formal art educatjon,
disowned all hiskcollege art and displayed in its place an )
e5S5Aay exﬁounding what he believes to be an artist’s
“institutionaIlyjdefined sﬁatgs":

_Hosﬁ‘of the work I have done I now believe to
be based upon biased conventions and unchecked
assumptieons, accepted by me temporarily in an
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attempt to embrace the role of artist. (Bailey,
cited in Cork, 1972, p.70)

In this chapter two perspectives were introduced that, in
varying degrees, do actually exist in higher visual art
education. In summary, proponents of educating for intuition
defend against any endeavor to render the arts in a
"scientific" or a rational method. Any subject matter within
an art curriculum is gquestioned for positivism and falsge
conception. The rationalist, on the other hand, advises that
art ;urriculums should consist of tangible subjects such as
philosophy of, history of, or sociology of art. Observation,
reasoning and knowledge acquisition are necessary for the
creative process and the production of valuable innovations:
Art students should develop an ability to think critically.

There are disadvantages to both approaches and either one,
if considered without regard to the other is problematic for
art students. For instance, the confusion surrounding the
mystery and relativism of intuitionism, cauées’difficulties for
challenging the peripheral role of the arts in education and in
§bciety. It ;s,difficult to find concrete evidence of ‘
educational value if very little that is "palpable” is learned.
The rationalyperspective, at -the other extreme, favours
intellectual content and the nature of artistic intelligence.
vet it avoids those principally important intuitive and
expressionist aspects which conventiaﬁgaly characterize the
arts, and which cffer an important alternative to positivism,

In its attempt to promote art to the same level of recognition
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that the sciences maintain in education and in society, a
rationalist approach to studio art education merely confirms
the peripherality of the arts by merqging artistic actvity into

just another form of intellectual activity.

o !
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CHAPTER 3
ART CRITICISM AS AN EXTENSION OF THE ISSUE OF THE

TWO PERSPECTIVES

Researchers in art educatian have long been concerned with
the development of the highly complex and controversial process
called "creativity"” and have built curricu¥um5 around the
productive aspects of art. Undoubtedly, the productive aspects
of art are the most impo?tant components of an artist’s
education, but it is also the intention in this thesis to
explore the interdependence of studio production and critical
competenﬁes. Researcﬁers on creativity claim that by
increasing the number of conceptual topls students may use in
the artistic process, the more they may be increasing the
ability to work creatively in the area of ar£ production.

X\ Bofh the process of critical inguiry and knowledge about
aripare embodied in art criticism. It is difficult to conceive
of a_valié art program that ignores the critical component,
ret, as illustrated, there are many programs that do just that.
For this-reason, it 1s crucial that we examine in theory the
potential of different forms of criticism for higher art
sducation! we rneed toc survey what is missing.

Art criticism as a contemporary phenomenon with several
“orms sustains differing assumptions about art. Many of the

Zifferences among these assumptions, particularly the
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differences among theories about evaluation, definition,
interpretation, and even perception, canp be affiliated witH the
intuitive and rational perspectives toward the education of
artists. In this chapter, the nature of criticism in general
and its differing fundamental assumptions are discussed.
Succeeding chapters focus more particularly on each of the

objective, socioldgical, subjective critical methods and the

implications of each for higher art education.

Assumptions in Contemporary Art Criticism

"Criticism is judgement ideally as well as etymologically."”

This assertion by Dewey, in Art and Experience (1934, p.298),

has frequently been contested by art E}itics, edu;ators, and

3
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artists. \Heitz {1952) for oné, considers the primary function
of art criticism to be the explication of the work of art. To

“communicated this explication or interpretation is to have

have
”cpmpleted the whole of the critical transaction" (p.284). The
addition of an evaluation of the work’s ‘‘greatness” or
"badness" adds nothing to our apprec;ation of it. Weit:z
advocates non—evaluative criticism fo}lnwing a belligerent
analysis in which he presents two related fundamental points
upon which th; logical postivists insist: first, aesthetic.
judgements like, for example, "this painting is bad”, are not
factual reports about the properties of works of art;: and

second, these judgements cannot consequently be true or false

in any objective sense. It follows from this that there are no
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objéctive stéﬁdards or criteria upon which to pradicaia
evaluative criticism. To say that "good” in art is
"integrated" is to wrongly assume that integration, or for that
matter, any other criteria of value such as universality,
profoundness, social significance, truth, or beauty,
corresponds to 'good"” in art. (Incidently, and discordently,
.wéitz’s writings disclose a conception of "good" art based upon
the extent of érganic unity——the integration of the formal
constituents of the work to the work as whole.) Defining
precise criteria so that consequences can be drawn from them, e
as practiced in philosophy as a logical method for objectively
evaluating, becomes problematic in the criticism of art.
Whereas philosophy is a discipline involving intellectual
processes of construction of definitions, meanings, and
criteria according to an established ideal, the experiencing Df‘
art, i1t can be assumed, involves both intellect and complex
emotion and is thus more subjective (Leepa, 1973).

Standards, rules, classifications, and value theories are
general while works of art are particular and if they apply too
broadly these abstractions tend to apply to nothing
)speci¥ica11y. In attempts to become concrete these
abstractions must be referred for exemplification to individual .
works, but the traits and tendencies that characterize works of
art do not have fixed boundaries enabling one to conveniently
place a work in a particular distinct category. No/fao
cateqories have fixed boundaries. Through avant—-garde

experimentation, cateqgories like sculpture and painting have
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been stretched, twisted, and defied. Although these categories

" may seem infinitely maleable, we still seem to know what

sculpture and painting are. They have their own internal logic
as does any other convention. Paintiég and sculpturé are
historically‘bound categories, not universally bound (Krauss,
1983, p.33). Definitions and classifications can be eduﬁétive
if they are used only to direct attention to sign;ficanfb
tenaencies, but some art theorists and critics, wrote Dewey

(1924), assume that a definition discloses some inward reality

-about the object just by its being a member of some fixed

° [

category. . ' .

Weitz cautidns us that error commonly occurs iﬁ‘our
prevalent thinking about evaluation because if art canndt be
objectively defined and categorized, and aesthetic evaluafions
are not factual reports then, in the opposite extreme, we
presume evaluations to be entirely subjective. ’Supposing one

ook the extreme high "Crocean" view and maintained that if
eakh work of art is a unique individual then comparisons,
theorizing and value judgementsrof any sort and'ih any cas;‘are
necessarily convoiuted. This relativistic attitude may also
restlt 1n the false notion that art criticism is affiliated
almost exclusively with "taste" and subjective opinion rather
tharn with the mo?é established and surveyed conditions of
science which claim to bear, as does art history, the existence
of 6ajective "knowledge". This in turn may help to explain

why, in the curriculum of most university art departments, art

criticiem 15 not recognized as a department or subject of

=l e g '
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knowl edge. - This essential tension between subjectivity and
objactﬁyity underlies thaf of criticism as non—evaluatiye
vefsug.;riticism as evaluative, and, felatede, art education
that is intuitive or rational. . ' ' P ’f;-

Feldman (1?72,1?73)A5quorts the noh—ngantiQé~;ontéptidf:

criticism bf reéscn,of its embodying the greatest educativé/

wqrth.. At the simplestilevél he de{ines.criticism as “"talk
about art" and ocutlines a four step process: description,
analysis, interpretation, and, but yeé, eya}uation.. For
Feldman, é judgement about a work of art is the least
educationally significant aspgct}of criticism even to the
extent of being anti-educative. Jumping to a érematufe
jpdgement with only fragmentary evidence is "perilous”: we mus£
learn to "resist the tendency to reach a\bremature closure to
our aesthetic experience” (1973, p.Sl). ~Then first three steps
of Feldman’s methodology of art criticism-ig;scription,
analysis, and interpretation--are vital to ensuring a thorough

experience of the work. The viewer is encouraged to perceive

and< cribe the elements of the work in “unloaded” words and

7
i

expressions which, says Feldman, only "other people would agree
are there."” fhis t;pe offgtatement contains the "objective"
presupposition that, because a work of art is a concrete_
physical object, there exist within it objective elements
perceived identically by all. This is a positivist supposition
that can be contested.

&

Thomas Kuhn (19462) has argued that paradigms are

prerequisite to perception itself. What Qe perceive depends
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upon the accepted theory ,of our time (and in ti@és of crises
and confusion as paradigms.are shifting our p;Fceptionﬁis also
5hi¥tingf. ﬂPsycholpgy aéﬁ’the study o#lper;eption Hés shown '
th;t sensdfy experiénée~is;n6t fixéd and neutral. Throﬁgh'
experimentation two persons with the samﬁ‘rétinal>impressions
have each been found to see two different objects,vand two
‘persons with different ratinal impressions ea&h see the same
object (Kuhn, 1962). 1In accordance with these experimental |
outcomes, Hobbs (1980) stated that cur environment and past
experiences, for example familiarity with condentions,
tradi£ion5, aﬁd even iconcography in art, affects the way we
perceive and this in turn affects what we see. The process of
perception, states Laﬁger (1957), is a process of formulation.
which begins with the eye and its peculiar abstractions of
sense;data. Our perception of forms rathef. than of a mere flux
of light impressions, according to Langer, "rests on the fact
that we promptly and unconsciously abstract a form from each
Senédry experience.” We use this form to conceive the
experience as a wHole, as a "thing". If there is no such thing
as a universally perceived form of the "real"” world, then

perception will not only differ from one culture to ancther

?
.

culture but from individual to individual.-

There is a different but prevalent view by which ocur
abilities to percieve—-—our percethal apparatus-—are regarded
as~unive;sa11y alike, and what does explain'pérceptual

differences is our differing interpretations of our

cbservations. Kuhn ‘attributes this second viewpoint to a
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philosophical paradiﬁm typical of nineteenth centurylscignce

whereby the use of fixed categories in conceﬁts,pf;time, space,

and causality enabled man to project and establish knowl edge

about the‘warld. This is now an antiquated thi&ghgjnce
dramatic changes in science and tachnélpgy have lonq since
destroyed man®s ability to synthesize an internalizejall of
knowl edge. ‘ ‘ | o R

3

én awareness of perceptual diffgrences exposeé an even moré
elementary basis for differences within- the coﬁtept‘of’ ’
iticism, and its significance to any di;éugsion Df‘art
criticism and art ed%Fation cannot be_overlOOkéﬂ. Perceﬁtzipnsv
supply maégrial to description, analyses, interp?etationsl and,

importantly, judgements. Differences in visual percaptioh éﬁoné

individuals, compounded through these‘processes, will

unavoidably lead to a lack of consensus about'éValqations, But

in terms of educative worth, these potenial diffefences are not -

13

o¢ foremost concern to educators like Feldman. ‘Hﬁat‘is
important is that the work of art is observed sensitively and
complétely. The importance of the completeness of ?irst-hand-
perception is supported by Dewey (1934, p.298):

—~—

...0btuseness in perception can never be made
good by any amount of learning, however exten-— . -
sive, nor any command of abstract theory, how- :
ever correct.
Ralph Smith (1973), has distinguished two types of
criticism: "exploratory aesthetic criticise®™, and

‘argumentative aesthetic criticism”. Exploratory criticism

involves three stages approximating the first three of

N
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. .
Feldman’s model. Sisilarly, these are intended to function

gducationally by way of "intelligent intérpretive perspective”.

Exploratory criticissa does not purport to meet the level of
prof;ssional critical performance, unlike argumentative
criticism which assumes a critical judgement pf work has
already been made. With argumentative criticism, the critic
must then, following an exploratory critique, attempt to
persuade others that the work mirrors the interpretation.and
judgement "by carefully ueighingrﬁerité and demerits as
measured by a number of standards"(p.44). Smith’s distinction
between evaluative and non-evaluative, quite similar to that of
Feldman’s, infers that criticism as evaluative belongs to the‘
pro+éssicna1 art critic. and has little or no function for
educational purposes. However, Smith notes that once an object
has been carefully described, anaijgéd, and interpreted, an
evaluation has inevitably been made or is at least strongly
implicit in the detailed account.

In refation to Smith’s last point, there is a theory that
description and evaluation, instead of Seing distinct, run
togethér in the same concept—--like a spectrum. ‘Righter (1963)
claims that evaluation is merely an extension of description.'
At the evaluative extreme, words are used such as ‘''good”,

“badg”, “"mundane” and at the other end of the spectrum are less

evaluative words like "texture”, ”hue”,‘and "atmosphere” for
example. In between these poles are terms which can be either
or both. Words such as “tension", "ambiguity", "austere" are

descriptive but alsc carry evaluative overtones, especially 1f.
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they receive much recent popular usage. These ;ords, which in
ordinary communication are vague, when usqd by art criticg in
the context of a uork-of art, may convey sharp evaluative
perceptions. The value of these words lies in their

contribution to the illumination of the experience. For

.Righter, the exactness of argument in science, logic, or common

> 4' -
sense has no seriocus role in criticism. Righter’s theory of

words and their connotations‘prompts‘some consideration of the
essential difference in modes of communication between visual
art forms and verbal criticism. Visual and verbal differences
are represented‘in Langer’®s (1957) d{scussion of
“presentational" and "discursive" forms.

"Discursive"” refers to all language, all verbal symbolism,
in which words have a linear discrete, successive order--
“strung one after another like beads" (Langer, 1957, p.76) . In
fact Langer claims that though@s which cannot be arrangé& in
this order cannot be spoken at all. Some logicians who rely
upon a logic;I positivist pa:gdigm, have Qerverted this so far
as to sayvthat anything that éannot be arranged in discursive
form is '"mot accessable to the human mina"(p.30)l Here Langer
refers with objection to Wittgenstein and Gargap. Their
implication is that they have defined knowledge and from it

have excluded presentational forms——that realm of feeling,

‘immediate experience, and intuition which are more difficult to

articulate verbally, and of which visual art involves.
The derivation of meaning from presentational forms,

involves a simultaneous, integral, and spatial presentation,
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unlike the linear presentation of discursive forms. The realm

of sensation, emotion, intuition, all of which constitute the

®

arts, is desgribed by Lahger as extremely "complex, fluid,
full”. Discursive fornms, including'art_criticism, are less
capable of articulating tﬁese complexities. Here lies the

problem of studio art education. If the production of aft

[s)

involves the simultaneous, integral, and spatial, how can such
a non-discursive process be tauyght? How can discursive forms be

used for instructing about the creative process? Intuitionists
b

would contend that discursive forms are severely inadequate.
- i

They would likéry glorify Langer’s following statement:

.-« language is a very poor medium for expressing

our emotional nature. It merely names certain

vaguely and crudely conceived states, but fails
miserably in any attempt to convey the ever—moving
patterns, the ambivalences and intricacies of inner
experience, the interplay of feelings with thoughts
and impressions, memories and echoes of memories,
transient fantasy, on its mere runic traces, all
turned into nameless, unemotional stuff. (1957, p. 22)

The conversevassumption that a work of art can be
objectively translated into words attests to our over-reliance
on rafional discursigg thought as the primary means of thinking
and understanding. The belief that a work of art can be
translated into words also attests to!the unreasonable belief
that verbal statements are the most efficienf and,épst reliable
means of communication. Consider, for example, a descript;on
of a person’élfacial expreséion. Some gqualities are better
conveyed through a visual pOftrait (painting, ahotograph, B

sculpture), whereas others may be better described through -»

language (poetry, descriptive prose). . -
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That visual forms are not fastidious}y and objectively
translatable into verbal language does not nulli%y the worth of
art crigicism. Language, like art, is both a social instrument
for communication that functions to extend understanding, and a
means for self—expressipn. Neither visual perception nor ,
verbal translation of a work of art are objective processes. No
affeﬁpt to refrain from evaluating, say, by observing,
describing, analyzing and interpreting uith’as objective,
ncn—evaluétive terms a§ is'possible and without reference to a
priori standards is e*empt from unnoticed pgrsonal and cultural
interpretations and evaluations. As Najder (1975) wrote in a
philosophical account of evaluation, every choice of action is
psychologically grounded in evaluation, whether the agent is
aware or not of such dependehce. Our consciousness acts
selectively and4abstracts upon the great mass of sense—-data and
this selection is carried out at many levels, from sensation
and perception to the level of opinions regarding what is worth
rnoticing, and what is important and valuable.

This introduction to some fundamental concerns of art
criticism, specifically theories of perception, interpretation
of meaning, and the nature of language and communication are
essential to bear in mind when considering the dialectics of
the intuitionist and rationalist perspectives to the education
of artists. For instance, the intuitionist’s defence égainst‘
rational methods tends to be based on a recognition of the -

apparent infinite variation and intangibility of individual

differences in perception, verbal description, and social
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influences in art. The rationalist, on the other hand, views

the inexactness of the arts as ngt presenfing any peculiar
pedagogical difficulties because sense can be made by
recoénizing generalities for c1§§§ification and evaluative
systemg; curriculums can still be constructed that exhibit a

. knoyledge structure like that of the history or the philosophy
of anythingrelse. These general tendeﬁcies can be further Co

extended into an account of the role of certainty in concepts

a
of sceptism and idealism and, ultimately, into the dialectics

of differentiation and integration. o

Scepticism

Stephen Pepper (1945) claims that appeals to certainty and
toc the authority of tradition and conventions as displayed in
the works of "masters” are dogmatic. That aescriptions of
works of art are frequently presented as "facts" attests to our
daminant contemborary positivist paradigm of thought. "Facts”
in the arts involve emotions, sensations, and intuited forms
that areinot "objectively" agreed upon. But equally dogmatic
as certainty, wrote Pepper, is scepticism in critical inquiry.
Would he say, then, that rad;cal anti-art, with its refusal to
condemn any activity as‘non—art, is just as dogmatic as any
earlier claims to truth and the authority of tradition?

Pepper addresses the issue of scepticism in his advocacy
that the problem of criticism is ultimately the problem of

gvidence for the justification of the critieria used in

e g b o
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criticism. The anti-intellectuelist’s de—emphasis of critical
inquiry can by viewed as a means to relieve pneself of all
demands for evidence:' i£ is to say that "nothing atVall is
known"”, and is non—coﬁmittal to ény "cognitive responsibility.”
1f one is to accept this form of anti—-intellectualism, Pepper
insists that the sceptié must provide evidence that denies the
untrustworthiness ofheyggence. But here Pepper'appea}s to be
imposing the positivisf;s scientific logic of provision of
evidence for all criteria, which is the very rational process
to which the anti-intellectualists protest. n

A problem we seem to face, then, if we deny the existence
of certainty in criteria of vgfhe of art and, in turn,
repudiate evaluative criticism, is that art becomes a matter of
personal taste. In other words, art that is sole;y a matter of
preference is a denial of the existence of value in ért. To
say, as £he philosophers miéht, that liking X~above Y without
reason or ;eflec€?3h does not seem to be sufficient cause for
evaluat;ng X as embodying more value than Y. "Liking" is a
perscnal statement, a confession, weighted heavily with
psychological reports, rather than a conscious analysis of the
work of art. Value judgements, in contrast, are considered to
be supported by evidence often aobserved in the work (Sharer,
1980). Dpponentg of the sceptical approach would question that
i¥ aesthetic evaluations are not consistently held by all,
surely this does rnot warrant reducing them to personal likes or

dislikes. Can valid evaluation exist without demanding.

-
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universal concensus? Or can evaiuative criteria be legitimate
if it is specific to a culture or to an artist? 1If art is
considered toc Be a matter of personal taste, if there are no
standards and criteria of value or standards, and "anything
goes", then this is also a rejection of the critical process—-a
rejectioéilinked to the anti-intellectual forces of the Sixties
which de-emphasized among other skills, criti;hl inquiry
{Nichels, 19B1; Smith, 1973).

Without attempting to impose rigid and complete
connections it is not difficult to see a similarity of
attitudes between thosequhc are sceptical of certainty and
evaluation in criticism and those intuitionists who maint;}n a
scepticism about the value of an intellectual, critical
approach to visual art studioc education. Similarly, there
zeems to be a connectipn between idealists, that is, thcse who
discern some légic and evaluation in art criticism, and those
who regard the development of critical abilities and

acquisition of knowldege as important for art students.

Idealiem

S

Criticism in art is, for the idealist, a sufficiently
logical procedure. However, this, "logic" never pretends to
have the rigour and necessity which strict logical deductive
connections demand. This use of the term "idealiesm" is not sG
different than the way in which Plato used its root. "Idea",

azzzrding to Plato, 13 apprehended by the intellect, and does
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not exist in time. It refers to a universal in contrast to a
V‘particular (Acton, 1767).

Hegel, who is described as an Absolute idealist (Acton;
19671, wroté the following about philosophical idealism:

- ...the ideality of the finite <is>...the main
principle of philosophy.
...2very genuine philosophy is on that account
idealism. (Hegel, cited in Acton, 1967, p.114)

Idealists are concerned with the difficulties and
contrgversies of evaluation and see critical assessmént as
unavoidable. In art education, for example, decisions mustvpe
made ds to what is worthy of attention as there is obviously
not time encugh to attend to all art {(and this {s presuming of
course, that art has been distinguished from non—;ft).'
Similarly, in the professional art world, as it were,
evaluation occurs by implication in journals, magazines, and
galleries. According to what criteria (if any; do art councils
disfribute funds? _(There are other criteria such as didactic
potential and marketability that function in favour of v;rious
instifutional andjeconowic reasons. It is important to be
aware of the employment of these criteria, yef for purposes
here they are peripheral.)

Broudy’s(17244) writing tends tgward idealism. In the
previocus chapter, he was referred toc as an advocate of an
intellectual, factual type of art education, since he sees noc
lack of ﬁ?finitions,ci periods, styles and techniques in art.

5\

A
Qlthougﬁ\:hgracterizations and generalizations present
L/ .
crocblems, these difficulties, to repeat his claim, are not
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unlike those faced by ptﬁer complex disciplines and human.
activities. Thus, for Broudy, Cﬁisiffg evaluation would Dqu
be impossible if we could not point to tertain identifiable
features in a work af art. A “ \%

Given the ideal case, the Iogic of rules and y

principles of art present no peculiar diffi-

culties. (Broudy,. 1964, p.99)
Knowl edge, experience, and a set of standards are grounded, in
a thepry about, writes Broudy in idealistic overtones, "the
good, about reality, and about knowledge itsel+f, thgt is, by a
complete philosophical system"” (p.101). If thisﬁphilosophical
idealism was pursued, systematic instruction would occur in the
arts as it occqfs in any other discipline; for procedures,
definitidns, and ideals that can be identified and’stated
gualify as knowldege in the conventional cognitive sense.

The idealist’s conception of criticism as evaluative
presupposes thg necessity of cognitive reasoning and knowledge.
For the idealist, an object can only be judged to be good or -
bad, ;alid or invalid according to a set of standards and value
criteria. It is the establishment of such rules which is so
prDblématié. However, evaluating subjective art experiences is
not necessarily impossible and is, according to the idealist
perspective, unavoidable, whereas for the sceptic it is nearly.
impossible. For an idealist, a studio art curriculum would u
vbe constructed to imclude eQaluative criteria, critical
inguiry, and intellectual content: the methodoiogy and

=

intellectual content of art criticism would be tantamount.
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Differential and Integral Dialectics

<
When confronted with so many conflicting claims about

value judgements or even controversy about the essence of forms
of art such as the "nature" of séupture ar perfn(mance art, one
might recoil and conclude that there is little solution and
that all discussion of them is vain. Olsen’(1976%, a
representative of the 1950’s school of "Néw CriticisﬁF, draws a
better inference! There is no such thing as an absolute
critical theory:~ Rather, there are as many possible systems of

art as there are of philosophy generally. 0Olsen invites a

comparison between Plato, Aristotle, Hume, Kant, and Hegekg for

example, to illustrate that all philosophers who comprehend the

arts in their.systems develop their own distinctive
philosophies of art. The solution of any problem, according to
Olsen, is always relativé’to its formulation. No problem can
be completely formulated and; he adds, any solution is a
function of the particular dialectic upon it. Tge important
consequence is that what seems like dissent may merely be
methodological difference or concern with gifferent aspects of
a subject. Olsen reminds us that when discu;sing value in art
we are immediately confronted with two difficulties: the
peculiar character of arts; and the terms that we use in
criticism, which, far from prompting understanding by their

clarity or uniformity have often, by their ambiguity and

&

.



irregularity, supplanted the problems of art as a subject offf\

dissention.
It is hardly strange that those who start at
different points and move by different means
in different directions should end up in diff<
erent places. In any case, this affords no
real ground for scepticism. (Olsen, 1976, p.308)

The variety of existing philosophies about art has been
advanced as a chief argument for scepticism in art - the latest
manifestation of which is the so-called “Critical Relativism™
(Olsen, 1976, p.333). The sceptics assume that this variety is
equivalent to contradiction, every philosophic "sic" being

4
cancelled by a philosap‘ic "non" (p.334). This sceptical
assumption in effect implies the impossiﬁility of any
constructive formulations, hence an examination of its
dialectics.
Philosophies, according to Olsen, vary according to the

dialectics upon which they are based;' Olsen defines

"dialectics" as the logic of the system as a whole.fSQt the

—

most primitive level, dialectics may deal merely with
’
likenesses (integral) or with differences (differential). To
these dialectics the idealist and sceptic attitudes of art
correspond respectively. Linked to these aré the rationalist
and intuitionist persectives toward the education of artists.
1f one takes the extreme view that all things are uﬁique

then differential terms are employed to discriminate A from B;

and since things are viewed to be in constant change, then

Bvae
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object A must aiso be diécrimin;ted from itself, for A at one
tiﬁe igs different from A at another. 1f this position is pushed
to its chost extreme, says Olsen, signification becomes
impossible-since words are finite while things, attributes, and
moments are infinite. 1In fact things cannot be perceived, con¥
,temhlated ;f acted upon, for whét we would act upon has changed
or‘is éoné before we can actj; thus Heracleitus’® remark that ;é
cannot step into the same river twice (Olsen, 1976). Indeed,
the view that oniy motion or ;hange is real is an e§trémé posi-
‘tion of scepticism. For those of a more moderaté differential
position, absolute precision is of course still .impossible but
relatiQe degrees of accuracy may be achieved by specification
despite the ambiguities of language. Olsen states that this
dialectic frequently provokes a form of analyfical discipline
intended to improve the accuracy of language, or to avoid the
psychological confusions which language may induce.

In the other extreme, if the dialectic concerns absolute
similars by a denial of individual differences, precisely the
opposite state of affairs occurs. Universals are sought but if
taken to this extreme the dialectic now turns to a reduction of
the many to the one; motion and individual forms are.onlyl
appearances {(0Olsen, 197@?. o
One method by whigé the new is made more_comfortable, more

3

familiar, is by sweeping differences aside and seeing the
R T

~.
~

evolution of new forms from the forms of the past. Krauss
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{1983) defines “"postmodernist® practice in art as being in
relation to critical operations based on a set of cultural

terms rather than, like Olsen’s perspective, in relation to the

3

more conventional operations based on a_givén medium. Despite
both the intentional and non-intentional sfretching and defying
of traditional terms (sueh as ﬁculptuke), Krauss claims that
the covert message of the ideology of the new is that of

historicism.

Historicism works on the new and different to
diminish newness and mitigate difference. It
makes a place for change in our experience by
evoking the model of evolution, so that the

man who now is can be accepted as being diff-—-
erent from the child he once was, by simultane-—
ously being seen—— through the unseeable action
of the telos—-- as the same. And we are comfort-
ed by this perception of sameness, this strategy
for reducing anything foreign in either time or
space, to what we already know and are (1983, p.32).

~—~

Rather than abdicating before each manifestation of the
untamiliar, art criticism tYpically constructs paternities for
z \.\ -

new work {(Krauss); it is continuity that makes discourse

comprehensible. Krauss presenfé as an example the ﬁate;nity
constructed for minimalist sculpture: A set of constructivist
tathers~-Babo, Tatlin, Lissitsky——-could legitihiée and theréby
authenticate the strangeness of these objects so that new ideas
such as inert geometries, factory production, and plastic
appeared less foreign. In the 1970’s the rage to historicize

often became suspect as critics, not without difficulty, were

making tenuocus cannections, for example between earthwork
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sculpture and Stonehenge, Indian burial mounds——"anything that
.CSETE be hauled into the court tﬁ bear witness to this work’s
connection to history" (Krauss, 1983, p.33).

The earlier accounts of scepticism and idealism and
especially Olsen’s dialectics may appear inappropriate since
they concern such polar extremes and reduce the two
perspectives presented in this thesi;/to such rudimentary and
;erhaps hypothetical views. It is important to re—emphasize
that extremes of opinion are used here (and elsewhere in fhis
thesis) to provide concepts to most clearlf differentiate major
characteristics among perspectives and to illustrate the
inadequacies that occur i¥ only dichotomies are represented
devoid of any interdependences that may exist between poles.
The intention in this thesis is to carefully consider art
criticism and the possibilities of the "critical" in connection
with university visual art education. "Critical",rifrée;;ned in
the Kantian sense, is an indomitable systematically questioning
appréach towards subjects, opposed to boih doghatic certainty
and the merely sceptical viewpcints (Murray, 1975). *Such
extremes of certainty in the form of philosophical idealism and
scepticism are pri@ary deterents of any constructive critical,/
enterprise. 0On grounds of dogmatism, either pole is an
inadequate and unacceptable approach to any type of art
geducation. For the education of artists, a ramification of

this 1s that either pole of the related intuitionist/
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rationalist dichotomy, in itself, is suspect. The sort of i;
critical inquiry or art criticism that becomes the focus of

recommendations for the education of artists assumes an

interdependence between intuitive qualities and the intellect.
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CHAPTER 4
THEORIES IN ART: AN INTRODUCTION TO

A REVIEW OF PARADIGMS

Pluralism in Contemporary Art

The education of artists must océur in light of some
‘conception of valid artistic activity and excellence in art.
This éoncgption‘is incorporated into the objectives and
practice of studio art curriculums. Furthermore, art criticism
5+ thé didactic sort that is opposed to dogmatic certainty énd
mere steptic;sa was previously shown to be grounded iﬁ
evaluation. This chﬁpter therefore begins with qxfiscussion of
vglue~criteria and the manner in’whfch'theories enable us to
grasp valuéé that are tQpically multiple and related ih complex
way;. A method is then proposed for a review of critical
theogries in contemporary art (to follow in Chapters S5, 6, and
7); Because criticism necessarily rests upon certain theariés
about the nature of and values in art, an understanding of .
these theories increases our understandin; of art criticism and
its pétential contribution to higher art education. And
importantly, an understanding of the nature and criticai
methods of contemporary ;;t allows for a"more—tcmpiete -

recoghition of the role of critical thought and of intuition in

art whith in turn may suggest what role these two aspects
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should éssumé in the education of artists. To offer any
suggestions for the improvement»p* the education of artists
without an adequate understanding of the nature of art and the
issue of value criteria would be premature.

Criteria of evaluatiqn are necessarily dependent
on a theory of the nature of art and the aesthetic. In other
words, prior to the guestion of evaluation is the question of
what factors qualify a particular work as “art". However,
there exist concurrently a multitude of diverse theories about
the naturgiof art. There is not an absolute and
all—compr;hending theory, and it is likely that not even the
most extremeﬁphilosophical idealist Qould seriously attempt tﬁ
advance a singular theory for evaluating all works of art. The
simultaneous existence of a multitude of aegthetic theorieF has
not always typified the arts, HowéVer.

At various times throughout much of the hisiory of western
art there was a "universal" theory of'art. The theory of
imitation is one such theory that persisted from Flato to the
Eomantic period. Of course, imitation was not always defended
in its literal sense. Pléto condemned imitators of superficial
appearances (Rader, 1979). Aristotle advocated that art should
express+the réal, rid of irrelevancies and thé‘disturbances of
chance. Characters werexto be “imi£ated" not. as they were, but
as they ough{ito be, soc that their tragic flaws wererveiied
behind theirelo¥fy nobility. The im;@gtion of the Platonic

universals of Truth, Goadh;ss, and Beauty was accepted as the

-
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goal éf the fine arts right through to the eighteenth ceﬁtury
when'Neocléssicsm waned ({Rader, 1979). Throughout this timé;
though, the word "imitation" was frequently substituted: for
example during the Romantic period the term “representation®
was used instead. Presently, the theory of imitation is now
generally rejected along with art that is imitativg in any
literal sense.

In earlier art movemeqts, valde criteria were a "healthy"
part of the “"conceptual equipment with which one approached the
problem of artistic creation,” stated Daley (1980), a
philosopher at a symposium in Britain entitled Excellence

and Standards in the Arts. Value criteria were...

... inherent in the processes themselves and not
the source of identity crises. They defined the
limits of the problem rather than constituting
the essence of it. (Daley, 1980, p.38)

Daley’s concern about the present lack of atfention,giyen
to the very concept of standards in the arts reflects the
general attitudes among members of this symposium. The-
situation in the arts is currently in a state of crises, they
agreed. Daley condemns art critics of a non—evaluative bend
for their apprehénsion about making judgements which invoive
rejecting certain styles, forms, and theories from the realm of
”gco&” art for fear of repeating the error of reactionary
réjection made by art critics at the turn of this century.

Although aesthetics, like politics, morals, and religion has

never had absolute answers, in Daley’s opinion standards do

-+
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exist and should be established.

I+ standards could be identified and defined, as suggested
by Daley and other members of the sympogﬁ:y, not only would art

criticism with its enigma of evaluation be radically
simplified, butVQalid artistic actiwvity could thus likély be
defined and the problem of the education of artists wbuld,no
longer be problematic in ‘this sense. Curricula could be
designed to satisfy criteria based upon an agreed definition of
art and valid artistic activity.

However, it is precisely the lack of consensus regarding

standards and thecries as clearly evidenced throughout the

3
i

discipline of the arts which is the chief justification for
scepticism. It is only a small steﬁ from disregarding the
issue of value in the arts on grounds of tooc much diversity and
disorder among basic theorétical pr}n;iples, to rejecFing any
sort of structured "intelligent" art curriculum.

Given the lack of consensué in the discipline of the arts
generally, there is one respect in which consensus is apparent,
namely, that contemporary art ic in its essence pluralistic.
There is not one dominant art movement in today’s
FPost—-modernist era but many art styles, ard these in themselves
are pluralistic.

Members of the American Section of the International
Association of Art Critics (1980CF held a roundtable discussion
about pluralism in art and art criticism. Responses ranged
from tones of idealism through to scepticism. Like the overall

idealist attitude among membercs of the British symposium, the
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responses by some American art critics appear to pertain to
Dlsen’s- integral dialectics (discussed in Chapter 3). In fact

one critic sees sufficient similarities between styles that the

~

very use of the term "pluralism” indicates merely an inability
to recognize the similarities:

Pluralism is only an impression and it would not
be difficult to show that pattern, narrative, new
image, and so on belong to the same sensibility.
They are all involved with language and narrative.
.. If we look beyond surface, beyond stvyle, we may
find far less disparity than we suppose. (Michele
Cone, cited in American Association of Art Critics,

1980, p379) , : 5

Also in line with the attitudes expressed by many members of
the British symposium, a second popular view expressed at the
American conference of arf critics was one of crises:

FPluraliem represents a lack of commitment and a
fear of making judgements about guality...
Pluralism reprecents to me a kind of pseudopopu-—
lism. I don’t think pluralism is a notion
addressed to the professional as much as to the
new gallery-going public, which is turning out

in unprecedented numbers to be entertained as
well as to find cachet. MWe’re adapting ourselves
to these people, rather than having them come to
us. (Phyllis Tuchman, cited in American Associa-— C -
tion of Art Critics, 1980, p377)

There is a crisis. It is manifested by this im-
pression that everything is possible. The meaning
or the value of the work of art mno longer has
very much to do with the opinion of an informed
person who locks at it and analyses it at length.
The meaning of a work of art today is inscribed
by a number. (Michele Cone, cited in American
Association of Art Critics, 1980 p.378)

Nobody is arguing with anybody else. The jockey-
ing for position is on a very small scale, so it
all becomes rather trivial. (Corimme Robins, cited
American Asscciation of Art Critics, 1980, p.378)
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Fluralism is a cop-out word, there is a lot of
mediocre work around. (David Bourbon, cited in
American Association of Art Critics, 1980, p.378).

There is a third and very different attitude towards
. .
pluralism in art. The diversity allowed by pluralism provides

a great liberation for artists and critics:
It is of course everyone’s perogative to special-
ize... It may be confusing for theart dealers,
the art collectors, the art speculg?ﬁgs, the art
curators, and even for many artists ahd some art
critics. But it reflects our society and the
possibility of egalitarian pluralism.... The
tension we feel when examining the varieties of
contemporary art-—- art that is serious, ambitious,
well thought out, and thought provoking--is a pos-
itive force. Received opinions are af little help.
We cannot rely on authoritarian dictates concerning
taste and quality. What is godd taste? What is
quality? Dogma does notgsuffigé? In terms of art
criticism, power is not in the ‘hands of two or
three star critics, as it has been in tM® past.
I welcome the multitude of critical responses to
art works and to the art situation, as do many
other art critcs. It is enriching... it would be
sad if we were to fall back into looking for an
authoritarian situationf which, I am afraid, may
reflect something 4n the larger society... I would
rather have this chaos. (John Perreault, cited in:
American Association of Art Critics, 1980, p.377-379)

In this thesis it was suggested that if artists are to
avoid the dogmatic or.superficial reliance upon unsupported
apinans or the convictions of autha?ities with flashy
credentials and reputations, a knowledge of art and its
theories may be useful. But a second reason for considering
theories in art when investigating the education of artists is
that art emerges from theory. It was mentioned earlier that
cart 1= now farther removed from the earlier realm of habit,

manual dexterity, commonly defined values and assumptions into

gt e 1

E
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that of ideas. Rosenberg (1971) stresses that the automatism
involved in the application of craft skills and tradittons has

been replaced by conceptual acts...

...0ccurring at the v beginnin f the mak-—

ing of a work. f(his emphasis)

: .-.8tyles now originate in abstract ideas and
idea—based art movements.... The roots gzﬁ;on-

temporary creation lie not in observatio ¥ na- v
ture rfor in earlier works of art but in theeret-

ical interpretations of these. The new relation

of art and ideas has imposed upon art the necess-

ity for a self-consciousness that has ggndered

skillful copying obsolete. (p.137,138)}%

A knowledge of theoriés\amd theoretical content in art may
provide quidelines and categdries by-whicﬁ“distinctions can be
made that might have otherwise gone unnoticed (Eisner, 1982)
and it may provide a means by which maqv styles in art can be
understood. However, a precaution must accompany this
suggestion. Theories are not prescriptive rules or formulas.
By themsélves they are inadeﬁuate to deal with the problems of
art production. -The simple suggestion that possession of a
knowl edge of theories would reconcile the iésue of the
education of artists would be just another dogmatic and
idealistic blunder that glosses over the complexities,
particularities, and intuitiveness of imagination and invention
of the artistic process. Because many styles of art were
initiated in reaction to the tenets of theories of art, many
new theories are subtle and philosophical——philosopg;:al in the
sense that an argument is presented followed by a systematic

defense of the ground for the claim and alternate views

presented.

w

¥
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That contemporary art is pluralistic has prevalently been
established but to consider each of the manifold art styltes,

critical responses, and their respective fundamental theories

*

is a "Herculean task" unattainable within this thesis. So in
order to make the task manageable, threéJ;ajor paradigms or
tendencies will be selected for review. Paradigms enable‘us,
as Kuhn (19562, p.109) stétad, not only to "know nature" which
is too complex and varied to be explored at random but also to
provide us with "some of the directions essential for
map-making."

By reviewing major theories of art in theffollowing three
chapters, it is my intention to demonstrate the role and
significance, if}any, of the critical element in contemporary
'art, and discuss any educational implications. If a critical
element-can be evidenced as an imbortant>componeht of art and
it% fundamental theories w;thin all major paradigms‘then it
would seem reasonable to hypothesize that a more critical and

{
conceptual approach has a valid role in university studio art

r
education. Contingent to this hypothesis is the recommendation

that art criticism can inform and enrich studio art activity

providing that it is not isolated as a separate classroom
e .

activity. N

1o e iy o
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Selection of Paradigms -

The three major pafadigms through which the pluraliém of
contemporary art styles and theories can be dealt hithyshould
be as distinctive as possible yet also Fepresentgtive of all
major theories and t;ends. My éelectioﬁ,bf paradigms ensues,
ih’part, from the three distinct world'biews or categories of
"processes of inquiry” of whi;h Habermas (1768, p.308) wrote,
namely: the "technical cognitive intere;t" of the empirical
analytic sciences, the "practical interest" of the "historicgl—
heurmeneutic sciences', and t.p "emancipatory-coghitive" &
interest of the "critically or;ented sciénces". In this
thesis, these paradigms are raferréd to as "objective",
"social”, and "subjective". Not only are they general
paradigms or world Views, but in this thesis th;y demarcate
trends that can be recognized within the discipline of art
itself.

Habermas systematically explored the relatioﬁship between
di#ferent\types of knowledge and their motivating interests.

! )
Knowledge should be considered from all three perspectives, he
argues, because each perspective lacks that which the other two
offer. When bodies of kno&ledge are organized according to
this trichotomous relationship and uhen‘all three "worlds" are
simultaneous, the stress of every theory can be made explicit.
For example, the possession of Qultiple perspectives enables us

to recognize, first, that those who stress only the objective,

physical/material world cannot advance beyond objectivism. The

2
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demonstration of all three categories "is the tagk of a
critical philosophy of sciencé that'escape%'the snares of
positivism" (p.308). Second, those who stress only thersocial'
construction of knowledge cannot progress beyond relativism.
And third, subjectivists who rely extensively on L
Pself—reflecfion" {p.310) get bound up in self—actualiZationf/
and the phenomenological. MNeither is theﬁdiscipline of t k\
itself exempt from these biases and distortions. Thesé will ~
Abeéome evideﬁt as each category or paradigm is reviewead.

If difficulties and biases result when extremeé are
approached in any directian, it seems that the ideal situation
for approaching perspectives and theor?es of art and ot art
criticism, then, both in terms of aesthetic experience and the
attainment of cognitive knowledge requires a familiarity and
adeptness with all three perspectives. If equally important
aspects are neglected due to a partiality or familiarity with
che view, then this one view may become the sale criterion of
value and all deviations from it could conceivably Eé condemﬁed
as deviations from aft itself.

Feldman (1967, 1972), in his methodology af art criticism
by stages of description, analysis, interpretation, and
evaluation, has outlineﬁ three "philosophies" or critical
approaches to ar£ upon which evaluations in art criticism are
founded. With a concérn for pluralistic views, Feldman

suggests that...

It 1s better to use these philosophies interchange-
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ably, according to the character of the art object,
than to stick rigidly to one philosophy alone and '

thus lose discovering some excellence the work may

have. The goal of art criticism is not necessarily

to demonstrate how consistent you are in your final

judgements. The real goal is to increase the sum of

values and satisfactions you can get frn@ art.

(Feldman, 1972, p.377)
It may be unjust to consider all works of art in the same
manner because not all’works convey nor invelve all fhree
.emphases equally. The elements taken into account in
evaluation, their stress, and the way they are baianced are
bound to vary from artist to artist and‘froﬁ ;ritic to
critic-—what the individual regards as significant in the
particular instance will vary. However, all categories afe
relevant and neglect of any one catggory due to unfamifiarity
is notia legitimate option of a comprehensive and qa;efully
informed evaluation. |

-The ﬁhilosophies accarding to which Feldman suggests

evéluatians can be justified are "formalisa",
"instru@entalism", énd "expressionism". In many ways Feldman’s
critical theories in art criticism parallel Habermas’ world
views. Formalism, as the word implies, stresses the importance
of £he %ormal or visual elements in art and, as will be
illdgtféted in Chapter 5, relates to the objective paradigm.
Instrumentalism is Feldman’s second category that ﬁh{ggri}y
involves the purposes of art that Have been “"determined by

persistent human needs working through powerful social

institutions"” (1972, p.374). Hence it relates to the social
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paradigm of Chapter 6. Finally, expressionism concerns the
depth and intensity of the art experience and the "power to

arouse the viewer’s emotions" (1972, p.374), and can be linked

to the subjective paradigm of Chaptef 7.
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CHAPTER S
THE OBJECTIVE PARADIGM

»

The Natu;;_aﬁ Formalism

\

of tHe entire range of art»kﬁeories, formalism has most
thoroughly dominated twentieth centufy art, ar§ criticisa, and
art education.r Formélism is a variant of the "physical object
hypothesis” (a term used by Wolff, 1983,'p.70) which, in the
case of the arts, fochses on the partiéular properties of works
of art, even though with music or drama, the works of art are
not nécessarily physical objects., The communication of
feelings and ideas are thought to be dependent solely on the
perceivable formal structure-—the elements of form and
materials within the work, their interrelationships and
relaﬁionships to the work as a whole. Form is emphasized
rather than content (Feldman, 1972; Mayer, 1969).

Because of this confinement formalism gravitates toward
obiectivity. Social, perceptual, symbolic, and other factors
extri;sic to fhe "physical object', the work of art, are

neglected in formalist analysis. Formalist theorists seem to

make an effort to appear philoscophically sound, even

3

gquasi-scientific. My use of the term "objective”" has been used

in the most general_sehse as that which exists outside the mind

El .



as an actﬁal object as opposed to ideas, thoughts, and feelings
in the mind. {(This is very different from the positivist sense
in which scientists must be objective in their experiments,
that is, without bias. It is also different from the sense
that a work of art can be described as either "abstract" or
"objective" in its representation of or resemblance fo natural
objects.) .

That formalism can be described as a renunciation of
social and comtextual concerns is not to say that it has bhad
little social significance. Thé widespread inception of an art
that ihtentionally rejects comprehensible imagery and its
associated meanings was indeed revolutionary. Traditions and
public taste were defiea. Formalism, evidencé& most
predominately in the stream of abstract and non-figgrative
painting typical of the New York School, is seen in art history
texts as having derived from Cubism. The means by which images
ctould be formalized in painting was so revolutionary that
painting changed in appearance more during the Cubist epoch,
from 15907 to 1914, than it had since the Renaissance (Chipp,
1968)., This engrossment with formal devices h#d immediate
tnfluence upon poetry{’iiteraturé, muélc, and especially
architecture and the applied a4¥s. Formalist writers and
critics, 1n their praclamation!o+ the autonomy of the formal
elements, attacked t%e ataﬁémit dictum that the subject of a

cainting must deal with a comprenensible and narrative event of



an iméortant,,a noble, or a literary event (Chipp, 1968).
Metzinger and Gleizes, two well-known Cubist painters according
to the public and press at the time, were intimately involved

) in the Cubist manifestations in the Salon des Indépandants and
published a book about the ideology and aims of Cubism, Dy
Cubisme (1912). Their bias for form is clearly evidenced in

‘an article for Pan (Paris):

...form, used for too many centuries as the inanimate
support of color finally recovgred its rights to life
and to instability. (Metzinger, cited in Chipp, 1948, - g R
p.196) .

N

The literature of the Cubist movement is:abundanf and expansive
in scope. Probable reasons are that it readily Iendsvitsalf to
theorization, and because Cubist innovations were so
revolutionary and, in retrospect, is pertinent to later art.

The longevity of formalism and the general shifting of théﬂ‘\
force of art fromgéurope to Né;iY;rkigég been éccr;digé;;rigﬂr 0
part, to the influences of Hans Hoffman. Hoffman brought from
Munich and Paris the formalist concerns in the tradition of
Cezanne and Cubism. He opened a school in New York and for
nearly fifty years his theories remained essentially unaffected
ty trends of s&cial—concsiousness (Chipp,k;968). Hof fman
taught about colour, space, light, technique, and imagination.

L4

Many of the artists who were to became leaders of the post

second world war generation of formalists were either Hoffman’s

students or were influenced by his painting or his reputation.



76

The following is an excerpt from his teaching:

We recognize visual form only by means of light,
and light only by means of form, and we futher
recognize that color is an effect of light in
relation to form and its inherent texture...
When color is richest, form is fullest! This
declaration of Cezanne’s is a guide for painters.
.-- Swing and pulsating form and itg counterpart,

—resonating space, originate in color tntervals.
(Hoffman, 1948, p.77-78) -

Formalism as a Reflection of tthDbjective Paradigm
-
4 4

AR antecedent of the idea of form itself is found in
Flato’s written explanation of form’s profound affinity to
spirit: form provides a necessary basis for the expression and
cultivation of the human soul. For Plato, formal
characteristics were a constituent of and inséparable from
aesthetic exberience {Rader, 1979). The collaboration of
harmony, rhythm, design, theme, emphasis‘and subordination, and
Plato’s other principles of form constitute the whole, a
cohception commonly called orgamnic unity.

Depending upon the scientific paradigm of perception of

the particular era, the emphasis has shifted between the "part".

and the "whole", whereas Fliato emphasized representative
gualit:es of the whole, Hume, for instance, suggested an
interpretation 1n terms of acuity and precision:

Where the organs are so fine as to allow nothing
ta escape them, at the same time so exact as toc
perceive every ingredient irn the composition,
this we call delicacy of taste. {(Hume, cited in
Osborne, 1979, p.208)

e
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{
It was Bau%darten, attributed to be the father of'aesfﬁefics;
wha first noted the importané; of subsidizing‘fhe accepted‘
rationalistic classification of philosophical studies with what
was then believed to be an “"inferior cognition"; that is, the

senses (Dsborﬁé, 1979, p.308).

-

- Within the paradigm fundamental to Hume’s thinking,

. 5
erxperience is broken down into its elements. These elements

—_
are analysed, generalized, laws and physical causes éought,vall
in attgmpts tc gain much useful and objectiQe knowledge and
cattgcriesf

In the middle of this century;ra paradigm that became
dominant in the occidental world emphasized the affinities of
thought and language (Hur;ay, 1975). According to this

paradigm, the critic facing a work of art, like the scientist

analyzing nature, must describe the visual object of inquiry in

discursive terms. Even the visual artist who ﬁay think in
visual terms is, according to this paradigm, couching those
thbughts in language-like terms. Nelson Goodman (1968) notes
that this a;alytic philosophy that focuses on the problems'of
language, meaning, logical structures, and on scientific
krxowl edge with its objective attitude of physical cause for
everything neglects important aspects of the arts. Thoughts
and feelings are not always articulated most effectivelyluith
discursive forms.

Incursiorns from the analytic territory upon the arts are
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clearly represented in The Meaning of Meaning, a book with

—

presupbositions that have pervaded, often unintentionally, much

o+ contemporary criticism (Murray, 1975). The authors are I.A.

‘Richards, a prolific writer on the theory and practice of

iiterary judgement, and psychologist C.K. Ogden. Richards

; representé,a school of formalist critics within what was termed

4

"New Criticism”, but of these critics, he maintains the most
aggressively open positivist manner:/ In fact Richards is
attribgted.with helping to oust impressionist prose in the
1920’s and to initiate the austere, self-denying era of
objective critici;m (Marmer, 1979, p.70). Critical writing
that emphasized the critic’s subject—- ive reactions was mocked

by positivists as the “great soul wandering among masterpieces"”

approach {Marmer, 1979, p.70).

The positivistic design of The Meaning of ﬂeaning is
apparent in its overthrow of the "magical theory" (p.243) by a
”scientiflcrtheory“. Magical theory refers to a conviction that

' ~
words are a part of the thing and have special power over real-
1ty. Richards and UOgden attempt to eradicate this "habit" and
"the phantom problems resulting from such superstitions" (p.244)
by a scientific study of signs in wkich the bond between lang-
uage and reality is severed enabling one to realign language
w1ith reality through the reference capacity Ef scientific
symbols.

Richards believed that an "objective” determination of
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experisnce resultgdzfrom ouf deeper grasp of science; no worthy
answers ar; attainable uithoﬁt the ﬁost“thnrough and
far-ranging investigation. What matters for Richards is what a
poem is formally, not what it says. A position like éﬁat of
Richards’ is an ideology rather than'knouledge and informed
choice. Richards® formulations represent a reaé{ipnary and
intellectually unsound response to the prevailing influences of
bositivism. He represents a paradigm that makes theorizing
about the arts easier yet falsely systematic and exact.
Afterall, positivism, accérding to one aefinition'by Beittel
(1979); is a false interpretation qf science. Positivism is
the dogmatic belief in scientism which amounts to science’s
irratiaonal belief i; itself and only itself‘(Beittel, 1979).

-  The word “posiéivism" was introduced by Comte about 1830
{William, 1983). Comte ;rgued that -the human mind passed
through primary stages of theological interprgtation, and
metaphysical and abstréct interpretation, to a mature stage of
"positive" or scientific understanding based only on observable
facts. Positivism was soon to become not only a scientific
movement, but alsoc a scheme of history and social reform.
Raymond Williams (1983) points ocut that our contehporai;
critique of positivism argues that the position of the observer
is neglected when "observable facts™ are limited to only those

that are subject to physical or repeatable and verifiable

measurement.



Although Richards’ coﬁcern was with litéféture,'his
formalist influence upon the visual arts has b;;n considerable.
One such espousal of formalism exclusive to the visual arts is
found in’the‘aesthetics‘of Clive Bell. "Signfficant forat is
the key term in Bell’s theory of concentrated and
uncompromising emphasis on sheer abstract design, and also in
Roger ?ry’s rela&ed but more subtle and coﬁplex theor? of art.
(The ancept of form has been emphasized by many au;hors in a
variety Oflferminology.) Sigqificant‘fofm in*Bell’s theary
refers to a unique quality resulting from certain combinationé
of lines, colors, or compositional eiements. Bel1 holds that
aesthetic emotion, tge'only emétion hé conéiderS‘legitimate in
art and different from the emotions of everyday life, is
aro&sedlby the visicnvof significant faorm. Representati;n,
except for that of space necessary to ;chievetcertain kinds of
visual form, is aestﬁetically irrelevant, claims Bell:

Thevemoticn that the artist felt in‘his moment
of inspiration he did not feel for cbjects seen
as means, but for objects seen as pure forms——
that is, as ends in themselves.... It is form,

or at any rate through pure form that he feels
his inspired emotion. {(Bell, 1979, p.293)

4

-

Other Examples of Objectivity in Art

Before considering the implications of a formalist
approach for the education of artists, it is worthwhile to
realize that the attempt to attain "objectivity" in the

L]

-
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discipline of the arts was so pronounced that<a typevof
mathematical research was designed to find concrete evidence by
empirically measuring aesthetic value in works of art by method
of sgétisticgl analysis. Mention of these pursuits may rightly .
seem inappfopriate since they are reductive and may no longer
be seen to be of any serious ﬁelav;ncy, yét it is important to
realize the extent of positivist heéamony.

Eysenck, a British psycholbgist, attempted to prove that
aesthetic vélues are objective because consensus among
evaluation caﬁ be found and hence should be measurable (Child,
19566). Eysenck asked a sample of people tovranﬂ a set of
paintings in order of personal preference. Any congruity b4A
preference for one painting over anofher was detected by
statistical analysis. Understandably, there was the objection
to Eysenck’s prqposition that the standard of aesthetic value
is detefmined by the average taste of the majority. His study
neglected the possibility thaf a small segment of society with
a specialized interest in art may h;ve a stronger infiuence in

“*

determining aesthetic value (Child, 1966). Addit;onally
problematic was the likelihoodAof a vgriation in ;aste anong
various strata of éociey. These lacunae were pursued bf the
péychologist} Kate Bordon, in the early 1920’s with a similar
ﬁethod that measured consistencies ;méng experts wmith hopes of

finding more consensus and thus more objective results.

Instead she found that experts agree among theaselves less
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often than do the general public (Child, 1966).

‘Yet another analogy between evaluation in art and
mathematics, but of a different sort, was proposed by George
Birkhoff in his writing suitably entitled Aesthetic Measure,
1933, and a few years later by Rashivsky (Berlyne, 1971;
Osborne, 1979). Berlyne (1971) reviewed these theories bf
objective measurement to see to what extent they can be
reconciled with the present state of knowledge in psychology

and in other scientific fields of study such as neurophysiol-

.

ogy. Basic to these theorieé was the notion of arousal and the

idea that too much or too little arousal diminishes the value

3

of aethetic experisnce and therefore the meaning. Birkhof+,
Rashivsky, and Eysenck each constructed mathematical equations

in which aesthetic value in works of art were measured by a

\
N

formula relating order to mathematicai complexity (Berlyne,

1971).

Implications for the Education of Artists
Theories in art aréldeveloped with implications about what
kinds of criticism are acceptible and what factors denote value
in art, yet any critical theory starts from an assumption about
what is artisically valuable.  “In other words, when art
o .

theorists and critics delineate and establish theories in art,

they are inevitably suggesting values—-—-they must maintain some
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conception about what is artistically valuable. These values
can then be appropriated by artists who attempt to create art
that will be acknowledged by critics and gallery
administrators. Despite the problems that surround this s
circularity between artists and critics (a fchitken and egg"
interrelationship that isrmore relevant to %ociologogy of art
and especially institutional theory than to this present
discussion), ardent formalists can, in principle, identify and
delineate value criteria in art according to the rélatively -
objective conditions of formalism. Richards (1948) held that a
logica* system of evaluation must precede any application of
literary judgement. Formalism, because of its affifmation of
the existence of evidence obtainable within the object’s form
upon which ctéésifications and value systems are constructed,
allows for ease in ascribing valué more than any other
theory of art. In turn, and in principle, the construction of
a studio art curriculum within a formalist paradigm should be
relatively unproblematic-—yes,this is a proposition that is
customarily deemed proble ic by many educators and artists.
Since valid artistic activity can be logically defined

according to the tenets of formalist theory, fornalisg tends to
present few difficulﬁf&s for systematic instruction in
education. Currzchzuhs #ené?%ting of units of knowledge and
demonstrations in technique and formal design elements can be

readily constructed in compliance with formalist notions of



v ) 84
value. Such a curriculum lends itself convenien£i; to control
during instructional hours, and to student evaluation by
empirical mélhods. |

The formalist premise that valﬁe somehow inheres in works

of art and that it can be measured can result in a formalist
conception of art education intended to cultivate in students
an ability to evaluate art. Nhen works of art, including
student works; are compared or interpreted in a highly
judgemental way, the aims of art education appear to be the
culti&ation and refinement o% students’ "taste” and tée ability
to evaluate and appreciate "valuable art" (Giffhorn, 1978). Art
criticism of an  evaluative sort coula be construed to be of
utmost significance toc an artist’s education. An implication
#or art production in studio courses would be;an emphasis on
the creétion of '"valuable” objects. (?Vaiuabie" is often 7
paralleled in much of the literature of aes&hétics with. some
conception of "beauty".)

Just as a formalist approach is influenced by positivism
and the notion that objects can bhe broken down into component
parts to be defined, interpreted, and analyzed, soc to¢ is the
approach of many existing university art programs. Many
programs are constructed according to principles of form:
figure/ground, light/dark relationships, bglance; harmony,

rhythm. Much of the art created by students in secondary

school art classes i1s both inspired and evdluatgd by these
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formalist principles. And Michaels’> (1970) 5tuay i;&;;étea<
that in many American university stu&io programs art is treated
primarily in a formalist manner. Explanations for this may

be that formalist principlesﬁsre_cpnvenient tools by which both
mature artists and students can experiment with media andrthe
manipulation of fﬁrm, and secongdly, these principles have béan

the prime concern ‘of many twentieth century artists. The

problem occuré, however, qhen there is an inadequate

underst;nding of the premises. To recognize‘that the emphasis

in much of modern art has been upon formalism or, mor e " o
particularly, that the emphésfs of the Bauhaus School has been
upon design elements, is not in itself sufficient reason for '
promoting a stric;lyAformalist art education. It was Pepper’s
(1945) opirion that dependence upon auihdrity without knowing
"that authority’s evidence is blind concession. Althéugﬁ
formalism is conducive td fatioﬁal inquiry #n& méyﬂéQéﬁiféﬁar
more/closely tomard reductionism thaﬁ other theories, it should
be realized that any theory can bew}educed to dogma if

developed without critical understanding and innovation.

Richards defined art criticism in The Principles of

Literary Criticism, 1948, as the endeavour to "discriminate

between experiences and to evaluate them". We canrot do this

without, he claims, some understanding of the nature of

experience or without theories of valuation and communication

(cited in Murray, 1975, p.37). Richards continues to explain
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that a worthy definition of "ekperience? can only be attained
with a "deeper grasp of science" and the most thorough and
encompassing investigation. In educatinﬁal terms, thjs would
be a ﬁidactic exercige in the sense that observation,
interpretation, and anglysis of mate}ials, forms, and
interrelations within the work can~undou$tédly increase

’ percaptipn by enabling the viewer to see previously unnoticed
- eléménts and relationships, perhaps thereby leading to

incréased understanding and appreciation for‘the complexity of

embodied meanings. ;Hhether such a systematic cognitive -
experience detraFts from or overthrows the true potential
function of art by lessening or even eliminating "éestﬁetic

experience” (an amorphous concept associated with emotiona}

response) is a controversy dependent upon the particular

- ‘

*CDﬂCEpticﬂ of the nature and function of ért. It is alsoc an
issue 'that reflects back to the argument of Chapter 2 between
the rale of intuition and rationality in higher art education.
- N . v
Critique of Formalism -

4 .
One side of the argument-—-the intuitionist side--toward

the relation between the aesthetic experience of art and
conceptual knowledge is that a more sensitive and jﬂpfeased
aestheti®™-experience does not necessarily result from the )

cognitive assimilation of formal elements and meanings

-
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associated with formalism. Hithn;t‘fhé”vitélity and brisk
rhythm of “aesthetic experience”, art criticism may prompt the
Yvieugr to~habituate;;nto&agprocess of merely-searching for”
recadnizablevimages and'ﬁeanings (Stalnitz, 194646). The o
intuitionists uoqld say that art involves itself_with more than
just form——that art is linked essentially uith‘intuition and
emotion. Art criticism, uhich‘thaykuould likely parallel with -
formalist analysis, involQés the intellect. Therefore
criticisﬁ caé overthrow the true p;tantial fhnctjon of art by
lessening or even eliminating the immediacy with which art
affects the viewer.
The afgument just present;d between formalist analysis and
aesthetic experience resembles Adorno’s (1982) discussion of
-

the broader issue of cultural criticism. Adorno distinguishes

between "immanent" criticism and "transcendental® criticism.

Immanent criti&ish7o¥';rtiéfiﬁ7éhaﬂiﬁééiiecia;i pﬁénoméﬁé seé;s
to transforﬁ, thraugh analysis of form aﬁd°its,resu1tgnt
neaning, a géneralrrecognitiun of the "servitude of the
cbjective mind" (p.32) into a heightened perceptioﬂ o{ thé
thing itself. Because immanent criticism involves analyﬁis of Y,
form and the "objective" mind,’Adarno’s criticisms can bé

applied to formalism.

Immanent criticism cannd%:take comfort in its own

idea. It can neither be vain enough toc believe- ,7 —

that it can liberate the mind directly by immers—
ing itself in it, nor naive enough to believe that

unflinching immersion in the object will inevit-
ably lead to truth by virtue of the logic of things
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if Dni? thE'SubjectiVQ’EﬁﬁﬁTéagé”EF*fﬁéﬂFETéé‘ﬁﬁ01§44W*

is kept from intruding from the outside, as it were,

in the determination of the object. {(p.33)
Adorno criticizes immaﬁentlcriticism as being "fetishism of an
'object blind to its genesis" and, resultingly, the brerogative
of the expert. Yet equally faulty; he says, is the
transcendental contemplation and abstract theorization that <
forgets the constituitive "objects" necessary about whicﬁ to
theofize. Adorno then precadtions that "tépological thinkindn
_which knohs the place of every phenomenon ;na the essence of
none” is related to tﬁe mechanically ¥unctinning'categories :-
into which experience is severed from the object and acccrding
to which knowledge is compartmentalized to make knowledge more
readily graspable.' Aé Adorno reminds us, the world is
compartmentaliz?d. _Houever éuch compartmentalization is
vulnerable to domination ("divide and conquer")-—the very
- domination against which construction of the categories
was intended to resist.

Compartmentalization of knowledge may lead to more
objective (or “factual®) knowledge by reason that it @éy evade
much subjective prejudice or personallpreference and the
,cénfusions asscciafed with a differential dialectic.
Similarities are sought for the more scientific purposes of
classification and compartmentalizatioﬁ, definition,
interpretation, and anafygis. Supposing thesé methods of .

science are considered for their possible provision of -
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objective knowledge——to return to a central (although

positivist) point of Richard’s formalist thesis—-then perhaps a
reason to believe in the methods of science is that scientific
theories are open to rejection and modification. According

'
to Kuhn’s The Structure of Scientific Revolutions (1962),

anomalies can lead to the rejection of a critical thepry
resglting inrparadigm change, or as he terms it, a "scientific
H;églution".< It is the pseudosciences like astroiogy that are
problematic because fhéy are not as open to modification and
nchange in this way. David Cérrief k1979),7anrart critic who
explored'thé link between science and the arts, questions that
if such change in theories in science should be a reason to
call scientific theories bbjective, then wﬁy'éhduld not the
same be true of certgin*critical theories of art? As in ¢

~

science, Carrier says, we can reject formalism because it fails

to actount for muchwcontemporafy art, or because it dénotes ;\\
certain concept of modernism a;;incoherent, or because other K\\\\\TN<
accounts better describe the relation between "old master" and
contemporary art.
Yet formalism—giil} exists. Certainly there are no lack
6+ alternate théories ;ﬁé?gnomalies'but these do not lead to
objective EAouledge in tﬁégéé%sé’thaﬁ Carr{gr iqtends since few
theories are rejected. Rathér,ﬂfqrmaiism,'éspecially its
Minimalist inheritors, co-exists alongside the variety of

theories and approaches in a dtate of pluralism. The



SN

_ ... 90 _

permissiveness of the pluralistif situation'shbuld‘mean that
artists and critics no longer need be constrained by the
putative objectivity of formalist'rhetoric, yet formalism '
because of its objective authority of formal elehents has been
argued by Fuller (1980)'to hinder.tﬁe emergence ﬁf'contemporary
art from a'cpndition of elitism and irrelevancelfo its public.
And forhalism is perpetuated by art education géﬁerally.
Fuller reacts to a commentﬂméde by Clement—Greenberg, an
influencial art critic of the 1960’s and,a proponent of
American Formalism, that painting should confine itself to
the... \

.».disposition pure and simple of color and line

and not intrigue us by assocation with things we

can experience more authentically elsewhere.

{Greenberg, quoted in Fuller, 1980, p.59)
It is this very confinement to such pure and simple that Fuller
claims is the explanation, in part, of such a small,
specialized audience.

The formalist insistence that a work of art ié a closed

and complete syétem in itself in thch its elements are

explained and evaluated in ferms of their interdependence,

1

independent of subjects and social factors, is to categorize
art as commodity and to situate it in an elitist!pasitian
wherein appreciatiom of it requires a select social pesition,
money, and "Cultufe". This exélusion represents, though quite
simply, the—eﬁgence‘of a sociologcal critiqué’af art.

Sociologists of art would argue that meaning and value in art

b
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cannot be derived solely from its formal context, that it is

impossible to separate it from its social mileu. Philosophy,

‘formalfsm, and all aesthetic theories are themselves social

constructs. Regardless of whether artists portray or rejéct,
inténtionally or not, or hurl defiance at a culture’s aesthetic
standards and conventions, they aré nevertheless delegates o-Fw
that culture and the social stratum upon which they depend.
Furthermore, the distinction of "great" works of art which
eventually form the established aesthetic tradition and later
incorporated into a static, lineaf form in art éurriculums, are
evaluated by academics, critics, intellectuals, and the like,
Fhemselves‘instjtutionally and'strateg{cally located within a
spocial history. This is an evaluaﬁive process that many
opponents of formalism consider to/bevédeological'énd partial.
Fuller denounces critical thgories that make cléims to
empirical objectivity. He calls their apparent objecfivism
"rampant idealism in fancy dress" (1980, p.219). These',
"bourgeois idealist crities "(p.225) cling to the concept o{
reified tials and universals. Fuller demonstrates this by
citing Kenneth Claré’s description of the classical Greek

sculpture, Venus de Milo, as "one of the most splendid

physical ideals of all humanity” (cited in Fuller, 1980,
p.225). Purporting eternal universal ideals is, in Fuller5s

words, "sexist"”, "racist", and "imperialist" because it

elevates not only a race as "ideal" but also elevates a
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condition of sculpture under Western capitalism into a category
ailegédly valid "for all times and all places"(p.é28).
Sociologists of art would immediately purport that
aesthetic tHEbry, and especially the objective
pseudp—scienéiiic attempts by formaliéts, havé failed because
of its unmitigateqwreduction of the nature of art. The
discipline of the arts continues to exist on the whole,
with little reference to socialogical intervention (Wolf+f,
1982, p.27). In the following two chaptersAthe_approaches
which formalist theory overlooks are discussed--the social, and
the subjectivé. Despite its obvious lacunae, the formalist
paradigm merits attention here because of its significant and

extensive effect upon the discipline of art, upon education

-

generally, and of course, upon the education of artists.
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been reduced by concentrating on the formal elements

irrespective of any social context,

as evidenced in the
previous account of formalism.

Certain transcendental or
universal qualities tﬁat persist through time and across
cuitures have often been explained by the partial or
.supra—historical status of formalist analysis and the
philosophy of art. However, the formalfstfé claim to
objéctiVity has been rendéred problematic by exposing the
complexities and situating art in a social context that may

suggest ways in which the arts can better be understood.

A

sociglogical approach attempts to demystify art and its related

issues that are generally used uncritically.

Categories of Affiliation Between Art and Sociology

Art is integrated inté the structure of society when it is
créated, perceived, and %&valuated.

art and sociclagy are diverse.

5 .

=
The relationships between

First, there is the theory in which political and

ideclogical doctrine do not necessaril? have to be the

v

intention, either exﬁlibitly or allegorically, of the artist;

but that all art is political nevertheless. This first category

T S

3.

Many of the difficulties and complexities of the arts have.

9



is a perspective by which the context, the intentions, and
5oc{alogical implications can be considered for all art -
regardless of whether it is a purist painting in uh1ch the sole

1ntent1on is to explore certain formal qual1t1es.r“£

Wolff (1983) insists on the relevance between art éhd‘,

e

‘sociology because art is unavoidably political. She stresses

that this does not necessarily mean that art is 6n1y polifical,
or that aesthetic evaluation can be reduced to ideology, like
sociological -reductionists (discussed later inAthis chabter)
would purport. Any painting with apparently "innocent" subject
matter can bé de&oded to.identify its ideological position.
Wolff recognizes that the implicit meaniQPs of‘the work will
most often be found to be complex and even contradictory,
reflecting both the "conérad;;tpry nature of consciousness" and
thé variability within the_"artistic system of representation"”
(p.64). This may explain‘why works generally interpreted as -
conformist 0P3§upportive of the status quo have suddenly been
found to offer new subjective meaning. )

A second categorylis art that is explicitly and
intentionally political. Whereas the first catfgory represents
a theoretical position, the second is a category of art.that
-can be produced aﬁa used for the service ofrpnlitical reaction -
and revolutions, or in times of stability, ité po{jt;;él role
may be the result of an artist’s exploration of- the means by

which innovation in art may produce a transformation of

political consciousness (Feldman, 194675 Wolff, 1983). To
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understand su{{iciently a work of this nature the viewer must

«*
‘realize its social and historical circumstances. Al though the

political role of art is paramount, Wolff suggests that this
type of art becomes merely "agitprop" only when all
consideration of form is totally subordinated to considerations

of propaganda. One of the monuments of revolutionary art is

Liberty Leading the People by Delacroix. The intention of
this enormous political spectacle that‘depi:ts an allegqri;al
figure was to inspire and guide the Erench revolutionaries.

A third c;tegory'is art which is political to the extent
that it is concerned with political themes. Again, works of

this sort cannot adequately be understood without a knowledge

of the political inspiration and reference invalved (Berger,

198035 Feldman, 19673 Wolff, 1983). - These works differ from
those of the second category in that the intention behind
these works may not be to mobilize audiences or to intervene in

political events, but to present a social description by

Jrdi e

selecting or “"framing' existence as a way of life, say, or
~focusing on the quglity of life. The Ash Can School of eight
American paiﬁters exempl%f@es the tradition of social
description. These artists organized themselves in revolt of
the sentimental and picturesque ideals of the salon art of
Europe. Instead they portrayed working class themes.
Satire_is another form of art ;ith social intentions, and

can belong to either this second cateqory or the third. Satire

often serves to ridicule institutions and people or to



dramatize the gap between official prﬁmises and actual
performance.

The percehtinn and definition of art in terms of its
social roles and institutions is termed "institutional theory".
Accorqing to this fourth category, art is accredited the status
of'aré by reference to traditions that inevit;bly derived their
characteristics from roial and institutional ances.
P;oponents of institutio;al theory would carefully cnnsfder the
effects of what art ¢€ritics, editors, scholars, gallery
adminstrators, and members of boards of arts councils that'
determine the distribution of funding to artists and projects
. would bring to bear upon their practices. Wollheim is linked
to this theory by Carrier (1979) and wdl%f (1983) because of
his argument-in Art ana Its Objects (1980) of how new arts.

- are established as,art.aflhstitutional theorists, he writes,

ask questions that... - .

&% -

...will benefit froﬁ'the comparatively rich con-
text in which it is asked. 1t is for instance,
in this way that the quesion, Is the film an art?
is currently discussed. (Wollheim, 1980, p.132)

The following section reviews a fifth and extreme
relationship between socioclogy and art. It is one in which art
and aesthetics are radically reduced to ideological concerns.
Altﬁough insistent upon the relevance of sociology for art,

it is a position contended by Wolff g1983), Fuller (1980) and

other non-reductionist sociologists of art.
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Marxist Reductionist Theory‘and Its Implications for the
Education of Artists

A belief common to a11i59cts within sociological }
reductionist theory of art is that the problemé qf aesthetics
and aesthetic evaluation ;re solved. The.product;on,
perception, and evaluation of art are seen as mere

e

historically specific discipline and as such is reducible to

socio-historical events: aesthetics itself is simply a

ideglogical explication. Nicos Hadjinicolaou, a social
historian of art deemed representative of reductionism by
Fuller (1980) and Wolff (1983), illustrates in hié book,

Art History and Class Strugg e (f978) the principle by'ﬁhich

aesthetic evaluatgmh,tan be conceived as, curiously,
unproblematic. /ﬁ9d31n1colaou does not deny that the perception
of the objéct of art provokES'reactidns varying from pleasure
to displeasure (to name only two polar reactions) but that
thése reactions are always closely linked to the extent to
which the viewer recognizes her or himseif in the "visual"
ideology of each work. Hadjinicolaou takes this a step further
Qith his statgment that the pleasure felt by the spectator on

-

viewing a biéture, and the correspondence between the viewer’s
aesthetic ideology and the painting’s visual ideology are "one
and the same thing"™ (p.180). Given that the aesthetic effect

of a work is nothing but its visual ideulogy, the very notion

of aesthetic value can only be rejected.
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I_deny the existence of an aesthetic effect
hich can be dissociated from the visu
ideclogy of a work. And I refuse to use
even the idea of aesthetic value in art
history. .(Hadjinicolaou, 1978, p.17%

~ Such a resolute assertion appears to be a suggestion that art

is disintegrating, and in fact, he does state: -

The recognition that there is no aesthetic
effect to be isolated results in certain .
consequences for aesthetics as a discipline ) -
.».. aesthetics will follow philosophy of o '
history into oblivion, because it also is e
a ’discipline® without subject matter.
{Hadjinicelaou, 1978, p.182,183)
Aesthetic judgement, according to Hadjinicolaou, is not
totally subjective as frequently alleged but always derives
from the aesthetic ideologies bf social qroups (p.183). Any
reflection or speculation on aesthetic value must be
incorporated into a concrete historical and "immanent® analysis
of the work or style in guestion. The art historian’s task is
to establish his analysis of axpainting’s visual‘ideology on

the history of its appreciation.

If art programs in universities conformed to such a

. reductionist theory by which aesthetic effect is nothing more

than the pLeaéure‘felt by observers as they recognized
themselves fitting within a picture’s visual ideology, the
ﬁroblematic issue of evaluationrin terms of evaluation of
student’s wark, decisions as to what art is worthy of sthdy,
and so on; would be reduced to sociological concerns.

Al though undoubtedly complex, evaluation would become a

more tangible and almost logical procedure employing criteria

,
_t



of visual ideoclogy. The discipline of art criticism wodld
function prfmarily to describe and interpret visual ideology, a
function very similiar to that of art hiétory. Given the
similarity between methodologies, perhaps it is possibie that
c;1t1c1sm Vould merge or even yield to-art history. ’And, if an

oo

extreme soe1olog1ca1 reductionist theory of art was completely
accepted, all categories of the aesthetic would be officially
rejected, as Hadjinicolaou suggested. In this case art

education as we know it as involving the senses and the

emotions could also become defuﬁ;t. Sthdio art gpurses such as ‘

painting and drawing wouldrlikely maintain a role as purveyor
of the skills required to master symbolic form through which
i&eological and political statements cn&ld be rendered. There
would be little concern for intrinsic abstract gqualities of
form itsel+. A | - .

Undeniably, formalists and sociological reductionists
consider themselves at opposite poles. The essenc;'of
formalism is form confined within the work itself, irrespective
of social or extrinsic éleménts, wﬁereas for the reductionist
form is only of worth as a vehicle through which iheology is
represented. Their similiarity, however, lies with the
" reductionist incorporation of the aesthetic into a concrete,
scientifically rational analysjs of specifics. In this manner
reductipnism echoes, in some ways,y fermalist—éﬂa%ysiss Both
theories assume that many concrete and defiﬁable "facts" about

-

art do exist although these "facts" differ between the two

™
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fact;Sns. . This similarity is apparent in Edward Thompson’s
critiq;e of Althusserian reductipnist theorvy. (Althusserianism
is>ong grq%ping within Marxism which is }requently cfiticized
for its st?ingent regard of £he aesthétic product as the result
of the app{ication of a means pf labour to transform a raw
material. AlthuSSEfians do not distinguish between arg and

other material products.) The aesthetic "product” is describedgm

L

as:

-«.-a sealed system within which concepts R
endlessly circulate, recognize and interro- . S
gate each other and the intensity of its

repetitious introversial life is mistaken

for ’science’.. (Thompson, cited in Fuller, (\
1980, p.246) P

It seems reasonable to infer that the reductionist

methodology of cognitive analysisyfor detgrmining
e ‘( ;'—“

classification, interpretationé;*hhd evaluations, if extended

into art eduéafiaﬁ;7;6;faréiﬁii;ii;h;;céééiﬁﬁfg7;A‘
intellectual, logically concrete approach téﬁﬁft education,
_someuha; like that of a formalist emphasis. Hgt;:»;b';'ver‘,"L
Hadjinicolaou denounces the positivist approac;rtuxconvénfional

(farmalist) art history as autonomous and essgntially
independent——"a part of bourgeocis ideology" (p.62). Such a
"particularly conservative school of thought” (p.&8), in his

opinion, results in art history as a chain of isolated events,

ideas, and creations, “with the weakest of links and lacking

A — —_— ———

any relation to the *outside’ world” (p.68). 1Its suppositions

>

reincarnate "the old notion of art for art’s sake" (p.&B). He
y

A
v

ey
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aftributes formalism’s popularity to its condusiveness to
analysis. Ironically, while cautioning us about the danger
that formalism presents because it allows for very rigdrcus
analysis, Hadjinicolaou simultaneocusly writes that to stengthen
the links to the "outside" world a scientific approach to art
history is needed to uncover "“facts" about ideclogy in art.

With the aid of concrete socio-historical analysis,
reductionists claim to solve éyen the +ollow}hg,prpblem raised
by Marx in his Grundisse, 1837:

" But the difficulty lies npt in understanding
that the Greek arts and epic are bound up
with certain forms of social development.
The difficulty is that they still afford us
artistic pleasure and that in a certain res—
pect they count as a norm and as an unattain-

‘able model. (Marx, 1857, p.111, cited in
Hadjinicolaou, 1978, p.182)

The phenomenon of'reducing a work of art to ideoclogy

undoubtédly unde;mihés any traﬁsﬁiéiéricai ér univéréél
aesthetic value that may exist and impoverishes the emotional
and intuitive essence of art. So it seems that by
Fbreshadouing an objection "by all who rightly fear a dogmatic
ér mechanical approach”, Hadjinicolaou concedes that Greek art
or any art that is seen #s an ideal is "not the same ideal on
each occasion”. The history of the reception and experience of

the work and the compexity of class divisions must also be

considered carefully before any parallel can be made with

content aﬁd_styie in arf.
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One has " to look at the complexity of each era
and take into consideration the fact that several
aesthetic ideologies coexist during any® one )
period and that one dominates the others.
(Hadjinicolaou, 1978, p.182)

Despite Hadjinicoclaou’s conciljation of thé existence of
ideals, complexitiés, and inconsistencies, this sort of Marxist
reductionist theory is rejected by many sociologists of art.
Wolff (1983) argues that Hadjinicolaou’s explanation about why
Greek art appeals to Hineteenth century artists avdids any
implication of the existence of purely éesthetic gqualities and
values in artj any transhistorical aesthetic value is explained
away, or reduced within the theory of visual ideology.

Fuller (1980) ac?no«ledgqg his Marxist persuasion:

Despite certain questions and ‘reservations,
-1 consider that Marx’s assignment of primary
determinative power to the economy, and his
account of the division of society into con-
flicting classes whose contradictions will
demand resolution in history are basically
right. (Fuller, 1980,p.242)

However, Fuller is apprehensive of any Marxist theory or any
-

P

derivation thereof that advocates absolute “scientific" truth.

It is certain Marxist critiques of "bourgeois",
"ideologically—-blind" aesthetics that Fuller rejects. He sees
Yﬁérxist reductionists as themselves ideologically-blind for
tﬁey too are caught up in commoditization ideologies4—tho;e of
fiate monopoly capitalism", long since the antecedent of
e%trepreneurial or bourgeois capitalism. - - -

‘Thgyftglk abggtfgg;gtings;gﬁ/if these were

advertisements... ‘artist’s style’ has

indeed been eliminated, singp.the image is

corporately conceived and ”hanically_gng"

“s
L= XY
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1

produced. ~The advertisement lacks any stampﬁg??
of individuality... aesthetic effect is redug®
ed to a redundant contingency. The advertise-
ment is constituted wholly within ideology.
(Fuller, 1980, p.37) o .

The elaboration of a theory of. ideology has beeh one of

Marxism’s greatist contributions. It offeré?a scientific

analysis d?fsociety'and, importaﬁtly, revises the twentieth

century formalist attitude that art is somehow "above" social
considerations. Although sociology of the arts as a sgholarly
tradition and body éf knowledge dates only from the mid sixties

(Wolff, 1981)--the time of Arnold Hauser’s study of the

$ art history--a great amount of the inguiry into

soci }ﬁgy(o
B0 . . , S .
the nature of art as social occurs within a Marxist conceptual

Es

framework and uses Marxist terminology.'

The Implications of a Non—-Reductionist Sociology of Art for
the Education of Artists , L

1

Idéology is so pervasive that it manifests it;e}f
"persistently” within the artist, the critic, and within works
of art, stresses Fuller (1980,79.224). Art does not simply
reflect ideoclogy but reproduces it through forms of
representation. Consequently, the first prerequisite for both
artist and critic, says Fuller, is the adoption of a conscious
position. of Dppositio&géo the prevailing ideology. But such an

act of intention is not sufficient since the artist’s

cwa .

constraint by an internalized ideology, however great that

struggle against it, is compounded by the techniques and media
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used in art production. Much of the materials and methods
“used in art are linked to the "production of luxury
commoditieéf, and their use results in addifional inferences.
With their control of mass media, power complexes have S
significantref+ect upon the conditioning of our norms and
values.

As 1 see it the task of criticiém is not to advocate
that the artist should abandon the struggle altogeth-
er (as many do) but, recognizing the inevitability of
" contradictions, to battle against the adulteration of
perception, both within the critic himself, and also
within the artist himself. (Fuller, 1980Q, p.224-22%5)

Hendficks, Johnsaon, and Tocﬁe (1973) of the Guerilla Art
Action BGroup have a spirited bias for socially informed art,
and condemn art that is excessively perverted by the ideology
of materialism. An art that glories in detached aesthetics
rather than confronting the concerns of direct relevance to
society "“negates human values and freedom".

Art has become a meaningless game for the sole
benefit of those engaged in the suppression of
human life and values, the toy for a white elite,
which in this country destroys the culture of
Blacks, Puertc Ricans, and Indians, an elite that
forces onto them a foreign and irrelevant culture.
(Hendricks et al, 1973, p.80)

Art that falls into thé category of the politically aware,
if its experience is activated by art criticism and art
education, becomes in itself an educational process of
awareness. Possesion of critical skills and knowledge about

art and society are essential for acquiring an awareness of

governing ideclogies. As one example, energies do not need to

-
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be wasted in éstatus symbol competition” (Giffhorn, 1978, p.352)
if the’symbols, forms, and technigques used by mass media and
advertising arfd}or the manipulation -and distortion of the -
public’stjudgement are recognized and neutﬁalized.

When qgestioning.all moéives, assumptions, and valuesAof

both the "Great Tradition” ahd'media images, it becomes

apparent that not only afe the values that do&&nate our ideas

-
5

and form our conceptions of art predominantly Anglo-saxon, but
that they are also predomihantly male oriented. It is both the
fine arts éradi£¥on and media images which construct and ‘
reproduce social problems such asjsexism, racism, materialism,
and militarism.

As evidenceﬁ by the gFowinq body of feminist art criticism
and feminist art, particularly Qideo and performance, feminists
are reacting to the tradition of art, and fqrwqore than one
reason. First, they react to the. manner and social roles in
which women are portrayed in ar}}“;gecdﬁaly, there is Dbjection
in terms of the actual production of art and the way iqnwhich
women have been "handicapped” or even excluded as. h
practitioners. During certain periods when the Art Academy was
dominant, for example, women were banned from iife drawing
classes (Broude and Garrard, 1982). Such an éxclusion was a
crucial factor in determining what sorts of work they could
pursue and explains why, in many cases,’{hey turned to *the

decorative arts, flower painting, and the painting of animals—-—

modes that were discredited in the.male—dominated“tradition of
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art. 'A third reaction is directed to the fact that those few
:women artists who were relatively successful in their own time
were, for the most part, not adequately represented in the
history of’art.

" An épbroach to ért and art education that neglects the
sociologicaljconsideratioﬁs of art’s context, ideoclogies, and
influences, or one that restricts itself only to the "Fine
Arts" tradition has a tendency to stabilize existing conditions
or to leave the reform of gocial structures to those whao
already maintain power and priviledge (Biffhorn, 1978).
whenrsocioiogical considerations are neglected, art remains

- .
accessible only to those with enougﬁ leisure time and money to
enjoy it. Art education retains its peripheral role as a
frill. Artists who lack this fundamental socioloqi;al
realization can do little to challenée the status guo or the
social stratification of unequal economic and social‘classes,
or even challenge the peripheral role of the arts.

Indeed, a sociological approachﬁmay partially explain
aesthetic value in terms of political values. This.seems
reasonable if we consider aesthetic wvalue as also being
historicélly spegific, and that value judgemehté abbut works of
art are determined to a large extent by professionals situated
in universities, ﬁublishing, and galleries (the thesis of
institutional theory). Although it is worth nofing what

elements are brought to bear in therevaluation of art,

sccioclogical analysis‘cén locate and analyse ideological



107
e}ements in certain value judgments in art without necessarily
reducing the guestion of aesthetic value toentirely \ ‘
sociological questions, as is the tendency7of}harxist
reductionist thebrists.: .

Wol+tf (1981, 1983) defends aesthetirs from ideologicai
reduction partly becéusé of the di+ficulty incumbent in
identifying the poliéica& ideblogy of a work of art. For Wol+¥,
works, apar£.+rom the maost banal, will not be reaucible to."a
single, unified set of ;alues" {1983, p.64). Art is always
ideological iﬁ the sense that art and idedﬁoéy are inseparable,
y;t values, even ideological values, are always changing--the
social history and scciology of art,demonsfraté both the

political nature of art and the fldctuations in aesthetic

criteria of value.

“

In support of a non—redu;tionist sociofé@y of‘arﬁ, wolf+:

(1983, p.59) argués gquite simply:

All evaluations involve a certain #actual defense

and facts are always value laden. Aesthetic values

then, necessarily involve extra—aesthetic values.
Within this statement are three notions that summarize her
pq§ition. The last sentence of Wolff's argument reinforces the
;}evious discussion of ideological awareness and-critical |
skills so itzéill be discussed first. GSociclogy encroaches
upon aesthetic values in two ways: one, by either supporting or
attacking vested interests in the persistence and dominancerof

particular art forms; and second, by bringing pplitical values
' g

to bear in the actual evaluation of particular works of art.
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In both respects, a critical sociological awareness is required

Fpr»the process of aesthetic’evaluation. It seems to me very

unlikely that Wolff, if sﬁe héd directly addressed the issue of

the education>of artists, would recommend the intuitive

approach (as.outlined in Chapter 2) but instead would insist

upon a broadly based education through which art students could

achuire critical skills and é knowledge of dominant ideologies,

. 5

conventional values and traditions in ért; and the context in

T

which art is situated. = ) : :
Secopdly, Wolff’s use of the term ?factuéi defensaﬁ

implieQ?fhat';nforméd evaluation is distinguishable.froh
.personal p?eferénce. We generally.gttemptbtu defend the former
rationally in terms of empirical knﬁwledge and statements.

| Thirdly, the phrase "facts are always value faden” infers
thatfthe very choice of empiricalicriteria, the language used,
biographical, ideological, and otherAféétbrs involved in the \
investigatgon of objective "facts" are subfective. Wol+f+
relays the obje;tiqn;Posed by Habermés and Harﬁuéz to claimg (;
made by the natural 5CiEﬂ£ES'tHét‘prégegt themselves as the
epitome of "quective“ knowledgé\and ratiuﬁality (wélff,
1983). 'Habermas &faiié that any knowledge can never be
”objective" in the-sense of being exemﬁt from "interest-
déterminqtion". éveﬁ practitioners of the natural sciences
operate in the interests of the status quo and the dominant
groups in scciety. ‘According to Habdermas, it is their naive

éssumptions about value-free knowledge that allows them to be
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manipulated to the most irrational and most drastic ends.
Wolff uses the ex;mple_pf the production Dﬁ nuclear:wéapons to
illustrate fhis'point: I'ASelf—r'eflE-xivity" or critical awareness

of the institutiomal and interest—-bound features of science

- .
»

would render practitiomers of the naturalhsciencés less
vulnerable to such manipulation.’

If Habermas recognizes subjectivity within scientific
knowledge‘aﬁd'consequently recommends éelf—reflex{vity as a
meané to avo;d manipulatiﬁn, then -surely the arts cnqld also
Eenefit from sdch reflection, even if only in the form of a
sociélogicél demonstration of art’s ideological nature. That
the discipline of art can be subjected to analytic |
investigation- by sociological techniqueé does not invalidate
art’s emogionai and'intuitive character. Because art involves
more than cognitive ideas and scfantifi; methods, the sociology

of art purported by Wolff, unlike sociologies of other

disciplines entifely suspends the guestion bf truth and the

k)

...we simply need to‘obéerve the problematic nature
of all ;claims to objectivity. {(Wolff, 1983,p.38)

From thevpoint of view of a sociology of art &of‘the
non-reductionist sort) that recoénizes the subjectivity of art
due to extrinsic social influences, individual and cultural
differences in peréeption, verbal‘description and

interpretation, art, then, cannot be reduced and confined to

objectivé classification and evaluative systems. The
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discussion of the sociological approachés tb art in this
chapfbcvgés returnedhto an earlier critiqhe of formalism. It

is suffgéient to repeat hére that the formalist insisténce that

a work of art is an irmdependent entity, a closed and cqmplefe

N -

‘system, allows forhtidy systems for ease of evaluation and art
xﬁurkiculum development. in opposifiont the non-reductionist
socioldgists of art would go as far as to say that these
contrived and distorted systems are‘anti—educative in that they
set limits to perception and experience. The following péssage
b; Rosenberg (1971, p;136) is &1rECfed toward thé disgipline of
arE criticism, yet ig important for art educators to consider:

Modern art is saturated with issues and ideologies
. that reflect the technological, political, social
and cultural revolution3 of the past one hundred .
vears. -Regardless of the degree tp which the indiv-
idual artist is conscious of these issues, he in
fact responds to them in choosing among aesthetic
and technical alternatives. By choosing-a certain
mode of handling line, form, and colour he will have
affiliated himself with an aesthetic grounded on the
obligation of art to communicate judgements of the
artist’s environment... art in our time cannot escape
having a political content and moral implication.
Criticism that is unaware of this is fatally

poverty stricken.

N

Criticism, "and for that matter, art education, £+ it
intends to be of any educational vaiue can daly employ
concrete, individual examples investigated in depth; it cannoct
flourish in general underlying principles or closed,
independent systems of formal eiements. Sociolog; and social

history has relativized the philosophical, the ideal, and the

universal. Art programs must acknowledge the resulting
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complexities,and the conception that all aesthetic broblems and
all instruction are necessarily socia{/(Biffhorn, 1978). In an

-
attempt to avoid the complexities that surround_? recognition
of art’s subjectivity and relativism, art educaginn must not
diséafd'a critical and informed_approach in favour of an
"intuitive laissez—faire appfcach, because,{as Habermas

cautioned, this would allow artists to operate blindlé/in the

interest of the status quo and the dominant groups in society.
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' CHAPTER 7

THE SUBJECTIVE PARADIGM: EXPRESSIONISM AND PHENOMENOLOGY

The terms "expression", "emotion'", "imagination",
"sensation", "spiritual”, and "intuitive" are associated with a
definition of "subjective" in the sense of relating to or
arising within one’s self or mind, in contrast to what is
outside the sel+f. "Expression" can be described as...

...something both phygigal and affective:
facial expression provides a good analogy...
Expression is intimately involved with the
emotional and bodily basis of human being:
expressions of suffering, rage, and ecstasy
are, for example, similiar in every society.
But historically variable spcial conventions
powerfully inflect expression too. Expressionism
in art, too, has much to do with the culture
within it is realized; and yet when it is
successful it does not seem to be culture-—
bound. (Fuller, 1980, p.30): ‘

Expression in art arises from within the individual, yet
it inevitably has much to do with the culture in which it is
realized. Its 1link with sociology can be explained in rather
H;rxist terms: the society in which we now live is determined
by the underlying structure of the economy——an economy which is
determinative over wide areas of social, institutional,
political, intellectual and cultural Iﬁfé‘(Fuller, 1980). In
this sense, our emotions and much of our thinking are

ideological. However, Fuller (1980) and Wolff (1983) claim it

is the "authentic" expression of past art that transcends
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beyond ideology and historicity. That is, past art (especially
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that which we commonly refer to as "the masterpiece") does not
glwéys appear foreign,>obaque, and incomprehensible to us

Sedause its exprassivnaqualities transcend the ideological

<
EN

phenomena specific to its particular culture and era.

Al though exbressionism in art can be éxp;icatéd according
to a sociological paradigm, it is more typically affiliated
with the subjectiéé paradigm for a.reason thaf; as Kathy Acker
(1984, p&d puts it:

é?fnce whatever 1 cry out is stupid and meaningless,
... My Cry is asocial. ¥
- kK zi{’T:

- . .
"~ al . . -

“Expressiaonism in -Art

-z,

Direct visual statements that communicate an artist’s.
individual subjective reality——emotions, thoughts, ool
sensations-fére loosely assigned to the'%xpressionist style in
visual art.

Our new arrangement was, quite simply, no arrange-
ment.... We faced the canvas with the Self, what-
ever that was, and we painted. We faced it unarmed,
so to speak. The only control was that of truth,
intuitively felt. (Ferren, 1938, p.25)

Within an art movement so'individualiigd and ‘subjective,.
diverse directions have been taken. However these dirécficns
can almost all be traced back to an'avéﬁt—garde revolt against
academic ndturalism and the visual description of objective

reality. A group of Symbolist poets developed theories of art

which were to provide an ideological background for the

-



thinking of many artists during the next éévecgi decades. ~The
theories and attitudes o% the new subjective movement were
first acknowledged in a Symbolist Manifeéto, 1886 (Chipﬁ:
1968} . Tﬁese theories, inspired by Romanticism and, in
particular; the poet Baudelaire, reflected the life of the

x

middle-class people—a iife fahnd,tolerabie in the cultivation

2

of their own feelings and imagination.(Chiép; 1968). For the’
visual artistxﬁqpifollouad the lead of thé Synbolist‘poets, the
realm of imagination, fantasy, and nnw‘stimuii gained from an
exploration of the subjective world allowed them the +reedcm’to
choose colors and forms unlike those of Db59ctive realfty. In
turn, through use of these non-objective forms and codlors,
emotional subjective qualities could be expressed. Popularly
associated with an early version of this style are the
paintings by Gauguin. It was not until after the turn of this
century in Germany that there was a complete rejection of the
depiction of the external world in favour of direct immediate
communication of the inward world of thoughts and feelings.
Trad'iﬂtional religious and literary subjects had still been
employed as the form through uhi?h emotional qdalities could be
expressed. : s

The complete subordination o@ conventional formulas and
depiction of objectiVQ reality“io “expressibﬁi;h" is first
ttrivuted to tws fambus groups of Efbfégsfbhisf painters:T the
Brucke (Bridge) painters, originating in Dresden, 1905; and the

Blaue Reiter {(Blue Riger:, nho,'in the mainstream of European
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culture, formed a._group in ﬁu;;c;, iéié, (Chipé;ilébs): fﬁ;
Brucke painters were considered "figurativg expressionists*
because they concentrated express;ve qualities into protests
against soci;I injustice by ?btaining some reference to the
“real world". The BI;ue Reiter painters, on the other hand,
stripped their work of all re{eren&e to objective reality in
order torstrengthes the imaginative conten{; thus their
appellation "abstract expressionists”. Kandinsky, a’;;ominent

Blaue Reiter painter in a search for spirtual meaning, wrote

a pivotal document of abstract art, despife the fact that many
abstract ekpressionists, like the Blaue Reiter, did not
formally subscribe to any real codification or theory: No

specific formal language or style could be postulated because

~ \ ,
art was considered the embodiment of the spirit regardless of

what form it might assume.

Concerning the Spiritual in Art was often misinterpreted

as a "program", wrote Kandinsky in a later book entitled

Reminiscences ,1913. But worsé, critics branded him as

theorizing artist who had failed at "brain-work"”. Kandinsky’s
promotion of the expressive as opposed to the intellect was not

rightly recognized. This oversight’is, once again, anoﬁhnr

disclosure of the classic conception of artists, particulafly

expressionists, as being either incapable or unauthorized to

mix intellect with intuition. That Kandinsk;ihidgéi¥ifoundi

little connection between analytic, cognitive "brain-work” and

by
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his exbressionistic ideal(of art is apparent in his writing:

Nothing was farther from my mind than an
appeal to the intellect, to the brain.....
Nothing can and will be dangerous any longer
to the spirit once it is established and
deeply rooted, not even therefore to the
much—to-be~feared brain-work in art (p.42)
«xs» Art is like religion in many respects.
Its development does not consist of new
discoveries which strike out the old truths
and label! them errors (as is apparent in
science). Its development consists of sudden
illuminations, like lightning, of explosions,
which burst like a firework in the heavens,
strewing a whole "bouguet" of different shining
stars about itself. Thisg illumination shows
new perspectives.... As time went on I very
gradually recognized that “truth’ in general
and in art specifically is not an X, but

that this quantity is constantly moving. in

slow motion. (Kandinsky, 1964 ,p39)

Kandinsky condemned the use of form which developed out of
the application of logic. Form itself is meaningless unless it

develops purely from feelings within, that is, unless it is the

-~

expression of an "inner ne;essity". 7}Héh{ﬁner wish, he wrbte,
imperatively dominates the form and thus is capable of
"overthrowing all known rules and limitétions at any moment"
(1964, p.35)., The inner elemeng is the emotion in the soul of
the artist and has the capacity to evoke a similar emotion in
the viewer of the work of art in which the emotion was
expressed. Kandinsky describes the soul as being connected h;th
the body, and affected through the senses. This may explain-
his deduction that emotions are aroused by what is sgnsed, and
in turn, embodied in an external element—-the form. - 7

Expressionism in art did not retain popularity throughout
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this century. @A trend in the 1960°s, for example, focused upon
the art object in isolation and alienated from humaés. The
trad}tinnal expressive potentiql of the artist as "creative"
human subject was devalued. This late moderni;t trend became
exaggerated in the aré of the 1970°s until, in the framework of
pe}formance and conceptual art, tradition and the art object
were devalued tjagodzinski, 19813 Fuller, 1980). Art revealed
itself in the conceptualization of the 1970’s as naked
ideology. "Expression had been destraoyed” (Fuller,l?BO).' In
today’s eclectic and pluralistic period of Post-modernism,
however, the subjective paradigm of art has re—emerged in a
style known as Nen—expﬁegsionism.

The Subjective Paradigm and the Question of Knowledge

* * Much Post-modernist art reflects the sociological

reductionist tHinking fyp;céi ﬁ; Hadjiniﬁéloau, claims #Qiiér
'(1980). The notion that even emétions are ideological has been
extrapolated to imply that ideology is everything; that we are
acted upon by an extrinsic structure whose effects we‘become;
Hadjinicoloau was cited in Chapter & as stating: "the essence

‘of every picture lies in its visual ideology." He refuses the

idea of aesthetic value to the point that he sees no such thing

as an "artist’s style." Like the extreme sociological theories

that reduce art to objective environmental,' economical factors

and influences, ocbjective theoriés'of formalism in which value

lies in the tight formal organization of a work of art, also



118

assault subjective psycholoéical factorsvand regard the
expression of the inner element as léss consequential.

The lack of attention given to.the very concept of the
"hﬁméh subject” in the visual arts (qupite ﬁeo-expressionism
and the popular characterization of the artsvas_representing
the subjective), reflects, not surprisingly, the larger
situation. At the most general level, terms and ideas o
associated with,ﬁhe subjective are not -seriously realized\in
NeStern'éociety. As we have already seen, our tradition of

philosophy clearly illustrates this.i

Abps\(i?Bi) outlined cerfain histbrical features of
—\&; hd

rwestern-philosophy that have helped to promotaj3 general

i
misunderstanding of the inner subjective element or, to use his

Y

terms, "metaphor" and "image". Abbs uses the term "image" in

- .

reference to that which is personai in nature and whicth-reveals

- e o

a personal truth, not a scientific truth: image inheres in_artf
.... art is the formal elaboration and refinement
of all the elusive, dramatic, ever-changing
feeling, and phantasmagoria thrown up by the
conscious, semiconscious, and unconscious psyche.
{Abbs, 1981, p.486)
One very influential case to which Abbs refers in his
historical exposition is Hegel’s realization of an inevitable
contradiction between the sensuous base and the conceptual base

of art. In itself the fécognition of the existence of a

sensuous base is a progressive step for the stature of the

personal or sensual in art. Unfa;funately, hd@ever;ihegei

implicitly judged the sensuous as less important: "“the Rational
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is Rezi—/fge Real is the Rational?. Prior to Hegel, Hume
would have liked to.have burned all books dev01d of deductlve
or experimental reasoning, for they could only embody
"sophigtry»and "illugion” (cited in Abbs, 1981). Locke

~attacked metaphor in his desire for a simple'language\of

signifier—objecF equivalence. Bentham held that words were
"perverted from their proper office when they wefe employed in
utteriné anything but pfecise iogical truth'" (as told by John
Stuart Mill; cited in Abbé, 1981, b477). James Mill,.whom Abbs
claims was responsible for devisih@ ane of the most inhbuman
educational programs ever, regarded all intense emotiqn as
pathological phénomena; a form of madnesé.

Al though Abbs commends this tradition of philosophy as
undoubtedly. contributing mucH to the advance of science and /
tecﬁnolbgy, his intent was to stress that such a tradition‘

égnfortunately excludes the imménsé and rich cbmplexity o%
;; ual expefience, it thins out and reduces our understanding
of t;e psyche, and it neglects aesthetics; With a tradition of
philosophy in which o;e of its méin purposes has been to

objectify and purify language so that it can be used clinically

Y
i

and accurately.. v

...1t is not surprising that in cur own’ century
logical positivism made the word ’emotive’ a

term of abuse and has culminated in a fascination
with ’'language games’ with no interest in what
lies beneath the game in the deep preconceptual:-
sogurces of our being”. (Abbs,,l?SILHQIQZZ)

Reality and science are dogmatically sanctioned as

synonymous concepts when science is conceived of as the belief
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in itseif and only itself¥. Iﬁ the midst of rigorous analytic
science, the question of knowledge and the roie éf philosophy
as a process of radical self-reflection tends to be overlooked.
I1f one ignores the gquestion 0% what constitutes knowledge, then
one also dogmatically liberates oneself-of all correcfion,
criticism; and concerns with culturgl tradition. Because
scienyific methods and categories of pure reason cannot verify
through analytic &eans the sort of truth Communicated by’the
expressive experiences of art, positivists accuse the 7
subjective paradigm of conveying little knowledge and truth to
such an extent that art is not considered a form of know;edge.
A most important argument thgt can be made, however, is that
positivism in no way constitutes all knowledge (Abbs, 1981;
éeittel, 19793 Lanéer, 1957b). The entire range of possible
experience constitutes knowledge. :Abbs {1979, 1?51) stressed
that we(have more than one mode of thought.

We are not pure minds nor a;e we bundles of

sense perceptions. To insist that we are is

to distort the nature of what is. (Abbs,

1981, p.477) :
The existence of more than one moae.of thbgéht was also
recognized by Habermas. As citgd in Chapter 4, Habermas wrote
that'to escape the "snares q% positiv?sm" (19468, p.308) one
must .have a knowledge of the pluraliém of world views. The
acknowl edgement of all modes of thought and all forms of

knowledge is elaborated later in this thesis as a valid

method in art criticism and the education of artists.
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Positivist theories typically cbnvey subjective concepts
like intujtion, emotion and their expression in art as
mystical, intangible, unreal, hagical, or primitive. This may
explain why these inner qualities often get consigned to limbo;
Emotion is inevitably seen by positivists as un%it f6r the |
mainstream o+véivilized,,rational life; the occurence of
extreme emotion is a sigﬁal ot some disorder or defect.
However, there is a mode of thought counter tb positivism, by

g - .
which images and emoctions in all their variety are conceived:as(///f\~\

. : I
'tangible. This philosophy, termed "phenomenology”, p}opéses
,thét emotibﬁs and other concepts associafed with the inéér sel f
produce a truth which is as valid as any scientific truth.
Hence, phenomepology as a critical method is of particular

>

relevance to the arts and to education.

Phenomenology \

o

A3

—

In its broadest meaning the term phenomenology signifies a
descriptive'philpsophicgl methoa of experience by which the
"is-ness”" of phenomena is re;ealed. Phenomenology was founded .
by the German philoéopher Edmund Husserl in 19007(S;hut2,

1970). Phenomenologists share with expressionist artists like
Kandinsky and Klee an obvious common +dundation, ﬁameiy, the
prominence given to the inuard form of truth as emboaied in
emctions, sensations, anﬁ'the image.

Phenomenologists recognize tﬁo éqﬁally valid forms of

reality: the phenomenolagical mode or the inward form of truthj;
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and the empirical mode ef thoughg'characterized byfthefnatgral
sciences (Flannery, 1980); | N

» The phenomenological eode and the empirical‘modebof
thought each Has its‘own.trqth and its own method ofrefri§ing
at that truth. The empirfcal mind proceeds lineariy,aﬁd |
unidirectionelly toward a goal (Flannery, 1980). This precese
is conducive for constructing a logical,fdiscursive’body o?
knowledge. In terms of the discipline of art, thgsﬂlinear.modé

of thought characterizes our knowledge.qf aftApro?ucts, ert

history, criticism, and education. 1t enables us}to atcumuiate

meortant knowledge which is not avallable to us by any ather

>

means (Flannery, 1980). It is this d1scur51ve .mode of thought

which leads to the systemization and cetegqr1zat10n o¥f art

*

preducts upon which evaluaticn depeﬁds.

In contresé, the phemonemolog1ca1 mode o% thoeght concefns}
"random ihought". To illustrate th15~mode, Flannery (1980,
p.33) describes the artist’s creatlve experrence.A;e;:"

The artist is the genius of the phenomenal world.;l

He is able to jump into it.... . Artlsts have told
us that we are living in a perpetual, flux1ng N

aesthetic bath whzch 1s present with us every xnstant ;f'fﬂ;

we live. U
Flannery, to illustrate the phenomenoLogi;alrasbecte inithe‘

"writing of artists;uthen quotes Kandihsﬁy;~KIee,;ﬂdhdrﬁén;;end;
Van Gogh as they descriﬁe the aliveness and COmplexityrbf
things around them and thezr attempts to reszst hab1tuat1on in-

perception. The artzst, like the phenomenolog1st cultzvates

‘access to the "primordial world® (Flannery). For both,“@ruth

o
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is embodled in ~sensory 1mages and emotions, and is revealed/)r/' \\\

'the phenomenolog:cal method.‘

The follow1ng is a brief ougiine of Husserl’s
rphenomenology as descrlbed by Schutz (1970). Husserl intended
phenomendlogy to be applicable to all disciplines of knowledge,’
yvet its affznltles to the express1on1st conceptzon of the
artlst;c.prooess are,most obv1ous. F1rst Husserl insisted
that all preconceided'ﬁotionsﬂand beliefs.about the "outer
world"”'about everyday life be, suspended. It is thlS outer ,;;;
world in wh;ch we fun:tlon practzcally ‘and out of habit. It is
a'wor1d>thaprwe'take for granted'apd within which we find
s fSEcurity andestability. In order to create:a presuppositionless
‘phiiosophy-this‘outer world must be "bracketed" in an act of jq
i"phenomonologlcal reductlon "All suppositions must oe
"suspended" However, this is not. to exther deny or confirm
our presumed "reallty" of the outer world (Schutz, 1970). Dnly
when the,"naive attitude"rin whlch wefnoﬁmally functien ‘is
delimited can any Yacts of sub;ectlve experzence" b;Jrevealed
and considered, claims HusserL. Dnly after alllcommon—sense,
rtakeo—for—grahted,essumptiohs-are e;;mxnated by a orocess of
turning'ourselves toward ourfinner‘ekperﬁences; are we left
with'a stream of inner experiences. The eﬁiirer"uorldl wito
its constituent oojects, ectiohs,efeeiihgs, behavzours and so -
~on,becomes'a world of apper;eﬁtive,epgéérances,gSchutz, 1970)

Husserl’s methodology for siudyingroﬁenomenel.realfty_

begins with the subjective and the particular, but by means of
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this "eidetic;réduction”, essences of phenomena can be
extracted that he believed are universal and intersubjeﬁtive.
Husserl uses the terms "“universal® and "intensubjective" to
imbly_objecti@ity, ;nd in this sense hé‘has conétructed a

. 7 .

bridge from the subjective quélities of the expressﬁve to the
ubjéctive-(Beitfel, 1973, Zurmuehlen, 1980)-—he has proposed a
mediation ﬁetween the expressive and the rational moades. |
AAccord;hg to Husserl, we validate judgements of subjéctive
states by evidential experiences. One type of evidential
experiencé is sense~pérception ¢tZurmuehlen, 1980). Husserl’s
‘aim was to make reflection as "radical" or pr@mordial as
possfble~by proceeding directly to and "gquestioning" the
sources oflevidence: é;‘questioning everything for its
evidence, all scientific knowledge with it axioms and "facts"
is suspeﬁded. This helps to explain the'phenbmolngfsts’ ardent -
anti—-positivist stancg. Schutz (1970) explains Husserl’s .
position: . _ 7; e

It was his conviction that none of the so-called
rigorous sciences, which use mathematical lang-
uage with such efficiency, can lead toward an
understanding of our experiences of the world
-— a warld the existence of which they uncritical-
ly pressuppose, and which they pretend to measure
by yvardsticks and pointers on the scale of their
instruments. All empirical sciences refer to the
world as pre—giveni but they and their instruments
are themselves elements of this world. (Schutz,
" 1970, p.54) -

As one would expect, positivism has given little attention
to such a methad that claims there are thought pocesses

which precede and transcend science’s claim to objective -
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knowl edge. Phenomenolagists, on the ;ther hand, see littie
reason for the widespread misunderstanding that phenomemalogy
is anti—sdieﬁtific. Al though phénomenology is committed to the
subjeétive and does question the objective, phenomeﬁdlbgists
Vrefuse to classify the stpdy to a metaphyéic; ggat originates
in mysticism, uncontrollable intuition and revelatipn.{‘
Phenomenology is based on analysis and destription—— as Schutz

states: "for a method, it is as ’scientifié’ as any" (1970,

p.59).

Implications of Phenomenology for the Education of Artists

But how, specifically, can the tengts of phenomenology be
useful for the field of art education? As a way of
demonstréting that phénqmenology can offer a tangible method '
worthy of consideration foriun;vergit; art programs, a féw
varied examples of specific applications are included here. It
is worth notingAthat, because df the extenéive espousal of
~empirical methbds in North America, use of the ph;nomenological
methéd is- much less pdbuiar on this continent than in Europe
(Flannery, 1980). When it exists, the phenomenoclogical
influence is most apparént in humanistic movements in
psychology and education. In art education, Viktor Lowenfeld’s
theories for promoting self4expression and éreativity may have
been a result of such influences (Beittel, 1?73; Flannery,

1980) . \

Flannery. (1980) pursued phenomenological methods in a
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course he taught at the University of Florida. In this course

-

*entitléd "Aesthetic Experience", university students are

required to recognize the phenomenological\in their experience
by writing phenomenclogical descriptions of their Dbsérvations
in attempts to becbme cénscioys of their npn;linear thoughts as
they are natural{y manifested in da&’to day life. In claé§
they explore phenomenological experience through, for exahple,
exercises in whﬁch changes in the phenomenological shape of the
body are observed as emofinns change. 0Other exercises involve
the study of synaesthesia, that is, how all the senses |
correspond to stimuli such as, tg use. one ofq#lannerQ’s

examples, .biting into a bitter pickle at the same instant there

is sharp stinging sound of metal being struck in a work of

music.

Phenomenalogical methods have also been applied in -
art education research. An example is Johnson’s dissertation
(1977, cited in Zurmuehlen, 1980, p.8-9) in which social
interractions between docents and children during.school tours
through an art gallery were studied. Tape—recordéq
conversations were described, édited, reflected upon, and

reflexively analyzed to ascertain the kinds of art‘knowledge

being constructed during the tour and the method by which this

knowledge hgs conveyed to the children. The knowledge purveyed
in these tours was then analyzed teo reveal taken:for—granted'

assumptions.

In reference toc the study of film, Nadaner (1983)
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discgsses some educatiopnal implications of Schutz’s syﬁ%hgsis
bf phenomenological and social theoﬁy. Na&aner explains that
phenomenologyraliows us to develop our own subjective

understandings of the world as well as "intersubjective”

understanding, that is, how others see the world . However, it

is not possible to know everything about everyone.

This is why individuals in a culture are .
inclined to share in the relevances and
typifications of other individuals with-

in the culture. Once sufficient overlaps
have been created between the individual
perceptions within a group then a cultural
way of seeing, or world view, is establish-
ed. This world view is taken for granted
by the group. For this in—-group, their
world view is assumed to be the objective
state of affairs. To Schutz, however, this
world view is entirely subjective, and can
be seen objectively only by an outsider to
the group.  (Nadaner, 1983, p.5) )

Nadaner‘suQQESts how film art, by virtue of its potential for
éutbentieity and expressive deptﬁ; opposes such pre—formed
stereotypes. Film has the potential to prévide a knowledge of
others and thus has an important role in social education.

The visual arts, then, have the capacity to
take us far beyond the simple awareness of

another person’s existence, or appearance,

or behaviour. The visual arts communicate

the inner images that define our subjective
experience. (Nadaner, 1983, p.B8)

Beittel (1979) recommends that art educators, both

‘teachers and researchers, be receptive to truth as it is
communicated through the language of art, not merely the “world

view" version of truth and understanding established by the

overlap of individual perceptions. Beiftel claims that the
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"scientific method™ encourages this inadeguate positivist view
of truth since it is concerned with control and thus o
necessafily pre-forms truth: The scientific method is not
conducive for attaining genuine trﬁth and understanéing bgcause
the individual’s participation in the interpretation and
structuring of truth is denied. Beittel prefafs a truthlthat is
structured in ‘a person’s experience as it appears by method of
meditative thinking—— a conception derived from Gadamer. Like
Gadamer’s theory, Beittel’s theory attributes the arts as best
able to #ediata truth because the arts are characterized, above
all else, by self-expression, unigueness, values, beliefs, and

emotions. Gadamer, termed avhermeneutic phenomenologist, wrote

in his book Truth and Method {(1975) that the “science of art

can neither replace nor surpass the "experience of art”. Truth
is experienced through a work of art that cannot be attained in
any other way. Because it ;sserts itself against all
scientifig reasoning...

The experience &f art...issues the most press-—

) ing challenge to the scientific consciousness
to acknowledge its own limits.... Experience of

s © truth comes to us through the work of art against

the aesthetic theory that lets itself be restrict-
\ ed to a scientific concept of truth.” (Gadamer,
19275, p.xiii)

The value of the phenomenological method from an art

educational point of view is evident. Such a program of

reflection, thorough analysis, and radical change in thinking

habits, qould very likely have an emancipating effeét upon the

art student. If the educational implications of the

e
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phenomenological approach were reviewed, first, from én art -
educational.perspective with a bias for the intuitive, -and,

second, from a perspective that valued an intellectuél,

critical app}oach, both factions would find in phenomenclogy

much potential value for studio art education, although for

-

~-

very different reasons.

In the firgt case, proponents of educating for intuition
N &

would, like the phenomenologist, accept and'encourage the

infinite variation, intuition, random thought processés, and
emotional expression considered characteristic of art. They
mwould defend art against any endeavor to render the arté in a

"scientific", rational method. Everything'shouldiﬁe gquestioned

("suspended"”) includjng any knowledge in the arts basic to
categorization, systemization, and evaluation.

Inltﬁe &aserof a more con;;bidél atﬁifﬁégrggrﬁiégé;”ékiw

educétion, phencmen 'ogy would be prﬁmoted for obviocusly

‘different reasons; From a perspéctive that ac&epts the
inexactness of artistic study but sees this as ﬁot highly

problematic because curriculums can be constructed upon the

more "factual' subjects such as the history of art,”’

phenomenclogy can result in a valid body of knowl edge, and even

a valid truth upon-which curriculums thétfinclude description,

interpretation, and evalution of art can be legitimated. In

fact, rationalists might even consider phenomenology to be a

most viable alternative to the intellectual approach because ' -

»

its method comprises a critical, analytic, and self-reflective
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process whichlleéds to truth but ;ppears less posit@yistic than
the scientific methods of observation, logic, and proof. fhat
phenomenology can grapple with problems stemming from
subjectivity and randomness of art and claim toc offer a more
objective solution, does not, howéver, completely solve the /Z
probliem of evaldationjfor the ratfonalisf. "Objectivity”, in
the phenomenological sense, implies an individual, personal
type.. If phenomenoclogists like Beittel advocate a truth gnd
qndefstanding by method of individual sélf—refiective
interpretation of the work, then, consequently, the personal
history that each individual brings toc bear upon the analysis
reveals a truth unique to each individual. It becomes difficult
to. project how, for examble, any consensus in evaluation can

occur. This reiterates an issue raised in Chapter 3: Is

evaluation in fhe phenomenological sense any more "objective"
than personal preference? A related question is: If knowledge’
iz determined by each individual through a personally designed
' inquiry, then how could one teach or research?

‘ For the most parf, art educatorg rely upon a positivist
method designed to find similarities among phenocmena éo that
they are able to gain knowledge about fheir discipline.

Bacause regularifies and systems inﬁgﬁt are likely to be the

result of human construction, and are not pre—-determined by

nature, it seems gquestionable that a method of the natural
sciences -should be the ideal method in the arts. Phenomenology,

although it provides an alternative for dealing with

>
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subjectiveness and éxpréssion in the arts is frequently
criticized as béingﬂas‘limitihg as thg positivist'versiun of
knowledge. Johnson (1980) admits that there is value in
recognizing a personal aspect to knoﬁleage, Lut‘that this
aspect in itself is incomplete ;nd biased. A phenomenclogy that
concentfétes on personal or private interﬁretations:ignores
social knowledge, that is, what others have knégn. Social
knowledge has a profound impact oﬁ our- formation of truth, the
self, and as Johnson continues, what the self considers about
knowledge. Fgrthermore, art educatinn.is a social structure
maintained by the acfivitjes of‘art,éducators, just as art is
an fnstitﬁtional event with éultural meankngs (Johnson, 1980).
Indeed, Johnson’s criticisms may rightfully apply to Beittel’s
proposal in which little credit is given to the intersubjective
or social character’ of knnuledge.:,ﬁouever, a,theory;like fhat
af Schutz’s which focuses upon the intersubjective by
s?nthesizing social understanding and phenomenology is less
subject to Johnson’s sociplogical criticism.

In summary, not only is phenomenology ignored by whét I‘
have loosely categorized as the objective or positivist
tendency {in terﬁs of aft, this tendency4is most closely
represénted 59 formalism), but from a sociolB®gical perspective
pure Husserlian phenomenclogy can be found £c ;e partial ané 
biased. This would seem td suggest that in iﬁs,gurggg or ;
extreme form, phenomenology has inadequacies as do the extfeﬁes

of any other approach. Importantly, though, any approach that
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pursues the inner subjective elemenf o% emotions, intuition,
and imagination has profoundvimplications. Phenomenolbgy is an
approach by which issues about art and knowledge that have o
tfaditionally been concealed or igndred byvthe objective
paradigm can be revealed and neutrali;ed. It offers'an,
alternative to the ijective paradigm that so thprough19
dominates our thinking and which necéssarily pIéCes the arts'jn{A
a peripheral role. For artists, students, educators, and
anyone who finds themselves in a positiohruhereithey mQét—',
defend, justify, or promote the arts, the phenoménoloéical
model can begin to offer a valid épprDaCh to truth and
knowledge. As a critical method in the education of artisfs,
ideally phenomenology encnurages'criticai,reasoniﬁg beyond
positivism, while still promoting the subjectiverinner eiemths
of intuition and emotion. gmmwhen—combined with snciglf"
.knowledge it prévides some insight for opposing inhibiting,

unquestioned assumptions and stereotypical world views.

”
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CHAPTER B8

SUMMARY AND RECOMMENDAT IONS

Summary

Critical reasoning is essential to art production and to

\

. N A \
understanding contemporary art. The previous review of
. s

theoretical paradigms demonstrated the overall impgrtance of
this critical approach. Hohever, the extent and sort of
criticalractivity differs from'theory_to theory Within

stringent formalist theories, the critical metHod requires

cognitive methods of logic and a knowledge of the elements of |
form and their interrelationships. Within theories with a

sociological emphasis, relevant social knowledge and

~critical 'understanding of'}deologies is necessary. Within the -

subjective paradigm, phenomenclogists suggest combining
intellectual mades with experienceé of the inner self.
Intuition, emotion, and expreésion of the innér self do exist
as all-important qualities in most art and should not be
neglected. But as qualities in themselbés and Qnaccompanied by
critical inquiry and information they arerinadéquéte ;nd
distorted approaches for understanding contemporary art and
creative processas.‘ Art criticism can inform‘the creative

process without hindering the necessary intuitive aspects of

y
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artistic productibn.

Art criticism, when implemented into an aft‘program in the
manner suggested later in this chapter embraces both tge!
intuitive and the critical perspectives.  As the long tradition
of philosophy, psychology, apd'education iliustrateé, these two
qualities have been viewed asxggparate. But the j -
credibility of this separatibn can be contended, and has, in\
fact been a more recent point of contention for such
scholars as Arnheim (1969), Abbs (1981), Ryle (1979), and Jung
(1968). 1In this thesis, the intuitive and the rational
functioned .as useful categoriesrfo( exploring the issue o; the
education of artists, yet when recommending art criticism‘for
the gducation of artists, I am assuming an.ihterdependence and
compatéﬁility bétween these cagegories. The discussion that
follows illustrates,rin thergpst fundameﬁfal way, this
- essential relatioﬁ;hipf' |

In Chapter 2, Naylor was cited as stating at the
University Art Aséociation/of Canada Conference th;tvthe-
classic attitude of suspic}on toward any verbal form of
intellectuél or analytic aétivity practiced by an artist is
baseg on an oppoasition to the rational in favour of'th; -
int;ﬁtive. In this framework, intellectual activity and -
intuition are conceived as distinct and perhaps evén at odds.
Intuition is seen és something very d;fferent fromvconscious

reasoning. But we can illustrate that even withiﬁlhhat is
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_wrote that some element of "thinking" is necessary for'any
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thought to be an extreme application of intuition in art there

must necessarily be some degree of intellectual acfivity.‘

'There is a théory in art, termed Intuitiomism, in which

«-the ideal of art is identified with a creative, spiritual

'a;tivity of expression of the inner life of }he psyche. The

concern of Croce (197%9), a proponent of Intuitionism, is

N

~perfection of the imaginative vision in itself and its

interpretation inAexpreésiDn, >Intuition is thought to be at a

>

di fferent level than that of conceptualizatiaﬁ. However, in

order that the ihages, intuitions, and individuality of things

can be expressed in art; it is mecessary to maintain some sort

<

of basic awareness of these images and some degree of conscious

-

selection and reasoning.

The necessity for a dependence between cognitive réasoﬁing
and any type o?‘experienceAwas addressed by Dewey (1216). He
"experience” to have meaning. If we insert any type of

artistic actitivity into this principle—-—for indeed art

~activity qualifies as "experience"-- the implication for arf

education is that thinking must accompany ar inform the art ) '

process. Thinking,. wrote Dewey, is the discernment of the

relation between our intentions ("what we try to do") and "what

happens in'donsequence“. Thinking...

..seXtends our practical control. For if some of
the conditions are missing, we may, if we know
what the needed antecedents for an effect are,

2
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~set to work to supply them; or, if they are such-
as to produce undesirable effects as well, we'may'
.2liminate some of the superfluous causes and econ—”F"

_omlze effort. (Dewey, 1716, p.168) - Co

' The oppos1te ot th1nk1ng is "routine and capr1c1ous behav1our )
andi"act1on whxch rests s1mp1y upon the tr1al and error |
'method" ' Dewey def1nes routine as the complete acceptance of -
'Qwhat has been customar11y‘m1nd1ess of the connect1on betweenr

;_our actxons and their consequences., The - problem with the tr1aLm

’“jand error method is that it-is at the mercy of circumstances.

Dewey next addressed the connect1on between th1nk1ng and
: khow1edgec; Th1nk1ng results in: knowledge, yetrknowledge 1s
‘tnecesseryafor thznk1ng.;f“Know1edge controls . th1nk1ng and makes;
:1t fru1tfu1" (p.117o5t“ Df course, Dewey.did spec1fy'that \,v
-;vthought must be "trlee ‘in the world" (p.177) and hehce;eueh
-the most thorough and cons1stent thought can-neﬁer'teke.tnto‘
account'all connectrons norwpredxct-all consequehcestri

| Dewey sraccount is useful for c1ar1fy1ng what 1s»meant'by
thought or the cogn1t1ve funct1on of the m1nd. The cogn1t1ve
'element seems to*xnvolve two 1nterrelated aspects, thenftohe,
,thought or reflect1on ‘as - a- processrcontrary to rout1ne ahd
trial ‘and error;‘and two, that which may result from; or whlch
i 1hforms thinking, namely'knouledge.i : |

Although Dewey’s,account is)yery geherei; i considered in

light of. the mo;; gpeéi#ié issue of higherrartfeducatioo then,r
the’implicetioh‘is,thet’thegexperiehce of'art:production (end=

for that matter, the experience of_perceiving art ), no matter
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how intuitive the'intention, quali¥ies7ae'experience.and thus
1necessitatee:thinking and'knouiedge if 5tudente-are1to‘avoid’
:therpttfallsﬂof empty roUtine and triai'and effor;' Thtsiv
paraIIels anAessent1a1 conclus1on of ‘this thes1s whzch together
—e11c1ts the maJor recommendatlon put forth in thiS thes1s. Art
cr1t1c15m, because 1t 1nvolves cr1t1c1aI thnnkzng and knowledge
,of ‘art should be a 51gn1f1cant adjunct to 5tud1o art product1on )
:and shouldrnot be left as a separate»or perlpheral classroom |
actzvzty.l If the 1nterdependence between therzntuxtfve aspectsh}
'of art product1on and the cr1t1ca1 aspects assoc1ated w1th art
cr1t1c15m 1srnot recognlzed and pract1ced the potent1a11y
worthwh11e funct1ons of- both for art educat1on would also not’
be fully rea11zed, For example it would seem almost acceptable
:to FEJECt any art educat1on,that ma1nta1ns‘the tenets of |
'Intu1t1on1sm on -’ grounds that 1t is a sceptxcal; dogmatlc:fd
approach and 11ke the argument presented 1n Chapter 2, xt‘ie
contrary to our not1ons of educat1on and art1st1c o |
Vcreat1v1ty——the funct1on;of;any educat;on”1s not to‘foeter.
ignorance. But neither is.it.to {oeter»¥ai5e knonledge.
Because Intu1t1on and express1on ofrthe inner self and related
methodolog1es such as phenomenology, lead to an equally va11d
;knowledge or troth, their absence;fromva curriculum would
result.in a_biased, unbaianced; and less than comprehens1ve
knowledgehof'art., The omISSIon o+ 1ntu¢t1ve qua11tIe5 Would be

mere positivism.
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But on the other hand, neither can we accept "rational"

: only in thé narrower positivistic serise of objective, analytic
activity bécaqse ”ratiﬁnal" in any nérrowéf sense is nﬁ longer
rational. Rationality requires a':omplgye and unbiased-
uadersﬁanding, uncbtainable within an ideology of positivism
or, in the case df'art, within strict formalism. Positivism,
the'dominant dogmatic reliance upon objective scientism does
qoércbnstitute the entirety of knaowledge and truth. The
followin§ recommendations %or practice in the éducation of
artist are offered.with this.in mind; that is, that grt

»criticism, like the larger impartial-sense of rationality,

should comprehensively encompass many diverse perpectives.

Recommendations for Implemeﬁting Art Criticism in University
Visual Art Programs

The recqmmendatiags for pracfice in university studio grt
programs——to which thefremainder of this thesis is devoted—--are
a synthesis andﬂextension of the ideas pfésented throughout
this thesis. The major recommendation is that art criticism
should become a signifiﬁant ComponeQF.of univefsity studio art
programs. Because-it involves both é;itical thought processes
and a knowledge of art, criticism is conducive for developing
in art students both critical and creative gualities.

Art instructors inevitably function as art critics when
they select and present professional works of art fdr didactic

P
e j’
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purpdSes, and when they discuss and evaluate student art
(whether or not in conjunction with their studenfs). However,

evaluation should not be restricted to the criteria based on

standards embodied in the instructor’s own work as often does .

occur between influential artists and their prqtége. Rather
than dete}mining value'criteria for others to comply with, the
instructor should, thrgugh critical discourse, provide the most\\\;

complete and unbiased descriptian, interpretation, and

X

evaluation aslisrpossible in the interest that students méy =,

eventually be able to recognize values, their sources, and how

they are reproduced or challenged in their own work. - This sort
of art. criticism, didactic in nature, parallels in many

respects the objectives of the scholarly criticism that occurs

withgg the supposed security of a university’s academic tenure.

‘The objective of the type of art criticism recommended +6r

student artistsAis not so much to render evaluations as to

-

advance the critical capabilities and sensibilities of

éfudents. As was argued eérlier, a judicious withholding of

evaluation may allow for more compiete sensations, impressionsa
associations, and ?easoning, 7

Biases and preferences can never be entirely avoided, vet
there are same types bf criticism in which the vulnerability to
special interests and alliances is more obvious. Mention of
these contrasting types of criticism serves to elucidate the

nature of the didactic type recommended here. Journalistic

r
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cfificism, for example, is written as a category of news with

essential obligations of informing readers about events in the

art world and retaining the readers” interest in a particular

- journal or newspaper (Feldman,'1967). In a diséipline in xhich

there are ongoing struggles toward innovation and recogni@@on,
judgement ;ah often be, intentionallﬁ:or not, the by—product‘of
the cliques and schemés of the art world. That we maintain a
éoncept of the, avant—garde artist working in advance aof or iﬁ
reaction to conventionatl taste is dependent upon the existencé'
of a popular majority with a rather consistent consenst of

opinion. The trend in this opinion- through Hestern-histury has

generally been a preference for naturalism and realism

. (Feldman, 1967, Fuller, 1980). Another type of art criticism

——one which has a great effect upon the total art
situation-—is the product of the majority. With %opular

criticism, the amount of art knowledge and skil varies

>

considerably among its critics, and personal preference is a

predominant critieria for evaluation. k“
A didactic type of art criticism has educational benefit

for artists for two reasons based upon Dewey’s two suggested

aspects of thinking: one, it can help students construct a

body ;f knowledge and ideas for artistic activity, aﬁd, two,

art critical hethods can develop and refine critical skills and

discriminati&é sensibilities. The construction of a Body of

knowlédge and ideas brings to mind fhe assortment of khbhledge

B
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about art and artists typically conveyed thnugh arﬁ_histnryﬁ
courses. The study ;f art history tr&ces the fofm and imageky

iﬁ,a work to its influences and sources, rein?orcing the

popul ar (although formali;t) truism: "All art derives from

art.” Art historical knowledge illumiéates patterns of artist’s
creative procésseszand thus may provide motivation and .
stimulatioﬁ for students’ pﬁn art production. Familiarity with
'wdfgs;of ért’and the alternatives available in contemporaryrart
provide ideas which studénts can either develop, modify; DF-"
defy. It provides Studeé&s with concepts and artistic concernsj 7 )
which they can question and become involved with. In studio

courses therg_is little attention giQen to_ aims or

inspiration (Michael, 1970). Because students have

illustrated an intere;t by electing to study art it is assumed

that they require no furtﬁér'inspiration and‘motivationf

CDnceptgal knowlédge‘about art, theﬁ, can be valuable for

students if it inspires, raises questions about artistic

concerns,or stimulates art;??}: creation.

Academic ‘courses in art history and theory are a valuable
cqmponent of an artist’s education, yet studio art experienée
should retain absolute priority in an artist’s»education. In
other words, studio experience should not be forfeited for
isolateﬁ classroom courses. Rather, images produced ;n the

studio can be the stimuli and motive for critical discourse. . o

Cdnceptual knowl edge and criéic;lrmethodé that embrace studio
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experience. are likelynto be more meaningful thén if restricéed
to the classroonm. Providing of course that the student is\ |
- highly in?q}uad iE art production, the teaching of conceptual
aspects through studioc art experience is supported. The U.S.
Nationai Assessment>of the National CentenAfor Education
Statistics (cited in Michael, 1980) found a strong correlation

between adolescent student’s level_o¥ involvement in art N
: N

v

activify and their kndwledge about art history, major art
concepts and judgeﬁental critieria.

Art history, theor;i';nd criticisa\if\restéicted to the

e SN

classroom may be anti-educative to the extent that a distancing
may occur between the s;udent and the art or curriculum content
in question. Criticism as mere cognitive exercise may
not sharpen discriminative.sensibilities and provide
mutivationallinterest; If "facts" and meanings a;e spelled '
out in pie:emeai fashion it may be mofe difficult to see their
relevance to studio work. Criticism may become a process of
merely recognizing meanings: the immediécy of aesthetic
experience will be lost. Additionally, if generalitieé are
stressed rather than'diffe;eﬁées it is easy to overlook what is .
distinctive about the individual work. Instead perceive it as
a stereotype. Furthermore, -salues drawn from the great works
of the pas} and simply applieq to contemporary innoyations inrﬂ

art may inhibit rather than instigate more general debates

about, say, cultural effects of post—-modernist art or, more
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particularly, the intérrelationship betweén érﬁ and the visﬂal
mass media. A lack Sf understanding of contemporary meanings
and values obstruct%’the rgcognition énd subsequent thallenge
of éhe use of art for the objectives of the market and its
alienation to a position of elitis@.

The direction of the above argument evokes a further
specification for the recommendation of art criticism. Because
contemporary art is saturated with ideologies and issues of our
time and because art students should be able to distinguish
between art that is trivial and a blind support of dominant
ideologies and art that guestions dominant ideclaogies, a broad
knowledge in many disciplines is an importaét acquisition. One
méjor advantage of securing an art education within a
univers{ty is the convenience of opportunity to attend courses

and events in other disciplines. Although a student’s concern

at a particular time may be with thoroughly exploring in a
canveébent manner the charactaristics of one médi;m or form,
this is not reason for neglecting to ekpand one’s knowledge in
many disciplines. |

Students should also reccgnize the relationship between

the visual arts and the other arts. Traditional barriers

between the arts are disintegrating. Not only are many artists '

working in more than one medium simultaneously {(Michael, 1970),

but more areas of the crafts and of technology are continually

-

bei1ng accapfedﬂéégfégitimate media for art production. Yet
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moét university studio art curricula are structured around
courses in paiAting, drawing, sc:T;tdre, photography, and
sometimes options in video and film. In the final year’of a

. o :
studio‘program students frequently specialize in one medium.’
In light of the msre interdiscipl?nary nature of much of
contemporary art, serious recansiderafi about the current
structgre of art programs actarding tn'tradftional cafegories
is required.

The recom@endation for a more infc(med and qonqeptual art
p;ogéam appeé;s to leave little time and interest for métters
of technigue. Training in media and techriical skills are a
nedgssity for art students and cannot possibly be eliminated
from a curriculum in which a;t activity is the foremost

concern. Despite the apparent affiliation with

nan—intellectﬁallskills training, technical matters need not bhe

e

forfeited for the sake of art criticism. Instead, g%e two

1

realms are:interrelateq. Experimentation with techniques of
form and media does not necessitate a metngy of trial and error
"at the mercy of circumstances" {in Dewey’s &ords). Eritical
reésonﬁpg can be effective for assessiﬁg and focusing
~ekgerirﬁént}l attempts. For examgle, traditional media is

steeped in'ideoIogies, aesthetic meanings and values (Fuller,

P

1980) and understanding these can be useful for understanding ]

the position and nature of the Eiudgnt’s own work in a ‘larger

historicalrand sbtiolagicpl context. Demonstrations and
S .

!
i
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excercises in techniqoe, like thebacquisition of conceptual

knowledge, would 11ke1y be more accurately assimilated and

>remembered longer if linked to the art exper1ence that provoked

it in the first place.

-

Experimental techniques, forms, styles, and matives in
contemporary’ért'are'accompanied‘by a3 specialized vocabolary——

«

a vocabulary that appears freguently io art pubfications. For
artists,vpoéeession of a epecialized art vocabulary is
necessary/;n,so far as it enables the explication and defenoe
of their own ﬁork. An additionai adyantage o% a ourrioulum
that promotes critical methods and knowleooevis the likeiihood
that veroal skills will be aoquired. _Critital discourse may
even help students identify and remember qoalities that may

have gone unnoticed if‘not for the reinforcing process of

verbalization. The regular schedo11ng of class cr1t1que

sessions and v1s1t1ng art1sts prov1des an opportunity for
cr1t1ca1 d1scuss1on of others work.

Much writing ontart,'however, consists of confusing jargon
and residues of old eystems of universals and "essenoes".
Because art is individualistic by pature, it is unlikely that
that the criticism that describes art will be completely
coherent. But some attempt should be made to replace abstract
terms such as "quality" or “expressive form" that are often. ’

app11ed to all art of all times~with more spec1+1c and concrete

terminol ogy. Students should acquire a cr1t1ca1 awareness of
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the current state and historical development of the critical
rhetoric that is so vividly described by Rosenberg (1971,
p-140)1

“...art criticism today is looked down upon by other
forms of critical thinking as unintelligible jargon
Pad immersed in insignificant aestheticism. Of course,
specialization has overtaken all learned pursuits in -
our society... art criticism consists for the most
part of an indescribable compost of promotional copy,
- theoretical air bubbles, history without perspective,
readings pf symbols based on gossip and farfetched
associations of ideas, visual analyses which the eye
refuses to confirm, exhibitionistic metaphor monger-
ing, set phrases manipulated to supply copy for
indifferent editors, human—interest coddling of
Sunday art-page audiences, in—group name dropping,
ritually repeated nonsense (Rosenberg, 1971, p.140),

»

Recommendation for Representing Diverse Pérspectiveg

Much of the rhetoric in art literature, in i£5’at§gmp§ to

»

apply universally, isvdevoid of contextual ;onsiderations.
Similarly, much of the rhetdric}tfﬁical of studio activity
Jgescribes art as if it consisted of déSighs gh;t are free»of“
social and emotional content.  "Balance", "unity", "contrast",
"texture"”, "rhyphm", and "line” are'papulaf“terms déscribing
conc;pts for students to ie;rn and’praéticefin'aét-praductibn.
fheée principles‘of design provide an "objectiQe; set of

"facts"” around which a curriculum can be,neatl},ﬁcggnized for .

beginning art students to learn to manippiéte forms and media,
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and according to which meénings in other uorksiﬁaé be |
extracted. However, these‘pdpuiar priaciples of designf~v
as‘made popular by the Bauhgusiéthoéiﬁbf'dééign—f fepkesent the
dominah% objectivé formali%tfbaF;aigﬁ; As :dﬁcludéd inv’

this thesis, contemporary art iéfplu?aliétié'éﬁd any one

theory or paradigm, if adheredatp éxclusivély'éhd'invits
extreme, results in a conception of art that is distorted "and

inadequate. This thesis qbn;lusiéh isiStréssEdlin;thfs final
~ ".:.7 . \ .7 . P “ ' .
section in the form of an important specification to the

recommendation for implementing art criticism in.university

studioc art education: Art edﬁcatorsﬂshould_questioh,the

overwhelmingly dominant and distorted influences of formalism

upon art education. I¢ thisigistbrtion is to beTnédtfalizéd,'
it is important that students havea,kepgiidge o%, or. -at the

very least, an awareness of ‘all major paradigms in.art.

To begin to facilitate this neEeSéity for repreééﬁfind

diverse perspectives, art curriculums can be constructed to

include a selection of art and critical methodé for study that -

-

. 3 - :
best represent the plurality of theories. (0f course there are

reasonable limits worth respectihg in order to ;Qpid«
confusion.) Members of art f;culties ;:;\visiting artists can
be selected with a similiar concern of representiﬁg,
collectively, many perspectivesf Furthermore, students in

their senior years of art education-;ho wish to specialize

EN
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prema{urely without consideration of;the diverse al£efnati§és;

Theories in art,vlike those reviewed within the objectivé;
social, and subjective par#digms, are entWined with art

. N\
movements and styles. ‘It was said that the diverse body of

énowledge and ideas that can be assimilated through an ’
awareness of these théories éan be of use for motivating and
informing art production. Theories alsp provide frames of
reférence according to which'propertiés'and evaluative‘criteria
are determined as appropriate in the particul;r instance;Atheyﬂ
help determine what to look for and howrto look at it.
However, as pr;scriptive formul ae for "art practice, theories
are inadequate and restrictive. Novel and uan; able
coﬁditions are continually being created in art, and even wiéh
carefﬁl“predictions, accurate definitions and rules cannot be
constructed ufthout imposing arbitrary restrigfiuns and
stipulations. Complete definitions can occur only in logic or
mathematics where concepts are logically constructed and thus
precisely de?ihable. Furthermore, each theory'pqrports to be
theﬁmost complete statement andéﬁoé% justrevaluative,ﬁriteria;
yet each omits what another regards as central or inhering the
most value. Therefore, to recognize the inadequacies of each
theofy and toracquire an unbiased understanding of arf, agg;n
it should be stressed that familiarity with a diveréify of

theories is necessary.

Formalism is only just one approach to art or to art

A -
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education and it may also be an invalid approach for

understanding and appreciating art with, say, poiitically

reactive iptentions. To contemplate on;y the balance and

. -
kN

compositiﬁn of colsur, texture and:otherrformal elehgnts within
a photograph with imaées ofﬁViolence or of propagéﬁda may Ee
m1slead1ng and may even render the mot1ves and meaning of thE’
onrk and athers like it totally mean1ngless.- The same
1nadequac1es may occﬁr, on the ather hand, if a highly -
emotional;exprgssionjst;work like a painting by Kokoschka or
Soutine is,inferéréféd;according to‘the formalist Dbjéctiveé
and principies.tyﬁiCal,bf purist paintings like £hose of |
Mondrian, Albers, or Halevich; The pﬁenomenologistsf
methodology of'questioning.all aésuhptions, all knowledgé,rall
theories, iﬁéluding the "objective" prinpiples of ¥ormalism,
may be a useful méthod for avoiding such mistakes. - ”
The following inquiry into the concept of emotion is one
‘means of summarizing and more‘cancretely illustrating that the
conceptual processes of art criticism are more than just tools
for déciphering more,analyticél gnd fo;malist art, and can in
‘fact embrace the two seemingly disparate elements of‘the
subjective intuitive-emotional self’énd the conceptual
rationalism associated with formalist art and with criticism.
The traditional view of emotions maintains that-emotioné and
intuitions are intangible, purely privafe‘experiences,

" distinguishable from each other only by hazy, undefinable
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degrees of fee;ing quality.' Accdrding to this view, emotions |
are notreducable end-we‘cen onIy be passive'under them. In

contrast 1s the view that emotlons are educable.,criticalz*

E

1th1nk1ng can lead tQ d1scr1m1nat10n among sensory and emdt1ona1
:'qualities. The methods of cr;tlcalrdlscernment can be mor e
Vthan someielusive nethdd,of control, suppression, or passive

descrlptlon.

: The phllosapher R w. Hepburn (1981) rejects the view of

emdtlon as wholly inner unanalyzable qua51—sensat10ns and
,states that, 1f made the obJect of sen51t1ve, cr1t1ca1 study;
emotlon need not be simply. 11ved through unreflectlvely—— -
'emotions need net be c1e551fled‘1n the "rdugh and d1stort1ng"
’way our normal, bracficaI; ubilitarisniinterests encdurage"A

) &
(p.112). Dur emotional EAper1ence can be enlarged and we can

beceme aware of and re;ect the “emot1on—c11ches determlned,dr

cond1t10ned by Dur’popular culture.‘ Hepburn claims thaf'in'

day-— to day llfe 1t is contlnually suggested to us how we should

feel {n which situation.’,The authprityroftthese blunted;
gerieralized andrbrude‘;iiches restrictslour emdtidns to tned:r
lowest Commdn'denominetor_df human respbnse to generaliied;'
human situetions; Enofion“in arb is often misused to arouse
all sorts of emotions in the viewer. Erotic literature is»"
sometimes confused with pbrnogrenhy.: Reneissance revenge,f
tradegies can be taken s1mp1y as sadlsm (Hepburn, 1981).

:‘ 3
The extent to which a. work excltes strong emot1ons in a-v1ewer

-’
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is ohly héphazardly correiatédf@i

insight into and to'eValuatngork

th'éesthetic valuef To gain'

s of art that vary in their —

emphasis fromvthe‘subjective.to analytical‘Formélism,'th

skills and knowledge ofAérf-éritL

which all merspectives can be eff

artist’s education.
Educatian pf—the’émutionsbal

implications. Hepburn writes tha

cism are a necessary means by

é;ﬁively introduced into an

50 has moral .and social

tvséntimentality, particularly

séntimental patribtism, is an example of a,blind,-irrational,

undiscriminating emotienal respon

1a11 differences of value between

country’s’way of life. A realiza

possibilities for feeling as.expr.

ser it is artraﬁlﬁhat'blurs
the various éspe;ts-of one’s
tion of the alternative

essed in art allows for
oA - : '

.t

greater personal freedom and alleviates the sense of

inevitability caused by stereotyp

stresses the difference between e
from emotion. The first is highl

. detrimental. "The person.who lac

ship that cannot manecuvre becaus

‘its éngines have #ai;ed.“lp.llbi.

N

life are pften blamed as a cause

withdrawal of emotional viﬁality;

scientific attitude.to objects of

ékampie, tends to require ajdelib

és,_élaimé Héhbufn; He
motional ?fééaomféndffreédom 7
y desirable and the second is
ké—ehdtioﬁal energy is Iikéva
e'itvig-bécalhed or,becaﬁse
_lCdndiiibns Df,contemborafy:

of afrleasf a partial - |

AThe adoptioh’o+,ahrquectivé
gtudy aﬁd‘hanipulatién, fofv "

erate withholding p¥,ematfona1‘

_projecfioh./'Hprurn’gféCCUUnt suggests'that emotion and



intellect need not be separate. 'Activitiés of feason are
"essential features of emotion—-experience itself, énd likewise,
intellectual activities can carry their own, thén power ful,
emotioﬁal charge, even if the eﬁotions involved are not
typically considered primary, instfuctive ones.

This interdependence between emotion and th%/g::;llect>
reflects the meésage of this thesis: If the emotional and
intuitive elements of the inner sel+ are to be more than a
matter o? n;ive prejudice and esoteric personal preference, and
instead be realized as a valid form of truth and'knowledgé,
then they must be }eflected upon critfcally and be informed
with social knowledgé. Similarly, i% critical inquiry is to
advance beyond sterifity and positivism, it must recognize all
perspectives, especially creative ahd fntuftive insights. @A
healthy represéntation and interdepedénce of perspectives can

result from a university studio art education that is ciosely

informed with art criticism.

-
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