
Preface 

IN the winter and spring of 1931, I was invited to give a series of 

ten lectures at Harvard University. The subject chosen was the Phi

losophy of Art; the lectures are the origin of the present volume. 

The Lectureship was founded in memory of William James and I 

esteem it a great honor to have this book associated even indirectly 

with his distinguished name. It is a pleasure, also, to recall, in con

nection with the lectures, the unvarying kindness and hospitality 

of my colleagues in the department of philosophy at Harvard. 
I am somewhat embarrassed in an effort to acknowledge in

debtedness to other writers on the subject. Some aspects of it may 
be inferred from authors mentioned or quoted in the text. I have 

read on the subject for many years, however, more or less widely 

in English literature, somewhat less in French and still less in Ger

man, and I have absorbed much from sources which I cannot now 

directly recall. Moreover, my obligations to a number of writers 
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are much greater than might be gathered from allusions to them in 
the volume itself. 

My indebtedness to those who have helped me directly can be 
more easily stated. Dr. Joseph Ratner gave me a number of valu
able references. Dr. Meyer Schapiro was good enough to read the 
twelfth and thirteenth chapters and to make suggestions which I 
have freely adopted. Irwin Edman read a large part of the book in 
manuscript and I owe much to his suggestions and criticism. Sid
ney Hook read many of the chapters, and their present form is 
largely the result of discussions with him; this statement is espe
cially true of the chapters on criticism and the last chapter. My 
greatest indebtedness is to Dr. A. C. Barnes. The chapters have 
been gone over one by one with him, and yet what I owe to his 
comments and suggestions on this account is but a small measure 
of my debt. I have had the benefit of conversations with him 
through a period of years, many of which occurred in the presence 
of the unrivaled collection of pictures he has assembled. The influ
ence of these conversations, together with that of his books, has 
been a chief factor in shaping my own thinking about the philoso
phy of esthetics. Whatever is sound in this volume is due more 
than I can say to the great educational work carried on in the 
Barnes Foundation. That work is of a pioneer quality comparable 
to the best that has been done in any field during the present gen
eration, that of science not excepted. I should be glad to think of 
this volume as one phase of the widespread influence the Founda
tion is exercising. 

I am indebted to the Barnes Foundation for permission to re
produce a number of illustrations and to Barbara and Willard Mor
gan for the photographs from which the reproductions were made. 

J. D. 
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1 The Live Creature 

BY 0J;1e of the jronic _perversities that often attend the course of af-
fairs, the existence of the works of. art upqn whicq formation of • _] 
an esthetic theory depends has become an obstruction to theory f 
about them. For one reason, these works are products that exist ,<t t 

' externally and physically. In common conception, the work of art 
is often identified with the building, book, painting, or statue in it~ 
existence apart from human experienc:,. Since !lie actual work of 
art is what the product does with and in experienceM the result is 
not favorable to understanding. In addition, the very perfection of 

I some of these products, the prestige they possess because of a long 
history of unquestioned admiration, creates conventions that get 
in the way of fresh insight. Wh~n an art product once attains clas-

' 

sic status, it somehow becomes isolated from the human condi-
tions under which it was brought into being ,andtrom the humaii 
consequences it engenders in actual life-experience . 

...n .. \..J" J.. ,.. 



2 Art as Experience 

When artistic objects are separated from both conditions of 
origin and o eration in ex erience a wall is built around them 
that ren ers almost opaque their general significance, with whic,h 
esthetic theory deals. Art is remitted to a separate realm, where it 
is cut off from that association with the materials and aims of 
every other form of human effort, undergoing, and achievement. A 

. ,J.-1,rimary task is thus imposed upon one who undertakes to write 
tfJ. '\u7 l~pon the philosophy of the fine arts. This task is to restore conti
~" 111 ~ity between the refined and intensified forms of experience Jhat 
j.J~ are works of art and the eve da events <loin s, and sufferin s 

~ that are universa y recognized to con itute ex erience. Mountain 
i pea s do not oat unsupporte ; they do not even just rest upon 
-~ f the earth. They are the earth in one of its manifest operations. It is 

4 ~ the business of those who are concerned with the theory of the 

I \~vii earth, geographers and geologists, to make this fact evident in its 
various implications. The theorist who would deal philosophically 

Jr with fine art has a like task to accomplish. 
N11~ If one is willing to grant this position, even if only by way of 

temporary experiment, he will see that there follows a conclusion 
at first sight surprising. In order to understand the meaning of 

\ 

artistic products, Jfe have to forget them for a timel to turn aside 
from them and have recourse to the ordinary forces and condi
tions of experience that we do not usually regard as esthetic. We 
must arrive at the theory of a;! by means of a detour. For theory is 
concerned with understanding, insight, not without exclamations 
of admiration, and stimulation of that emotional outburst often 
called appreciation. It is quite possible to enjoy flowers in their 
:olored form and delicate fragrance without knowing anything 
tbout plants theoretically. But if one sets out to understand the 

rlowering of plants, he is committed to finding out something 
about the interactions of soil, air, water and sunlight that condi
tion the growth of plants. 

By common consent, the Parthenon is a great work of art. Yet 
i!., has esthetic standing only as the work becomes an experien~ 
for a human bein&; And, if one is to go beyond personal enjoy
ment i_nto the fo_r~ati~n of a theory about that large republic of art 
of which the bmldmg 1s one member, one has to be willing at some 



The Live Creature 3 

point in his reflections to t~rn from it to the bustling, arguing, 
acutely sensitive Athenian citizens, with civic sense identified with 
a civic religion, of whose experience the temple was an expres
sion, and who btiilt it not as a work of art but as a civic commem
;ion. The turning to them is as human beings who had needs 

• -that were a demand for the building and that were carried to ful-
fillment in it; it is not an examination such as might be carried on 
by a sociologist in search for material relevant to his purpose. The 
one who sets out to theorize about the esthetic experience embod
ied in the Parthenon must realize in thought what the people into 
whose lives it entered had in common, as creators and as those 
who were satisfied with it, with people in our own homes and o~ 
our own streets. l3v-~ ,,.I,,(~ 

In order to understand the esthe,1ic in its ultimate and ap-
proved forms, one must begin with it in the r~; in the events and 
scenes that hold the attentive eye and ear of man, arousing his in-
terest and affording him enjoyment as he looks and listens: the 
sights that hold the crowd-the fire-engine rushing by; the ma-
chines excavating enormous holes in the earth; the human-fly 
climbing the steeple-side; the men perched high in air on girders, 
throwing and catching red-hot bolts. The sources of art in huma 
ex erience will be learned im who ees ow the ense 
of the a -p ayer infects the onlookin crowd; who notes t e e
lig t o t e ousewi e in tending her plants, and the intent inter-
est of her goodman m tendmg the patch o1 green in front of the 
house; the zest of the spectator in poking the wood burning on 
the hearth and in watching the darting flames and crumbling 
coals. These people, if questioned as to the reason for their ac-
tions, would doubtless return reasonable answers. The man who 
poked the sticks of burning wood would say he did it to make 
the fire burn better; but he is none the less fascinated by the col-
orful drama of change enacted before his eyes and imaginative,!x 
~ak,es in it. He does not remain a cold spectator. What Co-
leridge said of the reader of poetry is true in its way of all whoh ~ 

1
)1 L1 

ar(happily a~roccj> iu. their activities of mind and body: "The ~~~- I 
1-J 

reader should be carried forward, not merely or chiefly by the. 
mechanical impulse of curiosi~ not by a restless desire to arrive 

J, N"~ 
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Art as Experience 

N tn'1 c.-Y 

- cv~J-v ~- ~t,.O)\ 

c,vt--ior11i' ~ le.~'2J j 

r"-.·1.-:'\;;, at the final solution, but by the pleasurable activinc of the journey """"v 

-\ :L,._ its elf. " 
• :.1nJ•, °The intelligent mechanic~~ge ·n his job, interested in do-
1,t ,, 1; ---

ing well and finding ~atisfacti~n • n . is_ han~iwo:k,_ cariQg for his 
.rpaterials and tools with _g_enume affectto~, 1s art1st1cally engc!,ged. 
The difference between such a worker and the inept and careless 
bungler is as great in the shop as it is in the studio. Oftentimes the 
'Jroduct may not appeal to the esthetic sense of those who use 
he product. The fault, howev~r, is oftentimes not so much with 
he worker as with the Gnditions of the marketfor which his 

product is designec_h Were cond.itions and opportunities different, 
things as significant to the eye as tho~e produced by earlier crafts
men would be made. 

I 
So extensive and subtly pervasive are the ideas that set Art 

. , '. c' , upon a remote pedestal, that many a person would be ~ pelleci) 
: I.. ' rather than pleased if told that he enjoyed hi~ eation"s;) 

in part at least, because of their esthetic guali,EX. The arts which to-

11 J j •1 day have most vitality for the average person are things he does 
not take to be arts: for instance, the movie, jazzed music, the 
comic strip, and, too frequently, newspaper accounts of love-nests, 
murders, and exploits of bandits. For, when what he knows as art 

_is relegated to the museum and gallery, the unconquerable impulse 
towards experiences enjoyable in themselves finds such outlet as 
the daily environment provides. Many a person who prates.ts 

1 against the museum conception of art, still shares the fallacy from : 
(1\1 ~('1 -which that conception sprinS?, For the popular notion comes from 

a separation of art from the objects and scenes of ordinary ex~
" , _,,, 11t,r • ~ that many th_eorists and critics pride themselves upon holding 

) ,, 1 ~ and even elaborating. The times when select and distinguished ob

',· ... l.;<- jects are closely connected with the products of usual vocations 
are the times when appreciation of the former is most rife and 

j

, most keen. When, because of their remoteness, the objects ac

\1 h - know.ledged by the cultivated to be works of fine art seem anemic 
, · • 

11
' ' to the mass of people, esthetic hunger is likely to seek the c~ 

~ lj'Jer- and the vulgar. . . . 

The factors that h3:ve glo~ified fine art by setting it upon a far

off pedestal ,Qid not arise within the realm of att nor is their influ-
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l ence confined to the arts. For many persons an aura of mingled 
~ and unr~alin encompasses the "spiritual" and the "ideal" 
while "matter" has become by contrast~preciation 
something to be explained away or apologized for. The forces a 

ork are those that have removefi_religion as well as fine art fro 
he sco e o.f__the com_!!l.Q!1_0r communicy_life. The forces have his

torically produced so many of the dislocations and divisions of 
modern life and thought that art could not escape their influence. 

,,\('i15'~wWe do not have to travel to the ends of the earth nor return many·•~ 
·.··'- I millennia in time to find peoples for whom everything that intensi-..,... F
~ ! _.s; fies the sense of !11]-f!l~diate living is an object of intense admira-~ 

tion. Bodily scarification, waving feathers, gaudy robes, shining·v ;!:=
ornaments of gold ~nd_silver of emerald and jade, formed the con- ~ 
tents of _<:stlu:;tic .<!rt~., and, presumably, without the vulgarity of ~ 

•• \ o s'f g~$S_ exJiibitionisgi that attends their analogues today. Q.omestic i 
utensils, furnishings of tent and house, r_~s, __ I!}ats, jars, pots, a_ 
bows, spears, were wrought with such:'delighted ca~that today ~ 
~e hunt them out and give them places of honor iii our art muse- ~"' 
.!!!!ll- Yet in their own time and place, such things were enhance- -< 
_m~n_~§. of ::P! ._~ro~ess~s_gf_~v~i:yday_ li{~. Instead of being elev~ted ~ 
to a mdie ape!!:!~ they belonged to display of .P~~ s.s, the man1fes- ,t" ? 
tation of group and clan ~emb~rship, ~9!Sh-_ip of gods, fe~sting l: l 
and f~s_ting, ~g!it!!.lg, h!c!~!ing, and all the rhythmic ~ that).} l_ 
punctuate the stream of livin&. ~ ~ 

Dancing and pantomime, the sources of the art of the theater, " 
flourished as part of _religious rites and celebrations. Musical art 
abounded in the fingering of the stretched string, the beating of the 
taut skin, the blowing with reed~. Even in the caves, human habi
tations were adorned with colored pictures that kept alive to the 
senses experiences with the animals that were so closely hound 
with the lives of humans. Structures that housed their_~~ and the 
instrum~ntalities _that fa~ilitated commerce with the hig!ier.£9._WE:5 
were wrought with -~_spe~ia! ~nC:~~~~- But the arts of the drama, 
~u~½:_, pa~n~i~g, and ~rchitectur~ thus exemplified had no peculiar 
connection with theaters, galleries, museums. They were part of 
the significant ~fe of an organized community. 

The collective life that was manifested in war, worship, the fo-

' \ ', ,\ ,: \\•\ . 

' 
<. .,\ , cl\ ,·~ \ -~ 
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rum, knew no division between what was characteristic of these 
places and operations, and the arts that brought color, grace, and 

•: ,, .-'·-~-') dignity, into them. Painting and sculgt_u_!~ ~~r~ .Q~g_anically_ one 
l: -lp1-·1~ ,with architecture, as that was one with the __ spc:;i__al purpose that 
1' • •• " ' buildings served. fyiusic and song were intimate parts of the rites 
. ·::< and ceremonies in which the meaning of group life was_c_Q_J!?_!!ffi-
1 i ~ . - 11 mat~ Drama was a vital reenactment of the legends and history 

of group life. Not even in Athens can such arts be torn loose from 
this setting in direct experience and yet retain their significant 

, character. Athletic s_ports, as well as drama, celebrated and en-
.,; f ,-s forced traditions of race and group, in_§truc_ilitg _ the people, _com~ 

~morati_!!g glories, and strengtheni!!_g their civic pride. 
Under such conditions, it is not surprising that the Athenian 

Greeks, when they came to reflect upon art, formed the idea that it 
•, · ~ . -.c-:; ;:;- is an act of reproduction, or imitation. There are many objections 

to this conception. But the vogue of the theory is testimony to the 
close connection of the fine arts with daily IL~~ the idea would not 
have occurred to any one had art been remote from the interests of 
life. For _the doctrine did not signify that art was a literal copying 
of objects, but that it reflected the emotions and ideas that are as
sociated with ~ief institutioa"s ~ ~dallrte.J>lat~ felt this 
co~ection so str~;gly that-lt led him to his idea -of the necessity 
of censorship of poets, dramatists, and musicians. Perhaps he ex
aggerated when he said that a change from the Doric to the Lydian 
mode in music would be the sure precursor of civic degeneration. 
But no contemporary would have doubted that music was an inte-

.,~ , 1->~ . g_ui.l part of the ethos and the institutions of the community. The 
~ ~ • "d f " f ' k " Id h b --..... "' ' 1 ea o art J?C arts sa e wou not ave een even understood . 

.: ., JI\{ There must then be historic reasons for the rise of the com
t' or'e,"_., ··i?artmental conception of fine art. Our present museums and gal-

• 
0

· ''.

1 t1' •' leries to which works of fine art are removed and stored illustrate 
-~ / _" • some of the causes that have operated to segregate art instead of 
• : I • finding it an a~endant of temple, foru~~ a~d.,orbec fprms of assq-

1\ \ •• • • r I ciated life. An mstructive history of modern art could be written in 
,. \ u,,•,..c rerms of the formation of the distinctively modern institutions of 

museum and exhibition gallery. I may point to a few outstanding 
facts. Most European museums are, among other things, memori-

1 I I 1 .-, 
. /1:) 1!:/ Q ~ lll: (.5 , (\ ( t ) Cf (\ r { :.'- "-/\ /,.-,.· 
} J ~ SuCi<\1 ecl \,fc 

--- • .... 
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als of the rise cif natiqnalis nd' imp~ Every capital must • 
have its own museum of painting, sculpture, etc., devoted in part 

I to exhibiting the grea tness of its artistic past, and, in other part, to 
exhibiting the loot gathered by its monarchs in conquest of other 
nations; for instance, the accumulations of the spoils of Napoleon 
that are in the Louvre. They testify to the connection between the 
modern segregation of art and nationalism and militarism. Doubt-
less this connection has served at times a useful purpose, as in the 
case of Japan, who, when she was in the process of westernization. 
!_avecLmu~h of her art ti:e2sµr~s _by .!1ati~1!.al izing_ the tem_pl~ tha 
contained them. i:::.LV-"' -. ('\ h , 

( 
The growth of ciprtalism-has been a powerful influence in the 

development of the museum as the proper home for works of art, 
and in the promotion of the idea that they are apart from the com-
mon life. The nouveaux riches, who are an important byproduct 
of the capitalist system, have felt especially bound to surround 
themselves with works of fine art which, being rare, are also 

f 
costly. Generally speaking,_~he !YJ~.i~!_E_?!le~t~r_is _t~~ typical capi~\ 
talist. For evidence of good standing in the realm of higher culture, 
he amasses paintings, statuary, and artistic bijoux, as his stocks 
and bonds certify to his standing in the economic world. 

Not merely individuals, but communities and nations, put 
their cultural good taste in evidence by building opera houses, gal-

1 
leries, and museums. These show that a community is not wholly 
absorbed in material wealth, because it is willing to spend its gains 
in patronage of art. It erec_ts these buildings and collects their con
tents as it now builds a cathe~ These things reflect and esta!2,
lish superior cultural status, while their segregation from the 
common life reflects the fact that they are not part of a.native and 
s_rumtaneoµs __ cult_µ_re. They are a kind of counterpart of a holier
than-thou attitude exhibited not toward ersons as such but t;
war the interests and occupations that absorb most of the 
fommunity 's time and energy. 

Modern industry and commerce have an international scope. 
The contents of galleries and museums testify to the growth of 
~conort1ic_ cosmo ol!!_al)-~~I!!· The mobility of trade and of popula
tions, due to the economic system, has weakened or destroyed the 

. : 
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~ 
.~ ~ J! connection between works of art and the genius locj of which they 

\J<4wer~_ once the natural expression. As works of art have lost their 
~. ~ il[di~ status, they have acquired a new q_ne-that of being/ 
~, specimens of fine art and nothing else. Moreover, works of ¥t are 

now produced, like other articles, for sale in the mark~~- Eco
nomic patronage by wealthy and powerful individuals has at 
many times played a part in the encourageµient of artistic produc
tion. Probl;!.hly many a savage tribe had its Maecerias. But now 

'1 even that much of intimate social connection is lost in the imper
~ t. \sonality of a world market. Objects that were in the past valid and 

J: ..l significant because of their place in the life of a community now 
l~ function in isolation from the conditions of their origin. By that 

fact they are also set apart from common experjegc~. and serve as 
insignia of taste and certificates of special culture. 

Because of changes in ~rial conditions the artist has bee~ 
.. , p!!_Shed tQ..one..side from the main streams of active interest. Indus

try has been .!!!~ hapized and an artist cannot work E.!ech_anically 
for mass production. He is le~u n.ttgrateg_ than formerly in .t ne 
normal flow of social services. A peculiar esthetic "individualism" 
results. Artists find it incumbent upon them to betake themselves 
to their work as an isolated means of "self-expression." In order 
not to cater to the trend of economic forces, they often feel obliged 

I
to exaggerate their separateness to the poi_nt of eccentricity. Con
sequently artistic products take on to a still greater degree the air • 
of something independent and ~ 

Put the action of all such forces together, and the conditions 
that create _the gull_which e29sts_generally b~tw.een prod_m.~~~ ~Q 

1 
consumer i!!__moderf!_ socierr_.2.Qer~t~_ to create also a chasm be-

-< ~ ,~d:( tween (5irunary and esthetic experience) Finally we have, as the 
e!..'f -~1 ,,_c,r_ecord of this chasm, accept_ed as if it were normal, the philoso

phies of art that locate it in a region inhabited by _!10 ~!~er_£f~~: 
. , ture, and that em hasize be ond all reason the mere! contem lative 
'._ • .',t,~/(\L,c-~acter of th~ est etic. C?~usion 9 values enters in to accentu

ate the separation. Advent1t10us matters, like the eleasure of col-
lecting, of_ ~"!1ibi~ing, of ownership and display~~ sthetic 
values. Crmc1sm 1s affected. There is much applauseTor the won
ders of appreciation and the glories of the transc~n,qe!}J beauty of 



a~t indulged in without much regard to capacity for (e'"stheticye"r::) 
·cepttorLin the concrete. . 

My purpose, however, is not to engage in an economic inter
pretation of the history of the arts, much less to argue that eco
nomic conditions are either invariably or directly relevant to 
perception and enjoyment, or even to(ijiterpretatiqyof individual 
works of art. It is to indicate that theories which j§Q,late art and its 
appreciation by them in a realm of their own, discon
nected from other modes o ~ experien~ are<§_~ in erent in the 
subject-matter but arise because of specifiable <extraneous. condi
tions. Embedded as they are in instityJ.i.9..!1.?.. and in habits of life, 
~ conditions operate effectively because they w~;f ;;~~~-

l 
sciously. Then the theorist assumes they are embedded in the na
ture of things. Nevertheless, the influence of these conditions is. 
not confined to theory. A$ I have already indicated, it deeply af-
fects _t_b_e practice ollivi!!g, driving away· esilietic percepfioriuhat 
are n~c-~s~-!_t:Y.)IIBregie_m~ gf h~Pl?!J)~~., or reducing Jhm to the 
level of _s::ompensating transient pleasurable excitations. 

Even to readers who are adversely inclined to what has been 
said, the implications of the statements that have been made may 
be useful in defining the nature of the problem: that 0£,recoverin~ 
the continui ·c ex erience with normal rocesses of liv
~ e understanding of art and of its role in civilization is not 

1turthered by setting out with eulogies of it nor b~ occupying our-
selves exclusively at the outset with reat works of art recognized . 
as such. The compre ension which theory essays will be arrived at 
by a detour; by going back to experience of the common or mill 
run of things to discover she e,sthetic quality such experience pos- . 
sesses. Theory can start with and from acknowledged works of art 
only when ..!_he esthetic • is already compartmentalized, or only 
when works of art are set in a mche apart instead of being cele
brations, recognized as such, of the things of ordinary experience. ~ -n,c 

d • .f h • 11 '..J ;l"' 

l Eve~ a cru e expene~ce,_ 1 ~ut ent1ca Yan e-".'perience, is more fit' JS 
to give a clue to the mtrms1c nature of esthetic experience than is ~ J, 
an object already set apart from any other mode of experience. 0 f 1 

Following this clue we can discover how the work of art develops 
and accentuates what is characteristically valuable in things of 
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everyday enjoyment. The art product will then be seen to issue 
from the latter,' ~en the full meaning of ordiaacy expecirnce J.s 
~pressed, as dyes come out of coal tar products when they receive 
special treatment. 

Many theories about art already exist. If there is justification 
for proposing yet another philosophy of the esthetic, it must be 
found in a new mode of approach. Combinations and permuta
tions among existing theories can easily be brought forth by those 

l 
so inclined. But, to my mind, the trouble with existing theories is 
that they start from a ready-made compartmentalization, or from 
a conception of art that "spiritualizes" it out of connection with 
the objects of concrete experience. The alternative, however, to 
such spiritualization is not a degrading and Pbilisriaisb material
~ation of works of fine art. but a conception that discloses the 
way in which these works idealize qualities found in common ex
perience. Were works of art placed in a directly human context in 
popular esteem, they would have a much wider appeal than they 
can have when pigeon-hole theories of art win general acceptance. 

A conception of fine art that sets out from its connection with 
discovered qualities of ordinary experience will be able to indicate 
the factors and forces that favor the normal development of com
mon human activities into matters of artistic vaiue. It-will also be 
able to point out those conditions-that "a.i.-rest its normal growth. 

\
Writers on esthetic theory often raise the question of whether es
thetic philosophy can aid in cultivation of esthetic appreciation. 
The question is a branch of the general theory of criticism, which, 
it seems to me, fails to accomplish its full office if it does not indi
cate what to look for and what to find in concrete esthetic obj ects. 
But, in any case, it is safe to say that-a philosophy· of-art ·i; · st~~il
ized unless it makes us aware of the function of art in relation to 
Ether modes of experience, and unless it indicates why this func
tion is so inadequately realized, and unless it suggests the condi
tions under which the office would be successfully performed. 

The comparison of the emergence of works of art out of ordi
nary experiences to the refining of raw materials into valuable 
products may seem to some unworthy, if not an actual attempt to 
reduce works of art to the status of articles manufactured for 
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commercial purposes. The point, however, is that no amount of 
ecstatic eulogy of finished works can of itself assist the under
standing or _!he generation of such works. Flowers can be enjoyed 
without knowing about the interactions of soil, air, moi§_Wre~ and 
seeds of which they are th«:._~~~ult. But they cannot· be(unde--;.s~ 
without taking just thesei i:ltera~ nto account-and theory is 
a matter of understanding. Theory is concerned with discovering 
the nature of the production of works of art and of their enjoy
ment in percepti"on. How is 1t that the everyday making of things 
_y~ iQ~O that fo~m of making which is gen~ How 
is it that our everyday enjoyment of scenes and situations develops 
into the _e_eculiar satisfaction that attends the experience which is 
~caily. esthetic? These are the qu~tions theory must an-

l
swer. The answers cannot be found, unless we are willing to find 
the germ and~ in matters of experience that we _g~ _n9t cu_£
rently_.r._~gard_as_esthetic. Having discovered these active seeds, we 
may follow the course of their growth into the highest forms o' 
finished and refined art. 

I It is a commonplace that we cannot direct, save accidentally, 
the growth and flowering of plants, however lovely and enjoyed, 
without understanding their caus • • s. It should be just a 
commonp ace t at est etic understanding-as distinct from sheer 
personal enjoyment-must start with the soil, air, and light out of 
which things esthetically admirable arise. And these conditions are 
the conditions and factors that<rnafe an ordinary experience coijf) 

~ r~te~ The more we recognize this fact, the more we shalCffnd our
_g selves faced with a problem rather than with a final solution. If 

§-) artistic and estheti uali s im licit in eve normal ex erience, 
~ • h~~ shall we exp am ow and why it so generally fails to become 

·1- explicitp Why is it that to multitudes art seems to be an importa
:i_?n into ~~p3 ri~~.S~. from a f?re!gn country and th~ esthetic to be 
a synonym for something arttfic1al? 

We cannot answer these questions any more than we can trace the 
development of art out of everyday experience, unless we have a 
clear and coherent idea of what is meant when we say "normal ex-
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perience." Fortunately, the road to arriving at such an idea is open 

I 
and well marked. The nature of experience is determined by the 
essential conditions of life. While man is other than bird and 
beast, he shares basic vital functions with them and has to make -the same basal adjustments if he is to continue the process of liv- • 
.!!!S.:.. Having the same vital needs, man derives the mean.s by which 
he breathes, moves, looks and listens, the very brain with which he 
coordinates his senses and his movements, ~ his animal for-

I 
bears. The organs with which he maintains himself in being are 
not of himself alone, but by the grace of struggles and achieve
ments of a long line of animal ancestry. 

Fortunately a theory of the place of the esthetic in experience 
does not have to lo e 'tself in minute details when it starts with ex
perience in itsCclemental arm. ~~ suffice. The first 

lgreat consideration is that life g_oes on ~~~nrnent· not 
merely in it btf b~ of it, ~ acti, ith it. No crea
ture lives merely under its skin; its su cutan.e9us orga~s are means 
of connection with what lies beyond its bodil frame, and to 
which, in order to live, it musta'djust itself, by ·accommodation 
and defense but also by conquest. At every moment, the living_ 
creature is ex osed to dangers from its surr~ings, and at every 
moment, it must draw upon somet ing in its surroJmding§ to sat
isfy ~s. The career and destiny of a living b~_ar~_bound 
up with j ts interchanges with its environment, no~ but 
in the most intimate way. 

The growl of a dog crouching over his food, his howl in time 
of loss and loneliness, the waggin.,g of his tail at the return of hi~ 
~uman friend are expressions of the implication of a living crea
ture in a natural medium which includes man along with the ani
mal he has domesticated. Every need, say hunger for fresh air or 
food, is a ~ that denotes at least a temporary absence · of ade
quate adjustment with surroundings. But it is also a demand a . 

.!,_eaching ~ut into the environment to make ggo_q_i!}e J ack and to 
r~st~re adJus~ent by building at_ least a temporary 5-uilibrium. 
Life itself consists o~ which the organism falls out of ste 
with th arch of surroundin thin s and then 1-ecovers unison 

r f -"'1, with it-either throu ~ by•so~e happy ch~-n ~And, ~ 

l\. 
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I 
growing life, t~;~e is never mere return to a prior state, fM0 

_..,/, 

it is enriched by the state of disparity and resistance through 
which it has successfully passed._ If the _g~p_ between organism and 
environment i_~_t9_s>_ w ~2,~,_ th«::_creatw:_~_di~-~ If its activity i~-

'

hanced by the temporarytal~it merely subsists.-....Life grow~ 
when a temporary falling out is a transition to a morrntensi~ 
,bafancebf the~g~f the organism with those of the-condj-
--- _ _ 1111 111 

tions under which 1t live0 1~' <'.\1/1((. 

These biological commonplaces are something more than . 
>- -:---;---...,_. ri2cr " that; the reach to the roots of the esthetic j n ex erience. The;)J ,, __ 

world is full of things that are indifferent- and even hggiJe to life; ._,·_~\~: 

( 
the very processes by which life is maintained _ten9 ~~~ro~ iLout 
of gear_with its surr ndings. NeverthelesstJ.f life continues and lf. 
in continuing i ex ands, here is an overcomuig)of factors of op
position and con 1c ; t ere is a-,transtorin~them into differ-
enti hi her oweri cl,andrn~re si nificandife. The 
marvel of organic, of vital, ·adaptation through e ansion (instead 
of by contraction _and _-R,_aJsive ~c~_?~~o~) actually takes 
place. Here in germ are (oa~ and__ harmon ttained throu h .- ,· • .--. 

(rhythm., Equi i rium comes--a~~~! not rnecfianical . an mertly 
but out O 1 an because oCtensiQn. f ,,._.,;-r_ 

There is in nature, even below wthe level of life, something more· 
than mere Aux and chao~- S,cw is arrived at whenever a stable/ cr.

r-even__thoulilJ- rri?~!ng;:i equilibrium is reacheq_ Changes (@erloclo 
and sustam • one another. Wherever there is this coherence tliereis 

\

endurance .. Chjer is not imposed from without but is made out of0 r J,· r 
the relations -of harmonious interactions that energies bear to one 
anothe~. Becau;e it i6 -~tivt":{not anythi;g static because foreign to 
what goes on) _order itself develops. It comes to include wit_~~ its 
balanced movement a greater variety of c~!5: 

l 
Order cannot but be admirable in a world constantly threat

ened with disorder-in a world where living creatures can go on 
living only by taking advantage of whatever order exists about 
_them, incorporating it into themselves. In a world like ours,~ 
living creature that attains sensibility welcomes orde,r with a re-
sponse of harmonious feeling whenever it finds ~ s;oqgruous order 
about it. r 1 

:: J . 
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For only when an organism shares in the ordered relations of 
its environment does it secure the stability essential to living. And 
when the participation comes after a phase of disruption and con- . 

1 flict, i~ bears within itself the germs of_ a consummation@to the 
esthet1c. 

- The rhythm of loss of in.t~gr~tion with _en_yiron~ent_fil1_9_ .r~
~ye.cy_ of unio1.1_not only persists in man ~ut becomes conscious 
JY.ith himi its conditions are material out of which he forms pur

~" ' F:-~' ' poses. Emotion is the conscious sign of a break, actual or j~
' J.n&. The discord is the occasion that induces reflection. Desire for 

restoration of the union converts mere emotion into interest in ob
I jects as conditions of realization of harmony. With the realization, 
\ material of reflection is incorporated into objects as their meaning. 

Since the artist cares in a peculiar way for the phase of experience 
in which union is achieved, he _goe~ nqt shun m_qments of_ ~~§.i_s
tance and tension. He rather· ~ultivates them, not for their own 
~~k~ ·-but because -of ~~r p~te~ liti~~-bri~ging to living con
sciousness an experience that is uaifik9 and rat:a.!. In contrast with 
the person whose purpose is esthetic, the scientific man is inter-

\

ested in problems, in situations wherein tension between the mat
ter of observation and of thought is marked. Of course he cares for 
their resolution. But he does not rest in it; he passes on to another 
problem using an attained solution oni~ s a stepping stone from 
which to _s~!_ gn foot fu~t-~ ip_q!liries, 

The difference between the esthetic and the intellectual is thus 
:me of the place where emphasis falls in the constant rhythm that 
marks the interaction of the live -creatu!_~ ~ th hi~ :S~~~o_u_i:idi~g_s. 
The ultimate matter of both emphases in experience is the same, as 
is also their general form. The odd notion that an artist does not 
think and a scientific inquirer does nothing else is the result of 
converting a difference of temp<:_> ~n~ <:_m_pha~is i11.~9 a difference i_n 

lkind. Th~ thinker has his esthetic moment when his ideas cease to 
be mere 1de_as and become the _corporate meanings of objects. The 
artist has his problems and thmks as he works. But his thought is 
more immediately embodied in the object,,:.._Because of the compar
;tive remoteness of his end, the scientific worker operates with 
~ols, words and mathematicaLajg~ The artist does his thi~-
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ing in the yec~rlve m~e works in..i and th~ lie so 
close to the objectt at he lS producing that they?rnergedirectly 

-

into it. 1 
The live animal does not have.!.~ emotions into the ob~ 0 

•
7

~__, 

jects experienced. Nature is kind and hatefuL_bland and moro~ 
irrlt.atjQg ands:omforting, lo{!g _b~_fo.re she is f!_laQl_e__!!!.aticafu,_quali-
.fied or -~ven a ~o!}gerie~ of •~se~onc;iary_:' qualiti~s. like _s~J~-r~ 
their_$hapes. Even such words as long and short, solid and hollow, 
still carry to all, but those who are intellectually specialized, a 
moral _agd em_otiqnal__£q,.11.1).9.!.~!.i.Q!!• The dictionary will infor~ 
-anyone who consults it that the early use of words like sweet and 
bitter was not to denote qualities of sense as such but to discrimi-
nate things as _f~y~r~ble and hostile. How could it be otherwise? 
Direct experience comes from . nat~ r~ af!d m~ interacting }Vi th 
each other. In this interaction, human energy gathers1 is released, 

· 1 dan:.:~~c! ~ , f;-_ustrated)~~-~- Y.:icto~i~us-. There are _rhyt~~ b~ats 
?f want anc:! fulfillmell!, pujses of doing p-11d being withheld from 
~oing. _ _ _ ~Y~ ,,~~ 

All interactionst hat effect stabili and order in the whirlin 
flux of change are r yt _ . ere is ebb and flow, §_y~tq_le_~g di
astole: ordered change. The latter moves within bounds. ~ - -· .;;.:.==-:;;...;;==-· • - ---=-- ...__ 
pass)the limits',th~t are set is cfestructio andtcfeatli, out of which. 
however, pew ~hyt4ms_::are built .!:!12· The proportionate intercep 
tion of changes establishes an order that is se_atially, not merel} 
temporally patterned: like the_w~ve~_9f thc;_sea the_rjpples of sana 
where waves have flowed back and forth, the fleecy and the black
bottomed cloud. Contrast of l ack and fullness, of _gruggle and 
~chi_evem_!:~t, of ~dj'!:l_st!Jle_nt aft~r <;;onsu~~t~_4. _i_n:egl!la~ity, form 
the drama in which action, feeling, and meaning are one. The out
come is balance and counterbalance. These are not static nor me
chanical. They express power that is intense because measured 
through overcoming resistance. Environing objects avail and 
counteravail. 

I 
There are two sorts o(p.9~~ible w_orld~ in_which esthetic expe

Ei~n~ -~ 9-~!Q..I}O_t o~cu!. In a world of%ere1lITTQchange would not 1"f.{;'.,_ 
be cumulative; it would no~ ~ve toward a close. Stability and rest 
would have no being. Equally is it true, however, that a world that 
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::"/:!f ti~ould have no traits of ~Spense and crisi_s• and 
'- • \woulclofferno opportunity for resolution. Where everything is al-

l 
ready complete, there is no fulfillment. We envisage with plea.sure 
Nirvana and a uniform heavenly bliss only because they are 2.r9- . 
~~~~ the ba~~gfoun~ f our Q_resent world . of stress and 
conflict. Because the actual world, !hat in which we live, is ~J:.Q!!!_

Qination of-movernen and\culminatlon3 of br~aks and re-unions 
the experience of a living creature is capable of esthetic quality. 
-he live being recurrent1~·s1and reestablishes equilibnuIJl_!Y_i!:_h 
is surroundings. The m9me9t of assa i: from disturbancei11to 

1armonyjs that oft • soil& In a finished world, sleep and 
waking could not be distinguished. In one wholly perturbed. con-

/ 

ditions could not even be struggled with. In a world made after the 
pattern of ours, moments of fulfillment punctuate experience with 
!EY~icaUy enjoyed intervals. 

0 
_Inner harmony is attained only when, by some means,.~erm_s( •<5 

l
are made with the environment. When it occurs on any other thari-+=-
an "objective!!, basis, it 1s -illusory.::_in extreme cases to the point "-' 
of ipsa1iitfi'Fortunately for variety in experience, ter s are_mad.e 
in m·any ways-ways ultimately decided by elect" mterest Plea
sures may_ come about through chance contact af!d stimulation; 

{' \r 1.1. , .., such .. _e!~ re not to be de~pi_~ed in a world full of pain. But 
I ., ~ < aejg_e..s~ and:cielighJ re a differ sort of thi They come to 

•t5$' . .___ - -

'·W • be t roug a, JL~ent at reaches to t e epths of our being-
one that is ; m adjustment of our whole being with the conditions 

~~~~nee •. In the proces~ of livi~~ : ttainm~n~ of a pe_!!Od of 
~ ,e uil1br~ 1s at the same tm~e Jh~~..!!.~fil@} oJ a_ ~e~_ rel~i.9n to 

the environment, one that brmgs witnitpotency ~f_ne_w adjust

I .,- . !!}ents_to be ma_de ~hr~h S!!Qgg~. The tim<:_o! con~l!_mmation i_s 
• ,.--: , • .- , .l:!L~Q_Qn~ .9f .b~fill)nmg~ne~. Any a~tempt to perp·et~_ate·~~~yon9· its 
• ,1• • _. term the en1oymen_£ attendm the time of fulfillment and harmony 
-: rclf constitutes&rtlidrawal from the worl Hence it marks the lower-

~: ;; ',.,./ i.?._g and l?ss of virah _ . But, through the~~es_ of p;rturbation 
., • and conflict, there abides the deep-seate,_d memory;>£ an underly

,., . , '/ ing harmony, the sense of which haunts lifelike the sense of being 
founded on a rock. 

Most mortals are conscious that a split often occurs between 
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their present living and their past and future. Then the past hangs 
upon_1b~m_as_a_hurdQ!; it invades the present with a sense of re
gret, of .QP-portunities not used, and of consequences we wish un
ggge. It res~J>n the resent as an oppression, instead of being ad \ 

Oforefi~15~~-ofresourc:eJ)by _which . to move conf ~!n_tly f9~ard.- b<~_lA()J:>'~ 

But the live creature adopts its past; it c;an make g-iends)vith even 

\
its st~pi?iti~:S, using ~hem as -~a~nin_g~_!h~.tlI!.~te_;ise p~esent wari- ; 
~~- Instead of trymg _!<2_J 1v~on wh~ ~r may have been '(\v ..-- . 5 

achieved in the past, it uses _p~st su<;c:es§e~.:~o~he present. 
Every living experience owes its richness to what Santayana well· 
calls "hushed reverber.ations."* -- -/1, us\11ed. r-CI/C( bet c'.\~·,o,15 

To the beingfuliy-ali~ the future is not omi u but a -ro -
.. j se_i it surrounds t ~_present as:ii:__~_ilo It consists of possibilities · 

that are felt as -a possession-of what is now and here. In life that is: 
truly life, everything·o~~r~wand merges) But all too often we ex
ist in aQPrehensions of what the future may bring, and are divided 
within ourselves. Even when not ~nxious, we do not enjoy t 
present because we subordinate it to that which is absent. Becam 
of the frequency of this abandonm t of the rese to the 
~nd futu~ the happy periods of an experience that is now com
g_J~.te because it absorbs into itself memories of the _fil~ antic
ipations of the future, come to constitute ai{"'esthetic i ea .) Only 
;;Jien the past ceasestot5-Quble__an.9 anticipationsofffie future are 

I 
not pertur~in_gj s_ a being,~oll~ith his environment and 
therefore ~ully alive:)j\.rt cele~~ th ~~uliar intensity the mo
ments in wnich~~ -past ,reenfor~he present and in which the 
future is a·:quickerl"ing1>f what now is. -

\ . . \-
t:'\ ~ _J. , ,· f ," ll'U ( -~ 

,11. l n rrsr~•i" 
if' \ 

( .r l 1 - ,.. qv tcr u.),' {; '.ll ,1, •. , <1 -r v•r.~v 1 -' 

•"These familiar flowers, these well-remembered ' l>ird notes, this sky with its fitful 
brightness, these furrowed and grassy fields, each with a sort of personality given to 
it by the capricious hedge, such things as these are the mother tongue of our imagi
nation, the languaB_e that is laden with all the subtle inextricable associations the 
fleeting hours of our childhood left behind them. Our delight in the sunshine on the 
deep-bladed grass today might be no more than the faint perception of wearied souls 
if it were not for the sunshine and grass of far-off years, which.' s~in live-inus' and 
transform our perception inui"tbye." George Eliot in The Mili 011 the Floss. • 
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To grasp thesources of esthcti; expe~{ence) t is, therefore, nec
essary to have recourse-to :,inimaTTiie-below the human sea . The 
activities of the fox, the dog, anome thrush may at east stand as 
reminders and symbols of that:'"u.nity of expeneiice:.which we SP 

fractionize when work_js !ahor. and thought withdraws us from 
ilie worlg. The live animal lifuITypres~ in all of its ac
tions: in its wary glances,1, its sharp-sniffing§.,. its abrupt cocking of 
ears. All senses are equally on the qui vive. As you watch, you see 

---rlimion merging into sense and sense into motion-constituting 
that animal grace so hard for man to rival. What the live creature 
retains from th;-past and what it expects from the future operate 
a ,..--drrectfuns in the present. The dog is nev~edan_tic n.or _aca-

ldemic; for these things arise only wfie;.t°thepast~~ s_e~-e~e~ in con-
sciousness from_the present and is set up ·as a inod o co -

\_., '-\.o1,"(~~~pon whi~h to dra:ti:.,:T~~ p~~t_ a S(?r_b~_4 i~to_!h~ J?~t;s
ent c-airies on;_it p~ses forward. 

There is much in the life of the savage that is sodden. But, 
when the savage is most alive, he is most observant of the world 
about him and most taut with energy. As he watches what stirs 

(
about him, he, too, is stirred. His observation is both action in 
preparation and for~sight of the future. He is as active through his 
whole being when he looks and listens as when he stalks his 
quarry or stealthily retreats from a foe. His senses are sentinels of 
immediate though_! ang__qij~pQ$·t~>_of action,. and not, ~-; they so of
ten are with us, mere patltwa~long which material is gathered to 
be-s~away for a delayed and remote possibility. 

It is mere ignorance that leads then to the supposition that 
:onnect!on o~ an~ e~thetic ~ception with e~E~rie_!!ce i,ignifie·s 
uo~ermg.--of ~~~~~~~fi~~nd digni!r. Experience in the de

g:ee_ m wh~ch l(_!,§) experience i~ .h.~ightened vitality. Instead of sig
mfymg bemg shut up within one's own private feelings and 
sensations, it signifies 5.tive and alert commerce with the world; at 
its height it signifies £Q.IDP-lete i~t~enet~ation of self and the 
~orl_d of obj~cts an~ events. Instead of -signifying ·s~.fre_ri~i,? t_o~ 

.• 7.1!.(>nce ~nd d!so!_d~c~~ford~ ~~~ demoEs!~~ti<::n of a stabil: 
, Itv )that IS n t sta nat1o~ut IS i;liythm1c)and develo in Because - ·..__/ 
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~.E~_rience is the~ efil f an organis1E- in its struggles and 
achievements in a wor of things, it i _ artingemt:, Even in its 
rudimentary forms, it contains the promise of that delightful per
ception which is esthetic experience. 

: 1 • • 
C•:."'.' ~" •. \ . J' ' i 

,, 
(y-per, . 1 cc 

., 



2 The Live Creature and "Etherial Things"* 

WHY is the attempt to connect the higher and ideal things_ of expe
rience with basic vital roots so often regarded as betrayal of their 
nature and denial of their value? Why is there repulsion when the 
high achievements of fine art are brought into connection with 
common life, the life that we share with al livin creatures? Why ----~;;.;.;..;:---;.:.:.;.!.-...:.-~~:.:.;...;.;..;.~?-------:--.;~"-'l....;;;.;;---
is life thou t o as an a air of low appetite, or at its best a thing 
of gross sensation, and ready to sink from its best to the level of 
lust and harsh cruelty? A complete answer to the question would 
involve the writing of a history of morals that would set forth the 
conditions that have brought about.contempt for the body, fear of 
the senses, and th os1 on o es to s m 

r rj' ;1""- M' One aspect of this history is so re evant to our problem that it 
,Ja l f ,,, 

•The Sun, t~c M~n, the Eanh and its contents, arc ~<:_rial to form greater things., 
that is, ethcnal thm s--grcatcr things than the Creator himself made.-JOHN KEATS, 
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must receive at least passing notice. The institutional life of 
wankind is marked by disorganization. This disorder is often dis-. 
guised b' the fact that it takes the form of static division into 
c asses and thisrsrafi.c separatio is accepted as the very essence of 
or er as lori" as ff _is -so· fixed and so acce ted as not to enerate 
open ~on ict. Life is_ compart~~~~~!~~~~ and the ins.titutiop~ 
compartments are fl~~sµied as high and as low; their values as 
£!'...Of~ne and _spiritual, as Jllateria! andj_de.~l- Interests are related to 
one another exter~ally and mechanically, through a system pf { 1 
checks and balances. Since religion, morals, politics, business has (Hr ,, ~, iJ 

each its own compartment, within which it is fitting each should ~ 
remain, -art~ too, ·must -h~ve its peculiar and rivate realm. Com-G r ~ 
partmentalization o occupations and interests brings about sepa-
ration of that mode of activity commonly called "practice" from 
,jnsight .Qf ima ination from executive doin of si nificant ur
e.,osefrom work2 o emof o om t ou t an oin Each o 
lthese has, too, its own place in w ·c it must a 1 e. Those whc 

/

write the anatomy of experience then suppose that these divisions 
inhere in the very constitu~ion of ~~an nature. ✓,11 -e. (l;:1/, ,,,1 "f,:,. ~.-.. . - _ 

Of much of our _expenence as 1t 1s actually lived under present • • ~-
economic and le al institutional" condfrioiis-TiTsonf y too true that 
t ese §~a_!ation~_ ~<?ld. Only occasionally in the lives of many are ' 
the senses fraught with the sentiment that comes from deep real
ization of intrinsic meanin s. We undergo sensations as mechani-
..911 s 1 or as irritated stimulations, without having a sense o{:'~.'•~-
the reali that is in them and behind them: in much of our ex eri- ,-,. ; '":~,.J 
ence our different senses o not unite to ell a commo n - ..... '"Y 
large sto~. We see without feeling; J!.e hea,, but gnly a .1 0/1. 
second-han report, second han~ because n~t reenforced by vision. ~ 
We touch, but the contact remams tangep~1al_because it.does not\- ~/.._ 
fuse wit}£ ualities of seiises) that go(below the surface)We use the t"f/t 

, ;c~henses to arouse passionl5ut not to u • -·· - --- • • ht, not 
~l because that interest is not potentially present in. the exercisJ!_of 
e~~.¢~bu • to conditions of livin t at orce sense 

he sur ac Presti e oes ose o (.._ _. 
use n 1c1 ati e bod nd who act vie- c.., ~ 
ariously through control of the bodies and labor of other~. 
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_ Under such conditions, sense and flesh get'' a bad name. The 
• ' · ':> • moralist, however, has a truer sense of the intimate connections of 

~ense with the rest of our being than has the professional psycholo
gist and philosopher, akhough liis sense of these connections takes a 
9irection tha~the potential facts of our living in rela!!.Q!L.!Q_ 

e environme t. Psychologist and philosopher have in recent times 
een so obsessed with _the _ !em of -~now_ledge that they hav_£ 
reated "sensations" as ere eleme of knowled e. The moralist 
:nows t a sense IS a le WI h-em • rr.imoulse a nd appetitioii: So 

he denounces the ust o e eye as part of the surre e~irit to 
flesh. He identifies the sensuous with the sensual and the sensual 

1
-;.,ith the lewd. His moral theory is askew, but at least _he is aware 
_!.hat the eye is not an imperfect telescop~ designed for inte_llectyal re-· 
ception of material to bring about knowledge of distant objeq~. 

"Sense" covers a wide range of contents: the sensory, the sensa-
tional, the sensitive, the sensible, and the sentimental, along with the 

J sensuous. It includes almost everything ~ bare physical and emo-
1 tiona~to~ense itself-that isL the' meaning of thingS'pre.sent in 
I immediate experience. Each(§n~ ~ some r~al phase and as-
pect of the life of an organic creature as life occurs through.sense or

. gans. B~ sense,~ .m~in so directly embodied in experience as to 
1be its own illuminated meaning, is ~he only sign' cation that ex
t presses the function o sense organs when they are carried to full re-

s, .. -· 'J ~lization. The senses are the organs through which the live creature 
•• < 'J . • /., .: participates directly in the on-goings of the world about him. In this 

participation theM!ri@" wonder an~ splen~_QJ of this worl.~_are made 
actuahfor him in..!_ e qua 1nes e experiences. S .. nnot. 
lie opposed to(§orn for motor apparatus and •~will -Itself are the 
means by which thiCartici ation is carried on and directed. It can-
2,ot be opposed to 'inte lect," fo(!mrul' is the meal}Ll?_Y ..w.hich...pa[:, 
ticipation is rendered fruitfuT through sense; by which meanings an~ 
values are extracted, ~ain~, and rut to further service in the inter
course of the live creature with his surroundings. 

I . Experience ~s the result, . the sign, and_ the rewar~ ~f that inter
/ action of o;.~~ID~! nv1ronrnent which, when 1t s carried to 

th is. a transformation--o_f interaction int participatio and 
.- Since sens -- rgans with their co ""et:ted otor 

I~~::::::::. 
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De.we.y-;: CDY'~ w/ ~ "'~ or 
apparatus are the means ~ ~rticipation.?. an and o-~Xf~ 
ation of them, whether ' ractical or1tneoretical:-,is at one effect 

an ·cause·_o a narrowed and _ u e 1 e-ex erience. QpposmonsCf.~/...:~ 
o min an ody,J,oul and matter, 3>.irit and flesh all have their :;l,.,4l1-,r. 

·origin, fundamentally, inJ ea!:._Qf_~h-~ lif~xn.~~ing forth. They 
are marks of con.tractio~"'and I\Vi"~1ldrai.i.\>: Fu~~gnition, there-
fore, of she. (£O~~inu"irt of the prg~i:is, ve~~s and basi~ impulses of 
the human creatur~ with his animal forbears, implies no necessary 
reduction of man to the level of the brutes. On the contrary, it 
makes possible the drawing of a ground-plan of human experience 
upon which is erected the superstructure of man's marvelo~ nd 
disti!}gl!ishing experie~~e. What is distinctive in man makes it pos; 
sible for him to. sink - • Iow'the level of the beasts. It also makes it 
possible for him to carry to new . .aoo-u ented heights th· 
uni of sense and im uls of brain and e e and ear hat is exen 
plifie m amma£ !! ... e, saturating it ~~.£~1,l_S meanings de 
rived fromrc:ommu~nc(cfeliber ex- ressian 

excels in..~~ a~ minuteness of differentiations. 
This very fact constitutes t e necessity or many more comprehen-
sive and exact relationships among the constituents of his being. 
Important as are the distinctions and relations thus made possible, 
the story does not end here. There are more opportunities for re-
jistance aod rensio'4 more drafts upon experimentation and in
·vention, and therefore more novel in act" n reater ran e an 
◄depth of insight an increase of o · nanc in fee 1 . As an organ-
ism increases m comp exity, t er t ms o stru le and consum
mation in its relation to its environment are varied and prolonged, 
and the come to include within themselves an endless varie of 

I .wb-cbythms .. The desi ns of living are widened and nriche .f!:!1-
.filLment is more massive an more subtly sha ed. 

Space thus becomes .something more than a• void in which to 
roam about, dotted here and there with dangerous things and 

'.r' ~hings that satisfy the appetite. It becomes a com rehe • 
.,,. enclosed scene within which _ (. 

·( and undergoings in which n a e Time ceases to be eithere~W~ 
the en ess an uni orm flow or ...tliLs.u.c.~ion of instantaneous 
points-~hi ch some philosophers have asserted it t;-be It too is 
\' 1\ \ • , , 

y n , ~·P.\ ·•1 s :,\ i •. 
[, ffl \C-.iC~ \ ,, ..... 0-- e )(pl\VISibn 

... ..... . · -' · '( ;i_ {,0: f).1\ ~ (~f:.\ ~: {\ \ . t'· i ,', . •. 
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the ~and • ~edium-0f the rhythmic ebb and 

.flow o xpectant ime~lse,, orward and retracted moveme2,t, resis
tance and su~pense, with fulfillm~nt and consummatioE_:.)t is an 

.... ordering of g_rowth and maturations-a Jame~);aid, we learn to 
·kate in((~merafter having commenced ir(~iiire.9 Time as orga
lization in change is~, an~ p,!9V':~h signi~es th~!-~va~ie~ se
es of change enters upon intenr.als of :g,ause- arid rest; ' 5rt 

.:ompletions ~hat become the initial oints of new ro sse~de-

/

_yelopment. 1 e e soi mind is fertilized ile it ies fallow -
til a new burst o(~ 

'x~ Fhen a flash of li°gtt'iiffigillumines a dark lang~ca ez there is 
.-!.\~a momentary recognition of objects. ~ut the recognition is not it-
~ ~elf a mere _point in time. It is the focal culmination of long, slow 

pro~sses of maturation. It is the manifestation of the continuity 
of an ordered.temporal experience in a sudden discrete instant Qf 

( climax It is as meaning ess in isolation as wou e t e arama of 
Hamlet ;ere it confined to Gngle ITne:br word with no context. 
But the phr3:~e "the rest is "illence" is ' infinitely pregnant as the 
conclusion of a drama enacted through development in time; so 

/

may be the momentary perception of a natural scene. Form, as it is 
present in the fine arts, is the art of _making cleJ11:. what is involved 
in the ~<!~ization of space and time prefigured in every course of 
,a develo,R~ng life-experience. 

I 
,h ~omenti..a.rr'&elac~ despite physical limitation and narrow 
1ocalizatio.,~3re ·cnarge.cP\vith accumulations of long-gather~ ' 
ersr, A .c:.etur'.ri>to a scene of childhood that was left long years be
fore flocxis the s_Rot_y.,ith a..~f ent-u memories and ho es. 
To fneei>in Gr n e count -one who is a casual ac uaintance at 
home ma arouse a satisfaction so acute as to brin a thrill. Mere 
recognitions occ1:r 

0
only w en we ar(occupiea_::::with sometliTngJ 

~lse than the ob·ect _or person recognized. lt marks either anji!~- " 
-~ r else an irft~_1:t_~~}1~V: at_ is recognized as a(fne~~·s, fur 
sometfim . else: To see, to p·etce1ve, 1s more than to rec~!!. 
9oes not identify something present l.!!_ terms of a past -discon:. 

_necte~Irom It. The past is carried into the present SQ as to exp5d> 
and@eepen ,the content of the lattet;. 1]:!ge is illustrated the trans-
lation ot (~reconti•ntJ1o/) of external time into 'tlie -y_1t_l:1~-m·defyl~ 
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91-gan i zati on af experience. Identification nods and passes on. Or 
it aefines a passing moment in isolation, i!_ marks a dead spot in 
exp~r~enc~ that is merely filled u:1· ~~~ e~:nt to wh~ ~ss...,L,_,~ 
of hvmg m any day or hour is.,....reauced-- o labeling situatio ; --r ~ 
ev~-~ ~.!...~ ~bt~cts as _"so_-}: nd-~o" in me~e successio~ ~~ s t e .. x~ 
,cessation of-a hfe that is (a conscious expenenc~Contmmqe{@----
·iied~in an individual, discrere.·fornYareilie essence of the latter. ~ ~ 
- Art is thus prefigured in the very -processes of living. A bird~ 
builds its nest and a beaver its dam when internal organic pres- ~s .,..A

r_(\.i sures cooperate with external materials so that the former are f~-~ 
"i fil!cl and the latter are transformed in6!2 atigy~_gg culmination;> r-

We may hesitate. to <!R "art," since we doubt the res-
.~ ~ce o~rective ~.fil-'-'- ut all deliberation, al conscious intent, 
~ ows out of things once· erformed or anical throu h the iritw 
~ ; la of a ener • . --Were it not so, art would be built on 

•• quaking sands, na , le air. The • • contribu-
tion of man i consciousnes of the relations found in ~ 
~_hr9ugh conscio , converts t e ations cause an eP 

(Ject-.,that are found in nature into elations Q: means cons -
ueoc .' Rather . ..cg.osciousness itself is the inception o sucna 

• transformation. What was mere shock becomes an invitation; re
sistance becomes something to be used in changing existing 
arrangements of matter; ~mooth facilities become agencie_s_f PL0 

3 cuting an idea. In these operations!. ~f!,...OJ;~irnulation bt 
comes the bearer-of-meanin~ and motor c.esp9I1ses> are changec 

l into _ins~~nts -~!_ 1:xpressio~ 1lnac:0_~§~1<:~ti~ • ; no longer are 
th~r..!!!~~~~~n-~ !)(~omotion and d1_1:~st~action. Me~while, 

c flie ~~~~i£_gi_b.s~um..J)emaiqs as the,quicken~. nd ~~eep fo~n~') 
ctatfun. Apart from relations of cause arufeffect in nature, concep

tion· and invention could not ~- Apart from the relation of 
processes of.rhythmic-conflictand fulfillrnemlh animal life, expe- -1.
rience would be·_without design ~nd pat~_!'!!· Apart from organs in
herited from animal ancestry, idea and purpose would be without 

I 
a mechanism of_realization. The primeval arts of nature and ani
mal life are so much the material, and, in gross outline, so much 
m_eJI1Qdel for the intentional achievements of man, that the theo
logically minded have imputed conscious intent to the structure of 

$ t l-'o~a!i cc-.\-.C\,e. o\:- f'-2,\~~ 
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nature-as man, sharing many activities with the ape, is wont to 
• ink of the latter as imitating his own Eerformances. 

The existence of art is.!he..concrete eroof of what has just been 
ated abstractly. It is proof that man uses the materials and ener-

gies of nature with intent to expand his own life, and that he does 
so in accord with the structure of his organism-brain, se~se
organs, and muscular system. Art is the living and concrete proof 
that man is capable of restoring consciously, and thus on the plane 
of meaning, the union of sense, need, impulse and action charac
teristic of the live creature. The intervention of consciousness adds -. 
regulation, power of selection1 anclG£dispositiox!)Thus it varies~ \ 
the arts in ways without end. But its intervention also leads in time ~ ~ 

1 
to gy;(igea))f art as a conscious idea-1he greatest intellectual ~ ~. 

achievement in the history of humanity. \\' 
The variety and perfection of the arts in Greece led thinkers to , 

frame a generalized conception of art and to project the ideal of an 
art of organization of human activities as such-the art of politic~ 

I and morals as conceived by Socrates and Plato. The ideas of de
sign, .e_lan, ~der, pattern, £!lrgose emerged in distinction from and 
relation to the materials employed in their realization. The concep
tion of man.as the being that uses art became at once the ground of 
the distinction of man from the rest of nature and of the bond that 

- - ·- -:-- - - -- ---
ties _him to nature. When the conception of arfasHie aistinguish-
ing trait of man was made explicit, there was assurance that, short 
of complete relapse of humanity below even savagery, the possibil
ity of invention of new arts would remain, along with use of old 
arts, as the guiding ideal of mankind. Although recognition of the 
fact still halts, because of traditions established before the power 
of art was adequately recognized, science itself is but a central art -· --,--- =--
auxiliary to the generation and utilizfilion of oth~t~: ,. 

{:yiave developed this point in Experience and Nat11re, in Chapter Nine, on Experi

ence, Nature and Art. As far as the present point is concerned, the conclusion is con
tained in the statement that "art, the mode o( activity that is charged with meanings 

capable of _imme_diately enjoyed J?.2_S~e~ ion, is the .~'E.l?l~ uJminatiop. of nature, 
and that e.c1ence ~roperly a handmaiden that conducts natural events ro this happy 
issue." (P. 358.) - • ·- . 
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It is customary, and from some__points of view necessary, to 
make a distinction between fine- art )md usef~lo r technolagic?J~ 

rare But the point o~ew from which 1t is necessary is one that· is 
~-;ic o the work of art itself. The customary distinction is 

based simply on acceptance of ~ertain existing social conditions. I 
suppose the fe.tiche_ ~of the negro sculptor were taken to be useful 
j_n_th_e_bjghe.st.-deg;ee _to El!> ...!!".U~.~J.g!"91Af), more so even than spears 
and clothing. But now they are fine art, serving in the twentieth 
century to inspire renovations in arts that had grown conven
tional. But they are fine art only because the anonymous artist 

,,,..---!lved ·ana·expertencedwfufcy;during the process of produ~? 
~ A::ii a~gle·r ·may e~_!:_.his ~~t~~ V:_it~out thereby :-lg~ing _the ~sthetic sat- € .j:: 

1sfaq!Oi:t he experienced m ... c~ and :p~It 1s this degree of ~ ~ 
com leteness of living in the experience of makin and of perceiv- s:> 

ing that makes the 1 erence etween what is fine or esthetic in art } ~ 
and what is not. et er e t m made is45iiftc use as are ~ 
bowls, rugs, garments, weapons, is, intniisica Y)Spea ing, a mar- f (' 
~erence. That many, perhaps· m82,.i -2t r~articles and ~ t_ 
utensils made at present for use are not ge~ineY esthe ic hap- ~ 
pens, unfortunately, to e true. But it is true for reasons that are ~ 
foreign to the relation of the "beautifu.f'._ and "useful" as such. t-

1,
Wh~~ are s1!f!i as to .-prev._ enJhhe-<1ct_of production 
from bajn~__?Cperience in which tne -~h_o!e creature 1s alive and t1 
~e-.possesses nis living through enjoy~ the product r 
will lack something of being esthedc\ Nomatter fiow useful it is c] 
for special and liil]it ends, it will not be useful in the ult~ te '-./ 

_ _sle_gr:_ee-that _of c_tontributin directl and liberall to afupand.:, 
•. ing and enrichec:flire::::I'ne story of the severance and final snaip 

opposition of the useful and the fine is the history of that indus
trial development thto.tJgh which so much of production has be-
come a f .- ~siponedlTuing~nd so much of _consumption 

l superimposed enjoyment o t e fruits of the labor of others. 
o\,et\._\ed,. ~ho< • 

Usually there is ;[l:i9stile react iQ!). to a conception of art that con-
2,~gs_it .. wit-h--t:he..ac..tivities of a live creature in its environW!!!!. The 
hostility to association of fine art with normal processes of living 

1 
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~ at even a tra 1c commentary on life as it i ordi rily 
0 !iv Only because that 1tfe is usua y so stunted, aborted, slack, 

f or heavy laden, is the idea· entertained that there is some inherent 
'g 'antagonism between the proc~ss of normal living and c~ti~,n ~n~ 
~ )' ,,enjoyment of works of esthet1c all:_ After all, even though ~ 
W'-- o rual" and "material" are separated and set in opposition to one 
~) _'f another, .there must be conditions through which t he1'aealii; capa
/''1} ble of e~b~men nd{eal~ :rtio and this is a11,Tiinaamentally, 
~~N ~ ~hat "matter~ . Tfie very currency which the opposition ? has acquirea testifies, therefore, to a widespread operation of 

\ ~ forces that convert what might be means of executing liberal ideas 
9 

o,, ,rt- into oppressive burdens and that cause ideals to be loose as ira-
c::,-r-'>._,~~v tions in an uncertai~ and ungrounded atmosphere. 
Lo'- While art itself is the best proof of the existence of a realized 

and therefore realizable, union of material and ideaL there are .. -
general arguments tlJ_at.su~ftert- t-he .. thesis in hand. Wherever con
tinuiry is possible, the burden of:p~sts upon those who assert 
)pposition and dualism. Nature is the mother ~nd_ the_ha~it~t of 
nan, even if some imes a ste mother-?nd,an unffieri""dl --home., The 

iact that civilization endur~ an cu tu?e conrinues --and some
times advances-is evidence that human~ and.purposedind a 

J?.~~s\and:[up~rfip nature. As the developing growth of:n indi
- r.0 vidual from embryo to maturity is the result of interaction of Or-

f f }fl ganism with surro~ndin~, ~o c~lture is the-pr.o.9u~ not of ef~or:;s 
~ 7,· f of~ut for_th-1IL~ Qtd-0,r: Just upon themselve~ but of ro;:) 
tJ i • i.: onge an ~ umulative interact10)1 wit environment. e depth 
~ o~-the -re-sponse~ stirfed ~ work~ of art ~~o_w,s-fheir)on?ity 

, A with the o erattons o s endurm ex enence~ he wor s and 
d1 ;·-,·. 1 ti-;- the res onses the olce e continuous wit ·t eve ro e 

living as these are carried to nex ect~- - appy fulfillment/ 
s to,absorptton o t e esthet1c m nature, cite~ case dupli-

cated in some asure in thousands of ersons but notable be-
' cause expressed by an artist o ~ t_o,rder, W. H . Hudson. "I 

feel hen I_am D1:!t of si ht of~ -~ng-grassu1nd out of chi 
sound of birds' v • s nd all(rural so'unds, hat lam not iro.p.etlY
~ He goes on to say, " .. . wnen r near peop e say that they 
have not found the world and life so agreeable and interesting as 
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to be in love with it, or that they look with e uanimi to its end, 
I am a t to think that they haveqreveroeen ro er! a ·ve or seen 
with clear vision the wor they think so meanly of or anything in 
it-not even a blade of rass." The mystic ~ect of~ esthefic:::, 

, sl!rren2 that rende • kin as an experi_e£ise to what reli-
gionists ter ecstatic communion is recalled by Hudson from his 
boyhood life. He is speaking of the effect the sight of acacia trees 
had upon him. "The loose feathery foliage on moonlight nights 
had a peculiar hoary aspect that made this tree seem more in
_tensely alive than others, more consdous of me·and"~f my pres=:-i 
ence .... Sil}lilar to a feeling a person would have if visited-oy a ~ ---

, supernatural being if he was perfectly convinced that it was there 
1n his- presence, albeit silent and unseen, intently regarding him 
and divinin_g every thought in his mind." Emerson is often re
garded as an austere _thinker. But it was Emerson as an adult whc 
said, quite in the s_pirit of the passage quoted from Hudsor 
:f rossing a bare c·om--;J;on, in sn?w puddles, at twilight, under . 
clouded sky, without having in my thought any occurrence of s~ 
cial good fortune,l_have enjoyed a perfect_~xhilaration. I am glad 
to the brink of fear." ,~ . 

I do not see any way of accounting for the multiplicity of ex-1
• • • 1 •., .... 

periences of this kind (something of the same quality being found ;, ;. 
in ever s ontaneous and uncoerced esthetic res onse), except on I ; 
the basis that there are stirred into activity resonances of disposi- \ •. 
tions acquired in primitive relationships of the living bei;;'g ta its \ : .. _, 
surroundings, and irrecoverable., in distinct or intellectual con.- \ 
:iciousness. E~periences of the sort mentioned take us to a further , ~ 

(

.consideratio_o tha~ testifi:s to~~.?~~i~.u~ty_. \fhere is no limit\ } 
to the capacity of immediate sensuous expenence to absorb into it-~ '"~ ~ 
self meanings and value~ that in"~nd ~! themsel~e~-that is in the_~¥ 7f ~ 
abstract-would be desi nated ideal and "spmtual" The ani~°( 

• b d' d • 9X ""->-, mist1c stram o re 1gious ex ene em o ie m. Hudson's mem- •~· <? 
ory of is child ood d~ys, ~s an instance on one level of~ . ~ \, 
experie:°ce. And t~e po_eucal, i~ whatever medium, is always a \ \: 
.£!ose ~m of the animistic. And 1f :'e turn to an an that in many )o, , 
ways is at the other pole, ar~hitecture, we learn how ideas "'i 
wrought out at first perhaps in ~hly te~hnical thought like tha~ 

I'/ 'i~e.- 0 oc.~ c. 0t \ C ,- -J. ~.5 ar\ ur o-o.Js ,. \ \ \ , y .,. C o~ l\., V\ 
~f +he.- l\)\~t'l1-iS{lc .' 
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of mathematics, are capable of direct incor oration in sensuous 
form. The sensible sur ace o thin s is never merd a surface. One 

, l can discriminate rock' from ·msy tissue-paper by the surface 
~ alone, so completely have the resistances of touch and the s?li~i-
~ ties due to stresses of the entire musc~lar_s stem ~een embodied m 
t 'j ~. e process oes not stop with mcarnauon of other sen-

J sory qualities that give depth of meaning to surface. Nothing that 
a man has ever reached b the highest fli ht of thou ht or pene
trate robin in i ht is inherend such that it m ot be

me he heart and ore of sen'" . 
: nbc, l The same word,~' is used to designate expressio!}S of 
:5Y abstract thought, as in mathematics, and also such things as a flag, 

crucifix, that embody deep social value and the meaning of historic 
faith and theological creed. Incense, stained glass, the chiming of 
unseen belli, embroidered robes accompany the approach to what 

J;.vWY~ is regarded a . ivme. The connection of the origfn>' of many arts ---, 
,Y ~ / ' with '.pnmifive ritu~ 9 beco~esmore· evident with every excursion 

(\,,, - - . . -
• ' • ' of the anthropologist into the past. Only those who are so far_ _re-

moved_ from the earlier experiences as to miss their sense will con
clude that rites and ceremonies were_m~r~~chp~4<:.~ices for 

~i\ securing rain, sons, crops, success in battle. Of course they had 
,11. '( this .!!l~~ili™~' but they were ~ingly enacted, we.may _be 

[
sure, j~_.spire._o£,all,practical failures, because tney were l!n~ 
_<:,~hancements-,,of the experience of living.~ were something 
other than j11t~JJectuali_~t!c essays of pnm1tive man in science. Un
ea iness-hcfo1:4ny unfamili·ii"- fact doubtless played its part. But 

_:_ -- • or . in the· g_r9".V!hand-re-nditionpf a good -
played· itsaominant part t en as 1t oesJ!l the growt of p_opula!:_ 
~!bolo ies to Not only does the direct sen~~ ~~e~nt:;-and 
~ ot1on is a mo e o sense tend to absorb alOdeational matter-· 
--1 • ·uf aart from s ecial isci line enforced b h sical apparatus, 

it su6 ues nd i e • el intellectual. 
The mtroduction of the supernatural into belief and.the all too 

\ human easy reV'ersicix fo fnesupernaturalfl much more an affair 
◊';"--/_~e s cholo· • th~ generates works of art than of effort at sci
/ :<\~ tific and philosop 1c exp ana 10n. t mtensifies emotional thrill 

r ,,.., ~nctuates the interest that bclo~ to all breaks in famili~ 

t;, \. ( 
eMiMn-v "i.5 .0. ~cb 1:>r' ~~ _5tV.S\'. r·,: , '. c, 1,'y.a1•1S 1~ , 

r + 
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routine. Were the hold of the supernatural on human thought an 
exclusively-or even mainly-intellectual matter, it would be 
comparatively insignificant. J.heologies and C.Q.SmQgonies have laid 
hold of imagination because they have been attended with solemn 
processions, incense, embroidered robes, music, the radiance of 
colored lights, with stories that stir wonder and induce hypnotic 

l admir~t!2!1·_ That is, they __ have come to m~n through a(c 1rect a 
efal to sense nd to sensuous imagination,, Most religions ave 
identifiecf their sacral}'lents wit_b__the· highest reaches of art and the 

--:: mos_! authorit;ti~e beliefs have been clothe~n.;:-a garb o(~and 
~ (page~ntry that gives i~~e4i~t~_~eli~ht to eye and ear and that 
• -.,,;' evokes _massiye _ <:mO!i~!)S of _ su~_Q~Qse, w~~der, and ~ The 
:«-_. ;~.flights of P?:.~icis_ts aJ:!.d ~~tr?.!l~~ers _today an_swer to the esthe~c v hr!s, 
:',l.• need forsat1sfact1on of the 1magmat1on rather than to any stnct-..-"• •. • ·, 

,r - • • · - - --~- - ----- ---:--'-- - t , ·~ 
.-.r demand of unemotional evidence foi; rntional inter retation. ·• • • • 

Henry Adams made it clea";·that _the-theologx_of the ~iddle 
~ ~~ is a ~nst~<:~io_n of _the same intent as that which wrought 

~ 
~the_sat~~drals. In general this middle age, popularly deemed to ex-
,2.press the acme of Christian faith in the western world, is a~.A"- .> ~ 
,.':'demonstration of the ower of sense to absorb the most highly -::,. 

~~piritualized ideas. ¥,usic, painti!!S, sculpture, architecture, ama { ~ 
s;, ana·~manc~ were handmaidens of religic:m, as much as were sci-~ ~\~ 

_g~ nee ~~~ ~cholar~ The arts hardly had a being outside of the~~x~' 
church, and the rites and ceremonies of the church were arts en- ~ :\ • 
acted under conditions that g;ve th;m the !113.J9mUm possible of ~ -'-
~QtiOJ1~! and ima~ativ~_ji_p_peal. For I do not know what would ~ .. 
give the...spectaror.=and...a.!!ditor of the manifestation of the arts a ' 
more poignant surrender t,han the conviction that they were in-
formed with the necessary means of _eternal glory and bli~s._ 

The following words of Pater are worth quoting in this con
~ ----e-ChQstianity of the middle ages made its way Qfil!!y 

~~~~~u;:· c~b;;e;a~u~ a thing so profoundly felt by the Latin hymn 

l writers, w o m ral or s iriti, • h hundred 
sensuous image§.;_ A passion of which the outlets are sealed begets 
a tension of nerve in which the sensible world comes to one with a 
reinforced brilliancy and relief-~dness turned into blood, ~ 
water into tears. Hence a wild convulsed sensuousness in aII the 

(\ o,)\ ~ Co'Y¥11 \-s-e.~ 50\'S\)OUS¥t2,":;~ 



• I 

eMb,J ,c~ ~.,11 \ 

{nl Art as Experience 

poetry of the middle ages, in which the things of nature began to 
play a strange delirious part. Of the things of nature, the medieval 
mind had a deep sense; but its sense of them was not objective, no 
real escape to the world without us." 

ri , In his autobiographical essay, The Child in the House, he gen-
Yr:/' eJ: eralizes what is implicit in this passage. He says: "In later years he 

came upon philosophies which occupied him much in the estimate 
of the proportions of the sensuous and ideal elements in human 
knowledge, the relative parts they bear in it; and, in his intellectual 

~ cheme, ~_kd to assign very 1 • the abs~, and 
oft much to its sensible vehicle o occasion '"Thelatter "became the 

o ,_'n€cess~ y concomitant--e any perception of things, real enough to 

j have-any ~eight or reckoning, in his house of thought .. _ _. . He 
came more and more to be unable to care for, or think of soul but 

• #5 -or of any world but that wherein are water 
~ 9'-1~ and trees;ari-d-whefe,,...m~~ and w_o~en look, so or-so, and J?ress a~-
~~~ tual ha~ds." The elevation f the 1deal'a ve and be on ed -

,f 9') ~ ate.s~~se has operated not only to make • .£:1 Ii nd~ 
~-~ ~ i! has acted, l_i_~~ a conspirator with the sensual roiod,_to impover

ish and degrade all things of direct ~ 
. ~ In the title oft • ter I took the liberty of borrowing from 

t-~gf"' Keats the word etherial" to designate the meanings and values 
11 ::. 1\ 1 that many philosop ers and some critics suppose are ina·c~ess1-

<lifetosensc2.. because of their seliiiiiih ejer~l~ and univer_§!r 
ci)acac~s-thus~xemplifying the coriiiiion d1ialism, ofnature and 
spirit. Let me re-quote his words. The artist may look "upo~ 
~n, t~~ M~~1.!1 t_he -~tars, and the ~arth and j~s _ contents as Jnate~ , 
~o form _g_£_eater things, ,that is etherial thing57greater things 

,than the Creator himself made," In makirigt li1s use of Keats, I had 
also in mind t that he identified the attitude of the artist 
with that of the iive creature· d did so not merely in the implicit 
:enor of his p~out·m-reflection expressed the idea explicitly in. 
words. As he wrote in a letter to his brother: "!he greater part of 

,!llen make their way with the same instinctiveness, the same un-
_wandering eye from their purposes as the Hawk. The H"awk waiits 
;-mate, so does the man-look at them both, they set about and 
procure one in the same manner. They both want a nest and they 
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both set about it in the same mann~-_they_get their food in the 

I 
same manner. The noble animal Man for his amusement smokes 
his pi~-the Hawk balances about in the clouds-this is the on!y 
difference of their leisures. This is that which makes the amuse
ment of Life to a speculative mind. I go out among the Fields and 
catch a glimpse -~f a Stoat or a field mouse hurryin along-to 
what? The creature' has ~an~ ri t with it. I 
go am~e buildings of a city and see a Man hurrying 
along~ The Creafii'~ has a pu"rpose_)and (ntSey~ are 
orightwithit.... ("\·- ~,., , - ,.,. ... ~, ,.. - -~ _,._.,______ ' - ~ (' " ' 

"Even here though I am pursuing the same instinctive course 
as the veriest human animal I can think of [though] I am, however 

l l young, writing at random straining at particles of light in the 
midst of great darkness, without knowing the bearing of any as
sertion, gf any one opinion. Yet may I not in this be free froID..fil.!l? 
May there not be superior beings amused with any graceful, 
though instinctive, attitude my mind may fall into as I am enter-

----

tained with . th~ alertness of a_ .~W~t or .!he _a~i~ty __ o~_peer? 
Though a quarrel in the streets is to be hated, the energies dis
played in it are fine; the commonest Man has a: grace) in his quar- _ ---- ~ -=- '· \ (" gJ. Seen by a supernatu~ Being our reasonings may take the 
same tone-s.hough erroneous,t hey may be. Q ThiJ.J.s.!E!; very -~ \'\ •,., ,\ 
thin in wh • consists oetr . There may be_reasQ)n s Sbu .\ ••• • 
when the take an • nstincti orm like that o nimAfor d 

ovemen he are poetr , they ar ne the hav ra_ce-: 
n anot er letter he speaks of Sha espeare as a man of enor

mous "Negative Capability"; as one y.rho was "capable of being.ii 
uncertainties, mysteries, doubts, without any irritable reaching aJ 
ter_fact_and reason." He contrasts Shakespeare in this respect w1ti 
his own contemporary Coleri~ who would, let"'a. poetic insight 

,,,- ~ it was surrounded with obscurity, because he could not 
• in tell c uall: , • ustif it; £Quid not, in Keats' anguage, be satisfied 

_yyid{ "half-knowledge. I think the same idea is co_ntained in what 

[ 

he says ,-Tn a · lettecto - ailey, ).bat-h~~ r et has been able to 
£_erceive how anything can b known for trut b consecutiv -
soning .... Can it be that even· tne=_g:,r~·are·st-Philosopher ever M: 
rived at bis Goal without P1:1tt~ asi~y numerous objections": 
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1 
➔ askin in effect, Does not the reasoner have also to trust~ 
,r m~uiti~~~t_? _~ ha~ c_ome upon hi~ in h~s~at~ ·~su?u~ 
~ ana emotional experiences, en against ob1ect1ons that reflection 
~ presents to m. For ·negoes on to say "the simple imaginative 

j ~ ~ind ma~ h_:i::~f:s F~".Vards in t-~~J.- . titi~n~ f ~~ o~ n_s~l~nt "':~rk~l mgs ~0mm contmua:Hi on tlie,S mt wit '.:) fine suddermess -a 
o- remark tliat confa1ris more of the psychology of productive thought 
f : ~ than many treatises . . ~- .._ 
c. _<l-J In spite of the 1ellipticak haracter of Keats' statements two 
J t£ "1 points emerge. One of them is his convicti at " reasonings" 
~ ~ ~ ,!lave an origin like that of ~ e mov~ents '._ ~ ~ _ila c_~ ai:gi_~ 't?
i \.~ ward its goal, an ey may become:spontaneous-; ~2nstinctive1" 

i;} a!1g _ when they become instinctive ar~ sensuous, and immediate,-.. 
~ ! ~ 1~etic. The other side of this conviction is his b • that_no "!::,_a-
~ ~nin " a ~~ _ nin that is as excl in m • • 'ense 

::,...___ 5:~!! reach trut ) Even "the greatest philosop er" exercises an 
~ ~~ ~ imal-li~e prefere~ce to g~i~e his_ thi?king t~ its con~lu~ions. He 
~G::'-t s~le~~and puts aside as his 1magmat1ve sentiments -i:nov~ " Rea-

"'~~ son" at its height cannot attain complete wsp ,!nd a self-
i, {\contai~ -r~~ It must fall bac ~~tion-upon 

th~odimen of ideas in e@_Otionally charged sense • 
There as been much dispute as tow at eats meant in his fa

mous lines: ae ewl y )~../1, J:•Jr~ , ~ ~~~ 

'!~!!D'. is truth, truth beaut;c-that is all 
Ye know on earth, and all l_: need t<;Jno5.." 

and what he meant in the cognate prose statement-"~hat imagi
__ nation seizes as beauty must be_truth." Much of the dispute is car
ried on in ignorance of the partic~ar tr.:a,qition in which Keats 

r.--- - - --
wrote and which gave the term...'..' trud-i'' .its mean_@g)In this tradi-
tion, " truth" never signifies correctness otmtellectual statement~ 
il,bout thing§, or truth as its m~anin&Jmow influenced by scienc~ 
It denote t e w1s om b which men liv especially "the lore of 
goo__ ~ • !fl e~ts mm 1 was particularly con-rie'cted 
~i~h the uestion of. ·-ust1 in oodand trusting to it in spite of 
the evil and destruction that abounci. "Philosophy" is the attempt 
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Jo answer this question rationally,, Keats' belief that even philoso-
phers cannot deal with the question ~t depending on imagi-
native intuitions receives an independent__and po~tive statement in 
his identification of "beau " with "truth"-the particular truth 
that solves or man the baffling problem of destruction and 
death-which weighed so constantly on Keats-in the very realm 
~es·to-:3ssert supremacx~~n a world of sur- S:Jrr isc 
mise, of mystery, ·of uncertaintie~. "Reasoning"( µ11:1~t jait)nan-
this of course i octrine long taught by those who have held to 

e necessity of <('d~ifie revelat16h) Keats did not acce t this sup
plement and substitute for reason. he fnsi ht of (una inaticm 
must,.....suffice. "This is all ye know q _Q earth and all ye need to 
know.» The critical words are "on earth"' that isam1cfa-scene in 
~ "irritable reaching after fact ~nd reason" c;nfosesand dis
torts instea{iif.b.gEgi~ u~ t~ ~he iightTt;;as in mo,!ill;!ltt_ of most 
j_ntense ejtl~etic perceptioii)hat Keats found his(utmost s~lace-iand 
his ,fleepest convictloris;:.,Tiiis is t~5 fuc_t..C.c:£_Q,_r~ed at the close of his 

(

Ode.J.Jlti_mately th~!e . are but t:\y<> philosophies0One of them ,ac~ 
fe-e_~~-li~e an~ e_~perie~in all its unce_rt~1n~y,.~_rs~ecy; douot-;-and 
.half-knowledge -and tuuis'that expenence u :>..O.AL!!§_elf' -to deepen) 

ncl'fnten_iif:y>its 9wn qua itl~ , to 1 --mation and ar~hisisthe 
~

1 
of S a. espear~and.~ ~~ - --- ---=-

·--- -- · 

-\-~e., , V\.5~ D~ 'l~ 2_o/~~ 
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3 Having an Experience 

EXPERIENCE occurs continuously, because the interaction of live 
creature and environing conditions is involved in the very process 
of Jiving. Under conditions of resistance and conflict, ~peers and 
elements of the self and the world that are implicated in this inter
"action gualify experience w1di---;motions and ideas so that con
scious intent emerges. Oftentimes, however, th~erience had is 
inchoate. hings ar experienced but not in such a way that they 
Me composed into n x ·ence. There is distraction and~ 
sion; what we observe and what we think, what we desire and 
what we get, are at odds with each other. We put our hands to the 
plow and tum back; we start and then we stop, not because the 
experience has reached the end for the sake of which it was initi
ated but because of extraneous interruptions or of inner lethargy. 

In contrast with such experience, we have an experience when 
the material experienced runs its course to fuifUtmenf. I hen ana 
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then only is it integrated within and demarcated in pte general 
stream of experienc~ from other experiences. A piece of work is 
finished in a way that is satisfactory; a problem.receiv:esjt_s_solu
tian;_ a_~ is pl~ed thr9!:!g!i; a situation, whJ!th_er tbaLQ[__eating 
a~ l playing a game of ~hess) carrying on afonverdti~),.,~t
ing Lh9ok~ or taking_EIJj_n a_P.olitical cam .1ti n~ roundecl 
o'ut>that its close is ( consummat~andnot a cessatio Such ari' 

1
. experience is a ~-~~~e ~cl-carries with ic ics awn <fu~@zin&) 
guality andrself-sufficiency) Jt is an experience. 

_ Philosophers, ev~·einpiricaf1phi~osophers, have spoken for 
!! 4= the most part of -~periericeat1arge ... Idiomatic speech, however, ~g refers to experienc~ ea"ch of wfifch isrsillgtiG°Qhaving its owr(g f f 
• ~gAIIld end.'foC life is no uniform unint0rru ted march orof'

0
~ 

';j- ~t istatllin of rustor1- e_ach with its ow~_¥foQ.its own in- h.-J~ 1 ceptton an movement toward 1t close each h . own par{riffeA=) 
ticu a{ rhyt mic;movement; each with its o unrepeate uali 
pervadi'ng it th~oughout. A flight of stairs, mechanical as 1t is, pro
ceeds by individt..ializ-ed -steps';'not by undifferentiated progression, 
and an inclined plane is at least marked off from other things 6· 
abrupt discreteness. 

Experience 1!! thiGal se~is defined by those situations an, 
episodes that we spontaneously refer to as being _:,real e~~~
ences"; those things of which we say in recalling them, "that was 
~xperience." It may have been something of tremendo~s 
importance-a ~with one who was once an intimat~~!§;-:) 
~?finally_ averted by__a hair's breadth. Or it may have been 
something that in comparison was slight-and which perhaps be-
cause of its very slightness illustrates.a.Uthe better what is to be an 
experience. There is _~hat_ ~~~! lA -~ ~~-~~ r~~~~~~ of whic~ on~/4 /ld 
says ..'.~ that was an experience." }t stands out as an endurin~w 

0
-f 

(morial df what food may be. Then there is ..th.!!t_~torm one went love.. 
~rough in crossing the Atlantic-the storm ~emed in its 

( fury, as it was experienced, to sum up in itself~ll that a storm caro .... .....___ ------ - --
( be, complete in itself, standing out because markea out from what 

~ent before and what came after. 
In such experiences ever successive art ows freel ithout 

and without_.unfillep lan-kyinto what ensues: Kt the same 
...._,_ ___ ---
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•"".) time there is no sacrifice of th(°self-ident19'. of the arts) A river, as 1 distinct from a pon , ows. ut its flow gives a definiteness and in
~ terest to its successive portions greater th~t in the homoge
~ {'nous portions of a pond. In an experienc~~ -i~ from something 
~ to something. _!.s one part leads into anoilier a~ as one part car
~ ies on what went befor~, each ains distmctness in itself. The en-
~ uring ~ ol is 1versified b ases t at are. em has es) 

u.. \\> o 1ts vane o 
o ~ _fu;ca e o cont" • here are no._~ mechani-

4- ~ caf iunctions an ·,dea center when we haveTn°):xperience. There 
~ ~ are pauses, places o rest,.._but they punctuat~ nd define the qua_!-
~ r: -~ ity of movement. They sum up what has been undergone and p~-
~ vent its dissipation and idle evaporation. Continued acceleration is 

breathless and prevents parts from gaining distinctio~. In a work 
of art, different acts, eltisodes, occurrences melt and fuse int~ 
unity, and yet do not disappear and lose their own character as 
~ do so-just as in a enial conversation there is a continuous 

mterc ange nd blen~ and yet~.seeaker not only retains 
~haracter but manifests if more clearlythan is his wonO 

An experience has a unity that ~jyes 1t 1ts~-t~ al, '-
at storm, that ru ture • ~ The existence of this unity 

\:i constituted by a single uali that pervades the entire experi
ence in s riation - f its constituent parts. This unity is 
neither emotional rac ,ca, nor intellectual, for these ternJS.name 
distinctions that reflection can ma e wit m it. In discourse about 
an experience, we must make use of these adjectives of interpreta
tion. In going over an experience in mind after its occurrence, we 
may find that one property rather than another was sufficiently 
dominant so that it characterizes the experience as a whole. There 
are absorbing inquiries and speculations which a scientific man 
and philosopher will recall as "experiences" in the emphatic sense. 

l In final import t.hey are intellectual. ].ut in their. actual ~ccurr~ 
~hey were emotional as welh_ ~y were purposive and volitional. 
Yet the e~ was. n~t ~ sum .of these different characters; 

l 
they wer~~s d1stmct1ve traits. No thir~~er c :tly his oc
cupation save as he 1s lured and rewarded - al inte ra x eri
ences that a:e intrinsically w~rthwhile.,f Without tfiem ne would 
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never know what it is reall 
loss in distin uishin real thou ht ro t e s urious e 

/

Jhinking goes on in trains 1 eas, but the i ea am only 
because they are m~ore than what an anal tic s 
calls ideas. T ey a e.__ ases emotionally and practically distin
guished, <gff\ levelopmg underlying qual@; they are its movin 
variations not separate and inde endent Ii e's and ume's ,,,------
so-called ideas and impressions, but ar~ subtle shadi~of a er-

f 
vadin and deve o m ue. 1~ ~,,r I c.\ f ~ )-_,;-T;

1 
__ _ 

VJ\ ti, ~ I :, . · ·' ·"") . 

We say of an experience of thinking that we r'each or draw a 
Cl. ~~~~i_1:_sion.'ITheoretical formulation of the process is often made 

ef in such terms as to conceal effectually the similarity o "~u-
sion" to the consummating phas~of ever develo in ·nte ral x

+- eerience. These formulations apparently take their cue from the : + separate propositions that are premisses and the proposition that 
~~ is the conclusion as they appear on the printed page. The impres-
~ sion is derived that there are first two independent and ready-made 
1f. entities that are then manipulated so as...tg_gi.'le_rise to a third. In 
~ fa~t~ in~~ experienc~-?Lt_hinking, p~:em~rje:only as a_con-· 
c:g__ dus1on Becomes mamfest:)The ex enen~~, hk·e tliat of wa_rchmg a 

@arm )-each its height and gradually subside;is one Qltontin.uou 
• -~~vement of sub1ect-matters. Like the ocean in the stornr,there 
are-a' series of waves;- suggestions reachin _o . • --;-
in a clas ' or being Carrie onwards bt'acooperative wa;e~lf a 
---- c::._ conclusion is reached, it is that of a movemeritof ant1c1pafion and 
cumulation, one that finally comes to completion. A "conclusion" 
is no separate and independent thing; it is the consummation of 
movement. 
---i::lence an experience of thinking has its own~ualit; 
It differs from those expe.riences that are acknowledged to be es
thetic, but only in its , mate~lals." The material of the fine arts con
sists of qualities; that of e:xperience having intellectual conclusion 
are signs or symbols having no intrinsic quality of their own, but 
standin for things that m in another ex erience be ual' ativel 
experienced. e difference is enormous. It is one reason why the 
gci .. ctly: intellect~! ~£t will never be popular as music is popular. 
Nevertheless~ the experience itself has a satisfying emotional qual-
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y because it. possesses internal integration and fulfillment . 
. ·eached through ordered and organized movement. This artistic 

. structure may be immediately felt. In so far, it is esthetic. What is 
even more important is that not only is this quality a significant 
motive in undertaking intellectual inquiry and in keeping it hon
est, but that no intellectual activity is an integral event (is an expe-

l f r)·e· nee), unless it is rounded out with this quality. \1ithout it, · 
/,thinking is inconclusive. In short, esthetic cannot be sharply 
/marked off from intellectual experience since the latter must bear 
' an esthetic stamp to be itself complet~ 

The same statement holds good of a course of action that is 
dominantly practical, that is, one that consists of overt doings.JL 
~s possible to be efficient in action and et not have a conscious 
experience. e activity is too automatic to permit of a sense .51f 
what it is about and where it is goin~. It comes to ~dJ>ut ~ 
to a close or consummation in conscious·ness. Obstacles are over
come by shrewd skill, but they do not feed experience. There are 
also tho~ who are wavering in acti; n~ uncertain, and inconclu
sive like the shades in classic literature. Between the pol~~~fo,.-:. 
'1essness and mechanical efficiencr, th~re lie those courses of 
action in which through successive deeds there runs a sense of • 

·:._s._r_?i~onserved and accumulating toward an end that 
is felt as accomplishment of a process. Successful politicians and 
generals who turn statesmen like Caesar and Napoleon have 
something of the showman about them. This of itself is not art, 
but it is, I think, a sign that interest is not exclusively, perhaps not 
mainly, held by the result taken by itself (as it is in the case of : 
mere efficiency), but by it as the outcome of a process. There is in- . 

·1 terest in com letin an ex erience. T~ £~per_ience II!ay 6~ -~Ee 
that is ar o the world and its onsurnrnation undesirable) 
But it has esthetic quality. -· -

The Greek identification of good conduct with conduct hav
ing proportion, grace, and harmony, the kalon-agathon, is a more 
obvious example of distinctive esthetic qual~ry in moral action. 

I One great defect in ~passe~. as Jiio!'."alicy is itsanesthetlcqual
ity. lnste~d of_exemplifying w~olehearted action, it :~ke5._~~e form 
of grudgmg_pie.c.e..rn~!..£gp._c~~s1on.~ J.Q t_b.e 9em_an~s~~f dutyJBut il-
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lustrations may only obscure the fact that an ractical activity 
will, rovided that it is integrated and moves b ·rs~to 

fulfillmen1., have ~sth~ti~ g~a.!i.!J. 
A generalized ill_ystration may be had if we imagine a ston~ 

which is rolling down hill ·1 0 e rience. The activity is 
surely sufficient y "2ragicaJ" The stone starts from somewher_e, 
and moves, as consi~tently as conditions permit, ,toward a place 
and state ·where it will b~t;?-toward ,anerul:;Let us add, by 

imagination, to these external facts, the ideastnat it looks forward1 
wi~_t) d~sir~\o the 6oa) outcome; that it is,i~n the things i~ 

; meets on its wav, conditions that accelerate and retard its move
-;;nt with res ect to their bearing..Q.fithe en~Jha.J, it acts and feels 
toward them according to the_ hinderin::3. { h~p7iig)function it at
tributes to themi. and tha~!1}.~Ji!1~1 ·coming tc(rest); related to all 
that went before as the culmin~ of a contmuous movement. 
Then the stone would have an experience, and one with estheti< 

~ality., d.r 11 : ~ ? 
If we turn from this imaginary case to our own experience, w, 

shall find much of it is nearer to what happens to the actual stone 
than it is to anything that fulfills the conditions fancy just laid 
down. For in much of our experience we are not concernec!._~itl}._ 
the connection. of one incident with what went before and what 
comes after. There is no interest that controls attentive rejection or 
selection of what shall be or anized in he develo in ex eri
ence. ings happen, but the are neither definite! included nor 
cfec'Isivel excluded· ri . We yield according to externa pres-

( 
sure, o ev and , , prom1s15:) There ar~ings and cessa-
tions, butno genume.. initiation~ nd ,concludin~One thing 

I replaces anot er, ut oes not a sor 1t a rcarr it on. There is 
experience, but so·~ck nd~iscursive ~hat i~ notan experi~~ce .. 
Needless to sax, such experiences are anesthetic. - • -
, Thus .the.J:t_on-esthetic lies within two limits. At one pole is the 

loose succe~sio~ hat _g.9es _got: !:>~gin at anu~rticul~ ~c~ and 
that ends-m t~e s~nse 2f _ceasmg-__ at no particular place. At the 

other pole is ~~nstr_ic~ proceeding from parts having 
only a ~ec):!an_1~~l corrrr~ct1q!!_ with one another. There exists so 
much of one and the other of these two kinds of experience that 
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unconsciously they come to be taken as norms of all experience. 

(
Then, when the esthetic appears, it so sharply contrasts with the 
picture that has been formed of experience, that it is impossible to 
combine its special qu_alities with the features of the picture and 
the estheric is given an outside place and status. The account that 
has been given of experience dominantly intellectual and practical 
is intended to show that there is no su~ll_':.Q!!t~~t involv~d in hav

·( ing an experience; that, on the COJ?,trary, no experience of whatever 
sort is a unity unless it has esthetic quality. 

The enemies of the esthetic are neither the practical nor the in-
tellectual. They are the humdrum; slackness of loose ends; submis
ion to conveotiQ,n in practice and intellectual procedure. Rigid 
tbstinence, coerced submission, tightness on one side and dissipa

tion, incoherence and aimless indulgence on the other, are devia
tions in opposite directions from the unity of an experience. Some 
such considerations perhaps induced Aristotle to invoke the 

·;.-,r_r,: "mean proportional" as the proper designation of what is distinc
tive· of 156th £cue- and the .~sth~~C: He was formally correct. 
"Mean" and "proportion" are, however, not self-explanatory, nor 
to be taken over in a prior mathematical sense, but are properties 
belonging to an experience that has . a dey~lopif!g movement to
ward its own consummation. 
-·· • I · ha.ve emphasized tlie fact that every integral experience 
moves toward a close, an ending, since it ceases only when the en
ergies active in it have done their proper work. This closure of a 
circuit of energy is the opposite of arres~ of stasis. -Maturation · 
and fixation are polar opposites. Stru_ggle and c9!1flic! ~ay be 
themselves enjoyed, although they are painful, when they are ex
perienced as .m.eans of deve~~g ~n expe~ie~~~ members in that 
they carry it forward, not just because they are there. There is, as 
will appear later, an element ~~dergoing,_ of suffering in its 
large sense,)n every experien~ Otherwise there would be no tak-

r 
ing in of what preceded. For "taking in" in any vital experie~ce is· 
·something mo~e th-an piacing something..9n the top of conscious
nes~ over what '"".as previously know~. _It involves .£_ec?ns!.r_1:!ctiQQ 
y.,h1ch may be pamful. Whether the necessary undergomg phase is 
by itself pleasurable or painful is a matter of particular conditions. 
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It is indifferent to the total esthetic quality, save that there are few 
~~rise esth~ti£._~~~_rien~~~ _t~~~ .wh9lly_g!~u~ They are cer
tainly not to be characterized as amusing, and as they bear down 
upon us they involve a suffering that is none the less consistent 
with, indeed a part of,_!_b.~_£0mplete perception that is enjoyed. 

l 
I have spoken of the esthetic quality thatgmmds),jiijin expe

rience into completeness and unity as remoti~. The reference 
may cause difficulty . . W~. are _ _given to thinking_.Qf._emotions as 

- things a~ ,.s_impl~ ~.nd C9!P.P~ -~?. ?~e_!he .!.'V..Q.r:~s PY..~.hich~I!..<!!!1..<: 
them. Joy, sorrow, hope, fear, anger, curiosi~~treated as if 
each in itself were a sort of entity that enters~m~ upon the 
scene, a_I_!-enJi!Y that m~y.J~ a long_time or a snort time, but 
whose Q_u_~~~O!l\ whose:_g_r:_ow:th )md~ ar~is irrelevant to its na
ture. Infact.emotions are qua~, whe n they are significant, of a 

~plex experience that-'rnoves\and1chaii~I say, when they are ' • s ignificant, for otherwise they are butl_neoutbreaks and eruptions 
of a disturbed . infant. All emotions are qualifications of a dram~] 
and they change as the drama develops. Persons are sometime 
said to fall in love at first sight. But what they fall into is not c 

• thing of that instant. What would love be were it compressed into 
a moment in which there is no room for cherishing and for solid
tude? The intimate nature of emotion is manifested in the experi
ence of one watching_ ~_pJay_ OI!__t_~e--~~~ or ..!~~i!!.S. ~--n_oy~. It 
~tte.r:id_s ...!h~ c!~x~l~~entof a PjB!;. and a plo! ~_equires a stage, a 

~~_e,~her~j~ toA~Y~~<2P ~e _i_n whic~_ to ~fo_lcb Experieoc<:_ 
1s emotional but there are-ncn~lled emotions in it. 

By the same token,t ·emotions:"are,.~ttaclied)to events and ob
iec,t~ in their .JllOvement. They are not, save in pathological in:
stances, private. And even an "objectless" emotion demands 
something b~_Q_n_d itself to which_!_q_ a~tadl.itseJt_and thus it soon 
generates a··detusionm lacfo{ samethine real. Emotion belongs of 
a certainty JQ_ili_~)~lf. Bu_!.l!!~longs to the self that is concerned in 
the movement of evenr&:::~<?yy~rd";in issue that is desired or disliked. 
We jump instantaneously when we are scared, as we blush on the 
instant when we are ashamed. But fright and shamed modesty are 
not in this case emotional states. Of themselves they are but auto-

_matic reflexes:... In order to become emotional they must becom°e 
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parts of an inclusive and enduring situation that involve~cerit) 
for objects and their issues. The jump of fright becomes emotional 
fear when there is found or thought to exist a threatening ob~t 
that must be dealt with or escaped from. The blush becomes the 
emotion of shame when a person connects, in thought, an action 
he has performed with an unfavorable reacti~n to Fii~se!! ?! SOITI.,! 
otheq~erson. - -· 

Physical things fron{far_ end_fpf the earth are .Phm~allY.: tr~~!: 
orted and E_hy~ically cau~~d.to act and react upon one another in 

.ne construction of a new object. The miracle of mind is that 
omethin Gimil~~ plac~.Jn ex erienc -without h sic l 

transport and assem ling. Em~ion)is the,m5vtng)and cemen~ 
~ It selects what is congruous and ,dr..~s-~ flat ~s s~I_ected with 
its color, thereby giving gualitative unitt; to materials externall~ 
disparate and dissimilar. It thusJ~!.9~~~~ity in and through the 
varied parts of an experience. When the unity is _Q[ the sort alr:eag.y 
described, the _experience has esth~!_ic c_h.~~~cJ~L even though it is 

I ·not~ dorrunantly, an esthetic experience. • 
:. ~ ·(J)J! Two men meet; one is the applicant for a position, while the 
I IY" f'V'I other has the disposition of the matter in his hands. The in.~~rvi~ 

piay be mechanical, consisting of set questions, the replies to 
which perfunctorily settle the matter. There is no experience in 
which the two men meet, nothing that is not a repetition, by way 

I 
of acceptance or dismissal, of somethingwhich has· happened a 
score of times. The situation is disposed of as if it were_an exer~ise i 

.I 

I 
·1 

I 
I 

•' 

lE_.bookk_<;_C:_PiE_g. But an ~rplar may take place in whic~_a neW: 
exRerie.Q.£~9eve!oQs.. Where should 'Y!e l9q_k for an account of such 
an experience? Not to ledger-entries nor yet to a treatise on _ecQ:. 
~9mj_c_s.or ~olow_or~r:_~~l-~sychology, but to dra~~lor fie .. 
twn°) Its nature and import can be expressed <2!!!r...~.Y2.Et, because 
there is a unity of experience that can be expressed only ·as an ex
perience. _!§e ! XPt:!i:..n~'!..~~-5!f material fraught with suspense an~ 
moving towara its own consummation through a connected series 
'o0r1e_d_incidents: tf;e primary emotions on the part of the appli
cant may be ·at t e beginning hope or_despah:, ancul.~tiQ.rLDr .dis
appointment at the c~ose. ~hese emotions qualify the experience aj_ 
a un!!Y. But as the interview proceeds, ~~CQ_l!,dary_ernotions are 



Having an Experience 45 

evolved a(§riationsof the rima underl in one. It is even pos
sible for eac attitude and gesture, each sentence, almost every 
word, to produce more than a fluctuation in the intensity of the 
basic emotion; to ~uce, that is,. a change of shade and tint in its 
~~Ii~ Th employer);ees by means of his own emotional reac
tions the qharacteioI the one a l in . He projects him imagina
tive y mto the work to _be done and ju ges his fitness by the way in 
which the elements of the scene assemble and either clash or fit to
~J:her, The presence and behavior-~£ the applicant either -~arll!~
nize with his own attitudes ang._de.sit_es or th~ conflict and jar. 
Such factors as these~ly~tic)n gualitr~-~e forces 
that carry the varied elements of the interview to a decisive issue. 

l They _enter into the se~l~.Ill~nt of. ~v.ery. ~i.t!Ii¼!ion, whatever -its 
dominant nature, in which there are uncertainty and suspense. 

; ' ,I 
fr 0 i !'l O (\ h ,l. ' n £U.r ._9o;r1~ 

There are, there~ore, s .9m_rporf patt~rn~j~~arious ~~ I'~~i~!}C~s, n~ 
matter how .!!!1W~e. th~y .. are_ t0--91].~_ ~.!!Qthe~ in the details of their 
subject matter. There are _conditions to be met without which an 
experience cannot come to be. The outline of the common pattern 
Ts set by the fact that .every e?(:perience is the result of interaction 
between a live creature and some aspect of the world in which he 
lives. A man_aQ_~ ometh~ g; heiifts, let u; ;; y, ~stone. fu~~nse: 
quence he yndergo_e~).suffer~ something: J.he weight, straig, ~ - • 
~ of the surface of the thing lifted. The _pro~ti~s thus 
undergone determine further <loin& The stone is Joo heayy or _t.Q..Q 

~la.!, not solid enough; or else the properties undergone show 
, it is fit for the use for which it is intended. The process continues 

umil:amutual"ida'pta6cfn-uf the rsel(arid the object ,emerges and 
: that particular-ex erience comes to a close. ·what- is true of this 
sinip e instance 1s· true, as to .form,-or every experi°enc"e;)The crea- . 
ture operating may be a thinker in his study and ~ nviro~n 
with ~h.~c_!i he interacts may consist of ideaS1nstead of a · stone. 
But interaction- oftll<@9)constitutes die total experience th~tl1_ 
had and the close which completes it is the institution of a felt 

( harmony.") 
- An experience has attern and ~~ucture, because it is not just 
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WI •rc,\o.t , o'. J, If. . . . . 
doing and undergom~ m altemat10n, but consists of them_!_Q_rela-
tionship. To put one's hand in the fire that consumes it is not nee-

. J 1· essarily to have an experience. The action and its consequence 
J.0111

£ must be joined in perception. This relationship is what gives_ mean: 
r~~-.rl:-- !Q_g; to grasp it is the objective of all intelligence. The scope and 
• • ··-content of the relations measure the significant content of an ex-

perience. A child's ex erience ma be intense, but because of ck 
of back roun com past ex erience relations between under o
in and doin are s 1 t ras ed and the ex erience does not 

I h!,_ve great depth or breadt~ No one ever arrives at sue maturity 
that he perceives all the connections that are involved. There was 
once written (by Mr. Hinton) a romancecallecf' 'The ·u _I!learne_E:~ 

/

It portrayed the whole endless duration of life after ~eath as a liv
ing over of the incidents that happened in a short life on earth, in 
continued discoverw the relationships i1_1yqlyed amo~g_ t?em. 

Ex erience isQimited all the causes which ,:interferei with 
( -:::erce tion o t e re ations between un er oin and <loin . There 
)n~terference because o@ c~~ on the side qf doing or of 
' e~n the side of receptivity, 61 undergoing. Unbalance bn ei-

• ~~·:; <~-q -dier side blurs the perception of relations ;md 1~3:~~s the experi
J 'l ence partial and distorted, with scant or false meaning. Ze~ for 

5_ioing, lust for action, leaves many a person, especially in this hur-. 
ried and impatient human environment in which we live, with ex-

r
perience of an almost incrediblee~s.tt, all on the syrface: No 
one experience has a chance to complete itself because_something 
~ - i~ _entered upon so s ~ qily. What is called experience be
comes so sfu,persed and miscellaneous as hardly to deserve the 
name.~ n~ is treated as an obstruction to be beaten down,, 

I not as a~to~flection. An individual comes to seek, un
co~sciously even more tha~ 6y. deliberate choice, situations in 
which he can do the most thmgs m the shortest time. 

-'>'tr <f 
1,f Experiences are also cut short from maturing by excess of re

,., • 

1

• ·1ceptivity. What is prized is then the mer~ unde_Egoing_ of this and 
that, irrespective of_p_erception of~ ~ -ni !!g. The crowding to
gether of as many impressions a~~sible is t~O!!ght to be "life," 
even thoug~ no ~ne of them is~o~:.!han a flitting) md a,sipping) 
The sentimentalisvand the q~y-dre~~w may nave more Iancies 
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and impressions ~ s_ thro~gh their consciousness than has the 
man who is animated by lust for action. But his experience is 
equally_distorted, because nothing takes rootin mind when there 
is no(eala~between doing and receiving. Some decisive action is 
needed in order to establish contact with the realities of the world 
~nd in order that im ressions ma be so ted to facts that their 
value i's tested' and organized, J , 5 I , ,,. ,\.l .,... \,<-"I l\ Ar , -t,_ ·"'•· •· J Because perception of relationship between what is dorie and -what is filldergone. c~n~~!!u!_es the work of intelligence, and be-
caus·e the artist is CO[!trollecj in the process of~k by his 
grasp of the COI}Ilectiom between what he has alread n and 
what he is to do next} the idea_tha_ulie__arti$t does n6[ tbink sin-

~

enfly ~nd, pen<:~~~t!n. gl r a2 a . ~~i~!l!ific inquirer is. absurl A paint
er must consciously undergo he effect of his every brush stroke or 
he ;;,ill not be ·aware of what he is doing and where his work is go
ng. Moreover, ~ ~~ to se~ _eac~fi .P~ ti<:_ul~r-~011nect1on)of doing 

and undergoing in relation to th~ ~~olv hat he de~if~s to p~od!_l~ 
To apprehend such relations is to think, and is one of the most ex-
acting modes of thought. The difference between the pictures of 
dif fe rent_paim~--;is .. d~e-q~ite as much to difference_s of ca-;zi~ 
carry on- iliis-t hought)as lt lS m . ! erences O sensitiY.~ to bare 
rolor and to differences in dexterity of execution:'-As respects th 
basic quality of ·pictures, difference depends, indeed, more upo1 

_;h!!_qu;dity ~f tI)Jellig~nc~ brought to bear_up_Qn perce.e.tjon <?(re_ 
~ than upon anything else ~ o_ygh_ of course j ~telligen~ 
cannot be separated from~ ~c~~A_siti:-itr) and is con~ected, r 

though in a more external manner,r'with_s!<,~li:) pe., cc o-,::;\t. c::: 

l 
Any idea that ignores the necessary role of intelligence k" 

. production of wo!"l<~ of art is based upon ~fication of t~ 
'in ~'").,ith -·one ~"cial kind of materiaT-=- vedj. r si -ns~ nd 
e :' To think effectively in terms o ~ at_i~~_of gualif!~~ is as 
severe a demand upon thought as to think in terms of symbols, 
verbal and mathematical. Indeed, since words are easily mani~
la~ g__in mechanical wa_y.§_, the production of a work of genuin~ 
ar~ pr9ba~!Y _de_!l:~nds f!l~~ lligence than does most of the so
called thinking that goes on among those who pride themselves 
on being "intellectuals." 
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I have tried to show in these chapters that the esthetic is_no_i11:. 
truder in experience.from without, whether by way of idle luxury 
or transcendent ideality, but that it is the clarified and intensifjed 
development of traits that belong to ever~_E_~rmalJy_~9.mpl~te e~ 
perience. This fact I take to be the only secure basis upon which 

• ~thetic theory can build. It remains to suggest some of the impli: 
• 3!!QIJLOf the underlying fact. • 

I 
We have no word in the English language that unambiguously 

includes what is signified by the two words· .~art~" and "es.) 
thetic:»: Since "artistic" refers primarily to. tpe _act _qf pr9ductiog_ 
and "esthetic" to that of perception and enjor__me1;1t, the absence of 
a term designating the two processes taken together is unfortu
nate. Sometimes, the effect is to separate the two from each other, 
to regard art as something superimposed upon esthetic materi,a; 
or, upon the other side, to an assumption that, since art is a pro
cess of creation, perception and enjoyment of it have nothing in . 

..£Q-1Jll10Il with the creative act. In any case, there is ace"ct; in v~rbal 

I awkwardness in that we are j::Ompelled sometimes to use the term 
"esthetic" to cover the entire field and sometimes to limit it to the 

_!%~iy_~g .P_~r_c~e_~ ~~-aspect of the whole operation. I refer to these 
obvious facts as preliminary to an attempt to show how the con-
ception of conscious experience as a perceived relation between 
doing and unde~oing enables us to understand the connection 
that art as production and perception a!ld _app,!"eCi~tion . as e~~y~ 
ment sustain to each other. 
- - (,{Wdenotes a process of'icfoing)or mafinm This is as true of 
fineYs of technok>gical art. ~f mvolves mciia(rig of clay, chipping 
9f marble, casting of bronze, laying on of pigments, construction 
of buildings, singing of songs, playing of instruments, enacting 
roles on the stage, going through rhythmic movements 1n the 
dance. Every art does something with some physical material, the 
body or something outside the body, with or without the use of in
tervening tools, and with a view to production of something visi
ble, audible, or tangible. So marked is the active or "doing;' phase 
of art, that the dictionaries usually define it in terms of skilled ac-
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tion, ability in !:xecut_ion_: The Oxford Dictionary illustrates by a 
quotation from John Stuart Mill: ".~ i~ an _endeavor after perfec-
tion in exec~_tJon" while Matthew Arnold calls it •~ure ~me! fl~w_: 
_l~ss"iorkmansli:i_pt --- •• (,,l) c,(" \<' r.lJl'Wt)' I I(' , · f..) ' ;,-}C '=>~i Cl,(\! ~r)':l'l.tb.~fv I 

The word~e~thetis;_:..g.e ers, as we have already noted, to expe
rience asqippreciatw~ , er~in . ancG;Joying)It denotes the con
sumer's rather_1~~!}_t.h~--P.t.Qduc~(~ standpoint. It is gusto,~; 
and, as with E.9oki_n__g, overt skillful action is · on the side of the 
_cook who p_x:_<:_p_ar<:_~, while taste is on the side of the consumer, as 
in gardening there is a distinction between the gardener who plants 
and tills and the ho~sehoJ.qe_r_ WDQ.~Jl.iQYJi. the .fioish.J;d..P-roduct. 

These ;ery iUustrations, however, as well as the relation that 
exists -~ haying ~n e~peri~i:i~~ -~~-~~~!!..9Q!ng anc!__uEdergoing, in
dicate that the distinctio~ between esthetic and artistic cannot be 

l 
.P!~ssed so far as to become a s·eparati~ Perfection in execution 
cannot be measured or defined in ·terms of execution; it implies 
those who- perce'ive,ancrenjey the product that is executeg_. The 
cook prepares food for the consumer and_the me~sure o_f_t_he value 
of what is p~ared is found in consumption. Mere perfection in 
execution, jud_g~d in its . ow.n terms in isolation, can probably be 
attained be·tt-er by _a __ ma5=hirr~ tli~_Q_by_h.u~~- By itself, it is at 
mos~ _§ii!que0md there ar~ grea~r.!_ists who are not in the first 
ranks as _technicians (witness C~zanne), just as there are great ~r 
formers on the piano who are !!_o.f gre~~ e§~!'i~tif~lJy, and~s_Sargeri 
is not a gr.:..e;lt paintet - ) ov1r1 9 . 

gra~s~~~~iP._!:9 J?e -~r~~s~~<; in the final sense must be •~ 
~•; it must _care ~f:eply for the subject matter upon which skill is 
exercised. A sculptor comes to mind whose busts are marvelously 

: ~-~~: It might be difficult to tell in the presence of a photograph 
of one of them and of a photograph of the original which was of 
tl).e per~on himself. For ~ they are remarkable. But one 
doubts whether the makeroftne- busts had an ~~erience of his 
.Q..Y'!:'n_t_4~! he was c~ned to have those share who look at his 

[

.~rod~c~s. Io be ~ruly artistic_. a work ~ust als_o_be esthetic that 
1s, framed for •en o ed rece t1ve erce t1on. Constant observation 
1S,_Q_SQ.!!rn~--n~s.~ssa~y .to! -~~e maker ~ .hile li~_G· producing. But if 
his perception is not also esthetic in nature, it is-a colorl~ss and 
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cold recognition of what has been done, used_ as a.sffm~fus- to the 
next step in a process that is ssentially ,mechanical) _ 

In shoit art_ i~Jor":.?~.Ee ve_!y !ame re ation of _d_o~ 
an~~oing t0.1!_tg0_~?. and in~o~i-~g_:ner~?ha~ makes _an_ex
perience to be_~~genence:-Because of ehmmat10n of all that 
do~c~tribute to mutual organization of the factors of both 

faction and re~ in~o one anoth:r, and beca ~s~ of, ~~lecti~~~f 
• st the aspects and traits that contnbute to the1r 't~E,r~netrag_<?E) 
{~~her; the pr_oduct is ~..9!l?J ~.thet~~~t. _t-.:1an ~hittle~ 
arves) sin~dance~e"stui'e:>'-'!lolds} ~raw}jand ,paints. The do-

ing· or making is artistic--Jien the ercei"'..~<U-~2._~lt is of such a na
ure t a its ua 1tie as· erceive av contro e 'l e uestio of 
roduction. The act o~c· hat is-directe y intent to pro-

duce somet ing that is enfc)yeatiitlie immediate experience of per
~eiving has qualities that a- 5R6ntaneous· or ~ _tr.9!led a<:!i~!El_ 
does not have. The artis(emf:ioaie])n himself the attitude of the 
-- -~-- .. .,, 

.'p1:_rce!vet\while he work§;> 
Suppose, for die sake of illustration, that a finely wrought ob

ject, one whose texture and proportions are highly pleasing in per
ception, has been believed to be a product of some primitive 
people. Then there is discovered evidence that proves it to be an 
~mal na_t__ural product: As ~ _ ext~w~L!!:i_ing1. it is now pre
cisely what it was before. Yet at once it ceases to be a work of art 
and becomes a natural "curiosity." It~ belongs i~ a ~~~~um of 
natu,ral_hl~!_~ry, notjn i _!1:}U

0

Seum of art. And the extraordinary 
thing is that the difference thll-is thus made is not one of just in
tel!ectuaL<:l~s§ification. A ~iffere.nce' is made in appreciative per~ 
-~~pti.oJ1 and in a direct way. The esthetic exJ}~rience-=in it~__limit~d 
sense-js thus s~_en to be inherently connected with the experience 
of I,!laking, - +Jij!. . e7 p~; ~-;;:-r1 r c. f 1;111,. , .. : - --

The sensory sat1sfact1on of eye and ear, when esthetic, is so 
because it does not stand by itsel(but· is Jix:iked to the activity of_ 
which_it is the conseguence. Even the pleasures of the palate are 
different in quality to an ep_ic~!! than in one who merely "likes" 
'fus foo·d as he eatstt.-The difference it not o_f mere intensity. The 
~icure is conscious of much more th~n the _ _!a~_!!:_ _of the food. 
Rather, there enter into the taste, as directly experienced, qualities 

•• -
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that de~ nd up-0n reference to its s_oµrce and its manner of pro
duction in connection with criteria of excellence. As productio~ 
must absorb into i.t.sclf 9.1:!_~liti~§. of ~.h~..P.r9.9u~.t_~s_perceivec}__ and ~ 
~gulat~c! J:~Y. the_I_!!, so, on the other side seein 1 ·hearin '-tastin~ 
pecome esthetic when re ation to a distinct roaniiei;: of activitp 

/ qualifies what is perceived. 
"-----= --There is an . element ofyassion in all esthetic perception. Yet 

when we are overwhelmed by passion, as in extreme rage, fear, 
jealousy, the experie~ceis~~~!)it~_!y non-estheti~-.-There is no rela
tionship felt to the qualities of_~l).e .acth'.icy .t.h_aJ.h;3~-g~!!~r..~!~d -~~~ 
passion. Consequently, the material of the experience lacks ele-
ments of bal;m,1;~ and _prqpo_r:ti.Q!!._. For these can be present only 
when, as in the conduct that ha~~r ,~ the act is con-
trolled ~~!!-e~ _quisite sense _ _2.f the rel_!tions which ; he act 
sustains-its fitness to the occasion and to the situation. 1 ,· • .-o.s i' , · 1 c r: • 
- - The proc~ss of art in production is related to the esthefi~~•-

1
· ' '-" '· .~ 

perception orgamcaliy?)-as the Lord God in_ creation sur~~Ye<l His 
:'!V_or!.<_ ~~9 .foi!!!~ ~~t~g<fq~. Until the artist is~~~~ in E_e~ ~ioi:i 
with what he is doing, he _c_~~t~~':1~~ _s~~_ping and resha!}ing. The 
making _~ome.~ _t_o -~.I!. en__Q_whe_!l, its result is _ex_e~E_ien~~<l.!'!~ _g~o.4-
and that experience comes not . by mere intellectual and outsi; 
judgment but in gi_~ect perceptio!L)An artist, in comparison wit 
his fellows, is o~i1s not only _!Spe~~~lly -~ift~~ i ll.P<?~ S . .. 
execution but in unusua sensitmty)to the qualities of things. This 
sensitivity al~-9 qir_e~_!:sJ 1~s_ g_oings_ ~.QQ ma~ES~: ib·, 7u - !/,: :~•- i- n , ,, , • 1,. 

As we !!!.~!!!P_ulat~,_ we touch and fe~!, as ~ !.Jook~··we see; ~s 
we listen, we hear. The hand moves with etching needfe-orwith 
brush. The _ey_e _atte~d~ a~~ J~p_or~~- the- ~onsequence of what is 
done. Because o( this inti~at.<: s:~~nec_tion, subsequent _doing is cu-

l
mulative and not a matter of caprice nor yet of routine. In an ~~
phatic artj.§tic-esthetic _ex~!ience, the relation is·-~ -~ that it 
con_trols simultaneously both the doing and the _perception. Such 
vital intimacy of connection cannot be had if 011.lY. hand and eye 

(
are e~gag~q.! When they do not, both of them, act as ~.Jga_~~-5?.f the_ 
w~_~le . b_eJ~g, there is but a _!!!ec~~l}!£.~U~que~ce of sense and 
movement, as in walking that is automatic. Hana)and ,eye, when 

..!..~~ -~~pe~ie~~e is __ e2~h~ti~, are but ins~~~!ltS thr~>ug_I! which -the 
--·-- -
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entire live creature oved and active throughout, operates. Hence 
the ex ress n is emotiona ndc;tiid;~ ur ose. 

Because of-the-relation betweenwhat IS done and what is un
dergone, there is an immediate sense of things in perception~ 
longing§eth~r or as j~rring;)as teenforci~f{'or as.in_tertering. The 
consequences of the ac~makini_ as- reported in sense show 
whether what is done <carries torwa~he idea being executed or 
marks a ·~viatiQ~ and ~~In as- far as the development of an 
experience is controlled through reference to these immediately 
felt relations of order an~lfillme11t, that experience becomes 
dominantly est.neticmnature. The urge to action becomes an urge 
to that kind of action which will result in an object satisfying in 
direct perception. The potter shapes his clay to make a bowl use
ful for holding grain; but he makes it in a way so reg~lc!~ed by t h_e_ 
series of perceptions that sum up the se_!:ial ac_t~. of. making, that 
the bowl is marlcedby enduring_grace ~nd ch~rgi. The general sit
uation remains the same in painting a picture or molding a bust. 
Moreover, at each stage there is anticipation of what is to come. 
This anticipation is the _connecting link between· die next doing 

r 
and its outcome for sense. ~t-is done and w_l!at is undergone ar~ 
~us rec.i£rocall).'.~ cumulatively, a~d conti_!!~~u~y instrumental~ 
each other. 

The doing may be energetic, and the undergoing may be acute 
nd intense. But unless they are related to each other to form a 
Nhole ~n_p~[S!!P.tio.n, the thing done is_ n~t fully esthetic. The mak
ing for example may be ~ -~s..elay of technical virtuosity, and the 
undergoing a gush of sentiment or J!...!~ery. If the artist does not 

.,E,_erfect a new vision in his process of doing, he acts mechanically 
and repeats some ghl_model fixed like a blueprint in his mind. An 
incredible amount of observation 3!1~. of the kind of intelli_g~ 
that is exercised in perception o(quatitative relation~characterizes 
creative work in art. The refationsirfust be"Tloted not only with re
spect to one another, ~EY two, but in connection with the 
whole under consg:ygiQ.!!.; they -are exercised . in imaginati~~ ·as" 
~n._c~.£5:~~ion. lrrelevancies1 arise that are .tempting ·d1s)
<tractions;}!_1gress1ons suggS§t themselves in the rguise) of, enrich~ 
pen~~ There are occasions when the grasp of theclo~inant idea 
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Cg~~. and then the artist is moved unconsciously to fill ill 
until his thought S!~~g.~g_ai~h_e real work of an artist is 
to build up an e~pJ:~nce that is\•co_ll_e_rent in perception while 
moving with constantc~~D jrs deyelgpment. -

When an author puts on paper ideas th~e already clearly 
conceived and consi~tentl~Edered, th~l workhas been previ
ously done. Or, he may_ 4.eper:i_d .upon the greater perceptibility in- • 
duced by the activity and its sensible !n>~rt_!_o __ direct his . 
comp!_f:tion ol!.lJ.~wor~. The mere a~a_nscript~oip is estheti
cally irrelevant save as it enter&te~rally mto the formation of an 
experience moving to com leteness. Even the composition con
ceived in the .. ea . . an , therefore, physically private, is public in its 
significant content, since it is conceived with reference to execu

tion in'a procfuctrha~ is Berceptible a~-9. henceJ3 __ ~ngs ~o ~~~r;n
mon world. ·otherwise 1t would be.._~!! aberrati~ or.. a passing) 

,· _dream) The urge_!_{?_express ~i!r9µgh_p~imjng the perceived quali
ties cif a lan~scap~ is continuq!!s_~!~~ _d~Il_l.?~d fQI enciLor b~~~~
~Qqt...extemat ~11!-~Q~ime.!'!.t, __ a~ -~~P.~E~!lce rem~i.f![.!!1£<2..rnP.lete; 
physiologically and functionally, sense organs are motor organs 
and are connected, by means of distribution of energies in the hu
man body and not merely anatomic~~ther motor o~gans. 
~t is _!}O linguistic accid~at ~d~'.'5?~s~ucti~ 

( "work/_:desi nate bod{ a or5>~ess'and_, 'ts fini~ed pro0!:!f~-
out ·t1ie meaning ofthe verb)har of the nou remains . 

t Writer;') .s_~~l?~se?cir music, ··sculp~or)
0 

or:. paint~r, an ~~~c~,. 
duringflie process of production, what.they have..pi:eyiou.s]y_ done. 
When it is not satisfactory in_ili~_-~4erg_aing_9r percept·u_~( i,6~~<i) 
of experience, they can to some degree_~t_art ~fie.sh. This ·retracing 
is not readily accomplished in the case of architecture-which is 
perhaps one reason why_Jhe.J..~ijJ~..§.<.? r:nanY .. l!s!Y p_ui_~~i-~~- Archi-joh.c. 
tects are obliged to complete _their idea before its translation into..!. 
£QIDQlete object of pe~~t~_n takes place. Inability to build up si
multaneously theddea iind itsobjective embodime@ imposes a 
handicap. Nevertheless, they too are obliged to think out thei1 
ideas in terms of the medium of embodiment and the object of ul-
timate perception unless they work mechanically and by rote. 
Probably the esthetic quality of medieval cathedrals is due in some 

r-1c~~evt:\\ ((.\~,e~<"'c.\s 
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measure to the fact that their constructions were not so much con
trolled by plans and specifications made in advance as is now the 
case. Plans grew as the building grew. But even a Minerva-like 
produc1, if it is artistic, presupposes a· prior period of<ge~~~ti_on' jn 
which q_ings an erception projected in imagination in_tef~_c , 
and mutua I mod· ne another. Every work of art follows the 
plan of and pattern of a onfilete ex enenc rendering it more 
mtensel an oncentrated y e t 

tis not so easy int e case of the perceiver and appreciator to 
understand the intimate union of doing and undergoing as it is in 
the case of th; maker. We are given to supposing that the former 
nerely takes in_..yhat is there in finished form, i~steaq __ ~f realizing 
hat this taking in j~Q!y_e_s a..£!j.Y.i.ties..that are ~ bl~)o those 
of the creator. Bu , ece tivi is not assiviry;)lt, too, is a process 
consisting of a series o responsive ac s t _at accumulate· toward 

I. objective fulfillment. Otherwise, there i~ 9t perception b~t. recog
mtign) The difference between the two is immense. Recognition is 

- perception ~before it has a chance to develop __ freeJ r., In 
recognition there is a beginning of an act_ of p~rcep_gon_. But this 
beginning is not allowed to serve the.development of a full p~r~~.P:_ 
tion of the thing recogJ!!zed. It is arrested at the point where it will 
serve som~ urpose, as we recognize a man on the street in 
order to greet or to avoid him, not so as to see him for the sake oJ 

~-e~ingw.liatisffiefe. . ---- -

In recognition we fall back, as upon a stereotype, upon some 
_prev_iously formed scheme. Some detail or _a~ra_ng~mei t 9.L <:i.eJa_ils 
serves as cue for bare identification. It suffices in recognition to 
apply this bare outline as a stencil to the present object. Sometimes 
in contact with a human being we are struck with traits, perhaps 
of only physical characteristics, of which we were not previously 
aware. Fe r~ liZC;.!~~t_w_e_!l~yer ~ne_~ _~he person before; we had 

l
~noLS.e~~ in any pregnant sense. We now begin to study and to 

• .. ~take !~:..) ~erceP.~iolU..e.Q!a_c~s b~r~ recognition .. There is an act of 
econstrucuve dom , and consciousness becomes fresh,a ·ve. 

This act of seeing involves the cooperation of motor elements even 
though they remain implicit and do not become overt, as well as 
cooperation of all funded ideas that may serve to complete the new 
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picture that is forming. Recognition i~ arouse vivid 
consciousness. There is not enough -~~sis~a~c;e oetw_e_e11...rua.v_ ,md 
old. to secure consciousness of the experience that is had. Even a 
@§g)that barks and wags his tail joyously on seeing his master re
turn is more fully alive __ in his reception of his friend than is a hu-
man being who.is-Zc;ntent with mere recognition. - -

.B~_r~_gcogn!t!9~ is satisfied when -~- P~Qp_er.t,mor1ra@•is at
tached, •~r:Ql'~~" signifying one that serves a purpose outside the 
ac~ of ~e~~ition-as a salesman identifies wares by a sample. It 
involves ~o sti~ ?~-~~~- organi_~qi}.n~=-~tion, But an act 
of ~rception pro_ceeds b)'. w~y_e~ that extend _s~rially_throughout 
~he entire org~nism. There is, therefore, no such thing in percee_
tion as seeing or hearing~ plus .emotion. The perceived object or 
scene is .~f!10tio_~ perya..9eJL!~gb.9ut. When an aroused emo
tion does not permeate t_h~Il)a~eriaJ;hat is perceived or thought of 
it is either preliminary or pathological. 

The ~~t_h_eJ_ic...9.!_ __ l;l_nEer:g_o.!ng phas~ of experience is receptive. I 
involves· surrei-ide~ But adequate_ yjelding_ of . the self is possib~ 
only througli •• a ... controlled activity that may well be intense. in 
much of our _inte~cours_<: __ with our surround~~~- we withdraw; 
sometimes from fear, if only of ~pending unduly our st5>re ~fen~ 
ergri sometim_es frOJ!l ~ eo.c~!:!~ith- other ·m~ 
case of recogn~~n._Perceptioais an act of tb~out of energy_) 
in order. to receive; not a withholding of energy. To st~g,_ ourselves 
in a subject-matter we navenistto plunge into it. When we are 
only passive to a scene, it 2verwhelm~..!!§_and, for lack of answer
ing activi~ we do not perceive that whi~h bears us down. We ·--=--- ---- - -
mus~ -~ -~gyand pitch it atCa ~ -sponsive ketj n order to 

Gake in:- ., - . .. ~ 

Everyone knows that it requires_ap£!:~!ices~o see through 
a microsco~~telescope, and to see a landscape as the geologist 
sees it. The idea that esthetic perception is an affair for odd mo
ments is one reason for _!h.~ J>~£kwardness oJ the arts among us. 
The eye and the visual apparatus may be ~n-~~<:.S the object may be 
physically_ the~~' the cathedral of N_9tre-Daine, or Rembrandt's 

·portrafr of Hendrik Stoeffel. In some:::Jiald sens0he latter may be 
~• They may be looked at, possibly recognized, and have their 
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correct names attached. But for lack of continuous interaction be
tween the@forgan~in)ind ~bjects, they ""are .P._ot per~eived, 
certainly not esthetically. A crowd of visitors steered through a 
picture-gallery by a guide, with attention called here and there to 
some high point, does not per~~i_v..e; only by accident is there even 
interest in seeing a picture for the sake of subject matter vividly 
ealized. 
fur to erceive a beholder must create @s • • ex ~~ 

n must include relations com arable to-those w 1c 
t J"hey are not t e same in any lit

era,..s~e~n~se;::_. ~u-r-=w::C,1t::t:. :-:t:-::-e-=p:-::e=rc=-=e::.iv::er, as with the artist, there must be 

an ordering of the elements of the whole that is<i r_i __ form,)although 
not in details, e same s e roce~s of or~iz~!!9!1 the creator 
of the work consciou;ly experienced. Without an ac~ of reCrf:a~10n\ 

th~ ob· ect ~ not perceiy~q, as a w~r~~f _ . . The artist $:.l~c:ecl 
simplified cl~~§~nd c;...ondensed ccording to his in
terest. The beholder-must go througn t ese operations ac~ordi.ng_ 

JQ..his point gf view '!E1d interes~. I_n ~oth, an act of abstraction, , 
that is of~action of what is significan~ akes place. In both, 
there is compretrerrsiun inirs-literal s1gnification-th~t i~, ~ gather
ing_fg_gether..9f details and parti~ul~s physicall{sZatterea>into an 

[
~ ~perienced whole\There is. wo£_k do~e,on the part of the _pe~~!El
E!! as ilie!e is on-tl'1e part of the artist. The one who is too.lazY;} 

-.!iJyor-incfor_~ c~~to perfor_m this w2rk vyill_n.9_t ~ 
or~- His "appreciation" will be a mixture o scraps onear~i~ 
with conformity to norms of conventional admiration ancfwith a 
confused, even if enuine emotional excitation. • 

The considerations that have been presented imply both the com
munity and the unlikeness, because of specific emphasis, 0(5111_~ 
P-erience, in its pregnant sense, and -~s!h_etic e~p~ri~?ce. The fpr:.f!!~ 
has esthetic quality; otherwise its materials would not be rounded 
out into a single coherent experience. It • t ossible to divide in 
a vital ;x erience the (l5ractica1motion~, and tnt~llectual I rom 
one another an to set t e properties of one over-agaiiis'ttlie char
acteristics of the othersL TE~ emot!onal phas~s p~rs> togeth;r 
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into a single whole;_ "{nt-; lle~~;P'_sim l names the fact that the 
ex erience has ~nin~ ;"'pradical") indicates thg,t t e oq~;anjsm ~ 

d --eractlng\with events and objects which.~§uivtl~The most 
eTaoorate philosophic or scientific inquiry and t e most ambitious 
industrial or .2,.olitical enterprise has, when its different ingredients 
constitute an)ti~w~rexperienc , esthetic quality. For~ its var
ied parts are li"nkecf t'o one er and do no~ ~ ne· 
another. And the ·parts through their experienced linkage move to
ward a S;on;-u~~ation,and ~' .9ot m~rely to cessation in time. 
This consummation, moreover, 1does not wait1n consciousnes§ for 
the whole under_t_a~ing to ~e ~i-~~~~: It is~throughou, 
and is re·curreritly savored-with special intensiry. 1 

Nevertheless, the experienc~s in q~;stion are ~ntl)';inte 
lectual or practjc3!. rather than 1,_~~!_in_F_tf!!l!.!J! esth_~i:1c, oecause 01 

the interest and purpose that initiate and control them. In an intel
lectual experience, the conclusion has value _on its own account. It 
can be extracted as a formula or as £~'truth.;' and can be used· in 
its independent entirety as f_<:1<?_!~! an_g_g_we in other inquiries. In a 
work of ~rt there is no sucn single(self~sufficient depow The end, 
the terminus, is significant not by itself but as thejntegraticin'lof 
the par~. It has no other existence. A drama or novel is not the fi
nal sentence,, even if the characters are disposed of as living hap
pily ever after. In a distinctively esthetic ex erien~haracteristics 
that are subdued in other experi~l!ces ar domin:m.t;J:hose that are 
subordinate are controlling-namely, the characteristics in virtue 
of which the experience is an integrated complete experience on it~ 

'\ ~ . ----
~~.£.COU!!!· _ - .f' <-..__, ~--~-(... ( ;,.'fC t''/\C c5 e, ,:p\.-.<\ :,. lc ;,.~ 1~ . .-•9. , c. ·, 1 •• :r,-

In every- ipte~l exp~riel!,c;.e there is form because there is dy- ,,,e+ 
1:1a~i':~' ?rna.!_1iZ~!ion:-;i ~all the or~Il~zatiQn dynamic because J! 

~ kes time'J,o complete 1t, becausBJ_t 1s a grmvt!n There is incep-
~i~; ~~velopme~t, ful~Oment. ~aterial is ~ nd di@~ 

~ t~oughj Qt~I-a.£!!On with t~at v1t_al org_anjzation of the results of 
nor expenens~_nhat constltutes::..the f!liii'a>of the worker. Incuba

tion-goes on until what is conceived is brought fort and is ren
dered l?_erce2tible as part of the common world. An esthetic 
experience can be crowded into a moment only in the sense that a 

c-.·dimazjof prior jQn~nduring P-rocesses may arrive in an out-
-·- - -
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standing movement which so sweeps everything else into it__!_~ 
else is forgotten. That which distinguishes an experience as es
thetic is conversion of resistance and tensions, of excitations that 
in themselves are temptations to diversion, into a movement to
ward a~nMulfl.!llilg f lO~ 

I Experie~cing lik~~~~r_thm of intakings an_~ -2.!!!
givings. Their succession ~ punctuatecr::,_a)ld made a r!iyt~rn':by 
I t e existence of interval~, perw ds in."!_hich one phase is cea~g) 

nd the other is~nd ~~g? William James aptly 
~ed the course of a conscious experience to the ~lt~rnate 
flights.and .perchings of a bir!i The flights and perchings are )nti
mately connected with one another; they are not so many unre
hted lightings succeeded by --~ mber of egually__unrel~ 
hoppings. Each,_resfing_pJa~ in experience is an underg~ing_ in 
which is ~osorb_!..fud (~en ~~ the consequences of_pri_OX:--9.Q:_ 
ing, and, unless the doing is t at of utter caprice or sheer routine, 

(
each doing carries in it.self meaning gi~t !t_as been =._~t_ra~ted and 
conserved. As with the advance of~ - a_!my~ ai~s) from what 
has been already effected are periodically cohsolidated;:> and al-
ways with a view to what is to be done next. If we move too rap

i_dly, we get . away from the base of su~e!~e~- ~f acqued 
m~aning~-and the experience is flustered, thin, and confused. If 
;-e ~@ Je>t~~ 9 after having extracted ,;net value,-~xpe_r_ience 
.,P_eri~ . .h~.s of '~ m 

Th~ f the whole is therefore present in every member. 
Fulfilling, consummating, are continuous functions, -not mere 

-ends, located at one place only. An engraver, painter, or writer is in 
.e_rocess of completing at eve stage of his work. He must at ea~ 

(
point retain aml sum up what has gone before as a whole and with 

3eference to -iiv_~ e_ ~o ~ Otherwise there is no ,.~on~~j; 
and no r{ecur'ltyjji his successive acts. The series of::doingsf in the 
rhythm of ~~e give.~ arietf)~cj movem~;_.tli"eyiave the 
work froID®onofu.ny:and us_c;]~s·s r!:pe~i_tiQ.l)S. The ~de~g~~ are 
the corresponding elements in the rhy th!-11, and _!.~y supply.'tinitY,~ 
they save the work from the -a.Lni!ess_n~si)f a mere succession ot 
excitations. An object is peculiarly and dominantly esthetic, yield-
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ing the enjoyment characteristic of esthetic perceptj_g.n,_when the 
facto~s that _determine anythi~g wh~_gn..b a_lled ane~ 
ar! _!J_fted_(~abpvethe ,t_~resJwld of percepnon'ruia ~i_e-m~ 

@al_![~_r fo_r t e1r own sake::, • - -


