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 one of the ironic perversities that often attend the course of af-

fairs, the existence of the works of art upon which formation of °

an esthetic theory depends has become an obstruction to theory gg
about them. For one reason, these works are products that exist &
externally and physically. In common conception, the work of art
is often identified with the building, book, painting, or statue in its
existence apart from human experience. Since the actual work of
art is what the product does with and in experience, the result is
not favorable to understanding. In addition, the very perfection of ‘
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. When an art product once attains clas-
sic status, it somehow becomes isolated from the human condi-
tions under which it was brought into being and from the human
consequences it engenders 1n actual hife-experience.

. T , ~




2 Artas Experience

When artistic objects are separated from both conditions of
_origin and operation in experience, a wall is built around them
that renders almost opaque their general significance, with which
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
_ ﬂyprimary task is thus imposed upon one who undertakes to write

W, upon the philosophy of the ﬁn_e arts. This task is to restore conti-
nuity between the refined and intensified forms of experience that

qu"' are works of art and the everyday events, doings, and sufferings

¥ |that are universally recognized to constitute experience. Mountain
peaks do not float unsupported; they do not even just rest upon

\? the earth. They are the earth in one of its manifest operations. It is

N the business of those who are concerned with the theory of the

'\n\ﬂ" earth, geographers and geologists, to make this fact evident in its
various implications. The theorist who would deal philosophically

& with fine art has a like task to accomplish.

N.\\""’ 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, we have to forget them for a time, 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 art by means of a detour. For theory is
concerned witm, 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
dowering 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
it has esthetic standing only as the work becomes an_experience
for al human being. And, if one is to go beyond personal enjoy-
ment into the fo.rm‘ation of a theory about that large republic of art
of which the building is one member, one has to be willing at some
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The Live Creature 3

point in his reflections to turn from it to the bustling, arguing,
acutely sensitive Athenian citizens, with civic sense 1dent1ﬁed with
a civic religion, of whose experience the temple was an expres-
sion, and who built it not as a work of art but as a civic commem-
‘oration. The turning to them is as human beings who had needs
that were a demand for the building and that were carried to o 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 on

our own streets. [Becgsowan intuiba

n order to understand the esthetic in its ultimate and ap-
proved forms, one must begin with it in the raw; 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,
throwmg and catching red-hot bolts. The sources of art in huma
experience will be learned by him who sees how the S
of the ball-player infects the onlooking crowd; who notes the
light of the housewife in tending her plants, and the intent inter-
est of her goodman in tending the patch of 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 imaginativel
partakes in it. He does not remain a cold spectatc.)?—V%}Et—E?E
leridge said of the reader of poetry is true in its way of all whol,., st A Y
are | Mﬁlﬁpj_ﬁgﬂ’m their activities of mind and body: “The b+ J
reader should be carried forward, not merely or chiefly by the

mechanical impulse of curiosity, not by a restless desire to arrive

&, Nuney
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T " The intelligent mechanic Q;{a_g?n his job, interested in_do-
. ing well and finding satisfaction in his handiwork, caring for ~his
materials and tools with genuine affection, is artistically engaged.

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

sroduct may not appeal to the esthetic sense of those who use

he product. The fault, however, is oftentimes not so much with

he worker as with the ¢onditions of the market for which his

product is designed. Were conditions and opportunities different,
things as significant to the eye as those produced by earlier crafts-

men would be made.
So extensive and subtly pervasive are the ideas that set Art
' ." ¢ |upon a remote pedestal, that many a person would be :epelled
.- qrather than pleased if told that he enjoyed hl@ﬂcreat;ons, >
' in part at least, because of their esthetic quality. The arts which to-
I,l.{y 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 protests
e aga.inst the museum conception of art, still shares the fallacy from
+%%] which that conception springs. For the popular notion comes from
a separation of art from the objects and scenes of ordmary nary experi-
+hmr ence that many theorists and critics pride themselves upon holding
I (;‘ and even elaborating. The times when select and distinguished ob-
-1 jects are closely connected with the products of usual vocations
are the times when appreciation of the former is most rife and
'most keen. When, because of their remoteness, the objects ac-
1 die knowledged by the cultivated to be works of fine art seem anemic
i1 to the mass of people, esthetic hunger is likely to seek the cheap
t 094 | and the vulgar.
The factors that have glorified fine art by setrmg it upon a far-
off pedestal did not arise within the realm of art nor is their influ-

vive
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The Live Creature 5

ence confined to the arts. For many persons an aura of mingled
awe and unreallty encompasses the “spiritual” and the “ideal”
while “matter” has become by contrast a term of depreciation
something to be explained away or apologized for. The forces a
ork are those that have removed religion as well as fine art fron
he scope of the common or community 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.

JeushieWe do not have to travel to the ends of the earth nor return many z* S

25"

&

millennia in time to find peoples for whom everything that intensi-

fies the sense of immediate llvmg is an object of intense admira-4

tion. Bodily scarification, waving feathers, gaudy robes, shining*v

ornaments of gold and silver, of emerald and jade, formed the con- ~&

_ tents of esthetic arts, and, presumably, without the vulgarity of
class exhibitionism that attends their analogues today. Domestic
utensﬂs, furnishings of tent and house, rugs, mats, jars, pots,
bows, spears, were wrought with such: delmhted @M
we hunt them out and give them places of honor in our art muse-
ums. Yet in their own time and place, such things were enhance-
ments of the processes of everyday life. Instead of being elevated
to a niche apart; they belonged to display of prowess, the manifes- >~
tation of group and clan membership, worship of gods, feasting

and fasting, fighting, hunting, and all the rhythmic crises that o

/.'
punctuate the stream of living. é

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 reeds. Even in the caves, human habi-
tations were adorned with colored pictures that kept alive to the
senses experiences wit nimals that were so_closel nd
with the lives of humans. Structures that housed their gods and the
instrumentalities that facilitated commerce with the higher powers
were wrought with especxal fineness. But the arts of the drama,
music, painting, and architecture thus exemplified had no peculiar
connection with theaters, gallenes, museums. They were part of
the significant life of an organized community.

The collective life that was manifested in war, worship, the fo-
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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 sculpture were organically one
with architecture, as that was one with the social purpose that
buildings served. Music and song were intimate parts of the rites
and ceremonies in which the meaning of group life was consum-
mated, Drama was a vital reénactment 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 sports, as well as drama, celebrated and en-
forced traditions of race and group, instructing the people, com-
memorating glories, and strengthening 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
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 life; 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 the chief institutions of social life. Plato felt this
connection so strongly that it 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-

- gral part of the ethos and the institutions of the community. The

2 ——
idea of © rt’s sake” would not have been even understood.
1,1 There must then be historic reasons for the rise of the com-
partmental conception of fine art. Our present museums and gal-

" leries to which works of fine art are removed and stored illustrate

some of the causes that have operated to segregate art instead of

. finding it an attendant of temple, forum, and ather forms of asso-

 ciated life. An instructive history of modern art could be written in

terms of the forn?ation 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-

—
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The Live Creature 7

als of the rise of nationalismand imperialism.Every capital must
have its own museum of painting, sculpture, etc., devoted in part
to exhibiting the greatness 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.
saved much of her art treasures by nationalizing the tem_ples tha
contained them. Yalis
The growth of capitalism-has been a powerful mﬂuence 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

[ costly. Generally speaking, the typical collector is the 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-
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 erects these buildings and collects their con-
tents as it now builds a cathedfﬁ)These things reflect and estab-
lish superior_cultural status, while their segregation from the
common life reflects the fact that they are not part of a native and
spontaneous culture. They are a kind of counterpart of a holier-
than-thou attitude, exhibited not toward persons as such but to-
ward the interests and occupations that_absorb most of the
community’s ti d ener

Modern industry and commerce have an international scope.
The contents of galleries and museums testify to the growth of
economic cosmopolitanism. The mobility of trade and of popula-
tions, due to the economic system, has weakened or destroyed the
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\’59 ‘:’g connection between works of art and the genius loci of which they
4% | were once the natural expression. As works of art have lost their
= Py indigenous status, they have acquired a new one—that of being[
\m specimens of fine art and nothing else. Moreover, works of art are
now produced, like other articles, for sale in the market. Eco-
nomic patronage by wealthy and powerful individuals has at
many times played a part in the encouragement of artistic produc-
tion. Probably many a savage tribe had its Maecenas. But now
.§3 even that much of intimate social connection is lost in the imper-
¥¥ sonality of a world market. Objects that were in the past valid and
<3 significant because of their place in the life of a community now
\a—|\function in isolation from the conditions of their origin. By that
fact they are also_set apart from common experience, and serve as
insignia of taste and certificates of special culture.
Because of changes in industrial conditions the artist has been
... pushed to one side from the main streams of active interest. Indus-
try has been mechanized and an artist cannot work mechanically

v

for mass production. He is less integrated than formerly in the
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
to exaggerate their separateness to the point of eccentricity. Con-
| sequently artistic products take on to a still greater degree the air -
of something independent and €soreric)
Put the action of all such forces together, and the conditions
that create the gulf which exists generally between producer and
. «consumer in modern society operate to create also a chasm be-
<1icly tween crdina _esthetic_experience, Finally we have, as the
@wpoy wexecord of this chasm, accepted as if it were normal, the philoso-
phies of art that locate it in a region inhabited by no other crea-
.. ture and that emphasize beyond all reason the merely contemplative
.l «character of the esthetic. Confusion of values enters in to accentu-
ate the separation. Adventitious matters, like the pleasure of col-
lecting, of exhibiting, of ownership and display;w
values. Criticism is affected. There is much applause for the won-
ders of appreciation and the glories of the transcendent beauty of
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art indulged in without much regard to _capacity for ésthetic perd
ception in 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 tointerpretationof individual
works of art. It is to indicate that theories which isolate art and its
appreciation by placing them in a realm of their own, discon-
nected from other modes of"exg'éﬁ?:-ﬁaﬁ\g? are ot irﬂ?@im the
subject-matter but arise because of specifiable €xtraneous condi-
tions. Embedded as they are in institutions and in habits of [ife,
these conditions operate effectively because they work so uncon-
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. As I have already indicated, it deeply af-
fects the practice of living, driving away-ésthetic perceptions that

are necessary ingredients of happiness, or reducing them to the
level of compensating 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 of recovering
the continuity of esthetic experience with normal processes of liv-

ing. The understanding of art and of its réle in civilization is not

‘Tﬁhered by setting out with eulogies of it nor by occupying our-
selves exclusively at the outset with great works of art recognized .
as such. The comprehension 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 the esthetic quality such experience pos-
sesses. Theory can start with and from acknowledged works of art
only when the esthetic is already compartmentalized, or only
when works of art are set in a niche apart instead of being cele-
brations, recognized as such, of the things of ordinary experience.
Even a crude experience, if authentically an experience, is more ﬁt(JF;
to give a clue to the intrinsic nature of esthetic experience than is ¢, 3}
an object already set apart from any other mode of experience. iy
Following this clue we can discover how the work of art develops

and accentuates what is characteristically valuable in things of

el

¢
¢



10  Artas Experience

everyday enjoyment. The art product will then be seen to issue
from the latter, when the full meaning of ordinary experience is
expressed, as dyes come out of coal tar products when they receive
speciaI 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
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 Philisrinish marerial-
ization 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 value. It will also be
able to point out those conditions that arrest 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 objects.
But, in any case, it is safe to say that a philosophy of art is steril-
ized unless it makes us aware of the function of art in relation to
other modes of experience, and unless it indicates why this func-

—— e e

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



hL..

-
-
#

x

.

I |
€ v1i10Yin 6 VE. Undecstandinad

The Live Creature 1

commercial purposes. The point, however, is that no amount of
ecstatic eulogy of finished works can of itself assist the under-
standing or the generation of such gv_grgg Flowers can be enjoyed
without knowmg about the interactions of soil, air, m01§§_ure, and
seeds of which they are the result. But they cannot be} (understood

without taking just these ,mteractlcmmto account—and theory is

the nature of the productlon of works of art and of their enjoy-
ment in _perception. How is it that the everyday making of things
g_rows— into that form of making which is genuinely artistic? How
is it that our everyday enjoyment of scenes and situations develops
into the peculiar satisfaction that attends t W
emghatlcallz esthetic? These are the questions theory must an-
swer. The answers cannot be found, unless we are willing to find
the EEEEA_S and roots in matters of experience that we do not cur-
rently regard as esthetic. Having discovered these active seeds, we
may follow the course of their growth into the highest forms o’
finished and refined art.

It is a commonplace that we cannot direct, save accidentally,
the growth and flowering of plants, however lovely and enjoyed,
without understanding their causal conditions. It should be just a
commonplace that esthetic 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'm: akmgmary experience com:>

‘pletes The more we recognize this fact, the more we shall find our-
selves faced with a problem rather than with a final solution. If
artistic and estheti &W implicit in every normal experience,
how shall we explain how and why it so generally fails to become

i exp_hc Why is it that to multitudes art seems to be an importa-

tion into experience from a foreign country and the esthetic to be

a synonym for something artificial?

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
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-
ing. Having the same vital needs, man derives the means by which
he breathes, moves, looks and listens, the very brain with which he
coordinates his senses and his movements, from his animal for-
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 lose itself in minute details when it starts with ex-

: o s "“\‘E P ———
perience in its-elemental Yorm. Broad outlines suffice. The first
great consideration is that life goes on in an (environment) not

—— e
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merely i it but because of it, @G@Fﬁtera tioiryvith it. No crea-
ture lives merely under its skin; its 's"iﬂ;uiéhe_—dﬁs organs are means
of connection with what lies beyond its bodily frame, and to
which, in order to live, it must adjust itself, by accommodation
and defense but also by conquest. At every moment, the living
creature is exposed to dangers from its surroundings, and at every
moment, it must gmﬁing in its surroundings to sat-
isfy_its needs. The career and destiny of a living being are bound
up with its interchanges with its environment, not externally>but
in the most intimate way. - '

The growl of a dog crouching over his food, his howl in time
of loss and loneliness, the wagging of his tail at the return of his
human 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 lack that denotes at least a temporary absence of ade-
quate adjustment with surroundings. But it is also_a demand, a -

reaching out into the environment to make good the lack and to
restore adjustment by building at least a tem.;‘)o}éf).r cgﬁilibrium.
Life itself consists of phases in which the organism falls out of step.

with the march of surrounding things and then recovers unison
with it—either througﬁﬂfﬁft‘/m by'some happy charice, And, in a

[ f

! t
lemand.y 4 reaching ;_\j!.
- ! g




\ The Live Creature ~ 13 /
f\“ "\‘.tﬂl\“' -

CEeovee

[ growing life, the recovery is never mere return to a prior state, for
it is enriched by the state of disparity and resistance through
which it has successfully passed. If the gap between organism and
environment is too wide, the creature dies. If its activity is not en-
[hanced by the temporary alienationyit merely subsists.. L:fe growss

when a temporary fallmg out is a transition to a_mor iv

balance of the energies of the organism with those of the COIldJ—

tions under which it lives.~> balasice
These biological commonplaces are something more than e

that; they reach to the/fo @ of the esthet‘l_c\ in experience. The ,§
world is full of things that are indifferent and even hostile to lifey- \! .-'\\-,
the very processes by which life is maintained tend to throw it out

of gear with its }mgm%lzgs Nevertheless, if life continues and if

in continuing i{expands, Jthere is an overcoming)of factors of op—

position and conflicE; there is a-trafisformation vfthem into differ-
\E‘rltﬁ_md_aspgcts_g_f_&hlgher poweredhand more significant life. The

marvel of organic, of vital, adaptation through expansion (instead

of by contraction and passwe accommodation) actually takes

place. Here in germ are ’balanc® and harmony attained through' -

rhythm Equilibrium comes about not mechanically and inertly

but out of, and because of, tension. Fersim

There is in nature, even below the level of life, something more

than FO 1 1 t whenever a stable,(»
~even_though is_reached. Changes (inter o%

and sustain ope another. Wherever there is this coherence there is

endurance. Order is not imposed from without but is made out of ,, | e

the relatlonsipf, harmonious interactions that energies bear to one

another. Because it is actwe\(not anything static because foreign to

what goes on) order itself develops. It comes to include within its

balanced movement a greater variety of changes.

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, every
living creature that attains sensibility welcomes order with a re-
sponse of harmonious feeling whenever it finds a congruous order
about it. T

Vi \.\‘ X A5 o AT 4 VB Pl sl Sl '




‘14 ) Art as Experience ( \3
(AN ‘C ons ummalm n -’-'\"Ra‘\ o ‘I‘,“A-_-, es ’r:.‘:_

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-
flict, it bears within itself the germs of a consummationAKkinto the
esthetic. —_—

The rhythm of loss of integration with environment and re-
covery of union_not only persists in man but_becomes conscious
Jwith him; its conditions are material out of which he forms pur-

norpasre poses, Emotion is the conscious sign of a break, actual or jmpend-
C ing. The discord is the occasion that induces reflection. Desire for

restoration of the union converts mere emotion into interest in ob-
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 does not shun moments of resis-
tance and tension. He rather cultivates them, not for their own

sake but because of their potentialities, bringing to living con-
sciousness an experience that is unj l. 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 only as a stepping stone from
which to set on foot further inquiries.

The difference between the esthetic and the intellectual is thus
one of the place where emphasis falls in the constant rhythm that
marks the interaction of the live creature with his surroundings.
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 tempo and emphasis into a difference in
kind. The thinker has his esthetic moment when his ideas cease to
be mere ideas and become the corporate meanings of objects. The
artist has his problems and thinks as he works. But his thought is
more immediately embodied in the object. Because of the compar-
ative remoteness of his end, the scientific worker operates with
SX[E?BE’ words and mathematical signs. The artist mfll_(_‘
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in qua orks in, and the(erms lie so
close to the object that he is producing that they‘merge directl
into it.

The live animal does not have t@ emotions into the ob™°
jects experienced. Nature is kind and hateful, bland and | _morose,

irritating and comforting, long before she is mathematlcall_y q_ah—
fied or even a congeries of “secondary” qualities like colors and
their shapes. Even such words as long and short, solid and hollow,

still carry to all, but those who are intellectually specialized, a
moral and emotional connotation. The dictionary will inform
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 favorable and hostile. How could it be otherwise?
Direct experience comes from nature and man interacting with
each other. In this interaction, Qgggn_gnergy gathers, is released,”

dammed up, frustrated>and victorious. There are rhythmic beats
of want and fulfillment, pulses of doing and d being w1thheld from

domg s
All interactions that effect stability and order mf the whlrm}g

flux of change are rhythms. There is_ebb and flow, systole and di-
astole: ordered change. The latter moves wlthlr_; bounds. f—@
pass the limits that are set is destrum anddeath), out of which.
however, new rhythnis are built up. The proportionate intercep
tion of changes establishes an order that is spatially, not merely
temporally patterned: like the waves of the sea, the ripples of sana
Where waves have Howed back and forth, the fleecy and the black-
bottomed cloud. Contrast of lack and fullness, of struggle and
achievement, of adjustment after c consummated irregularity, 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.

There are two sorts of possible worlds in which esthetic C expe-
rience would not occur. In a world off_igg;e_‘_ﬂmcgchange would not
be cumulative; it would not move toward a close, Stability and rest
would have no being. Equally is it true, however that a world that

-
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1shed ended)ould have no traits of uspense and cns1s, and

would offer
ready complete, there is no fulfillment. We envisage with pleasure

Nirvana and a uniform heavenly bliss only because they are pro-
jected upon the background of ogmyﬁg{ld of stress and
conflict. Because the actual world, that in which we live, is a com-
bination of movemenp andbg_]_hnmatlon; of breaks and re-unions,
the experience of a living creature is capable of esthetic quality.
“he live being recurrently(loses’and reéstablishes equilibrium with
is surroundings. The moment of passage from disturbance into
sarmony s that of infensesblife. 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
rhythmically enjoyed intervals. -

IM is attained only when, by some means, terms &
are made with the environment. When it occurs on any other than| 4=
an “objective? basis, it is illusory-—in extreme cases to the point
of insanity: Fortunately for variety in experience, terms are made
in many ways—ways ultimately decided by gelectiy€interest, Plea-
sures may come about through chance contact and stimulation;

plessere such. Reasures re not to be despised in a world full of pain. But

appiness and” dehgh tare a different sort of thing, They come to

be through a-fulfillment that reaches to the depths of our being—

one that is_an adjustment of our whole being with the conditions

of existence. In the process of living, attainment of a period of

< eq_lhbrluhbxs at the same time the amrlaTog of a new relation to

the environment, one that brings with it | potency of new ad]ust-

.. ments to be made through struggle. The time of consummation is

Tai#e also one of begmmng anew. Any attempt to perpetuate beyond its

. | term the enjoyment attend ling the time of fulfillment and harmony

o constltutes@_c_liglval from the worch Hence it marks the lower-

.+ ing and loss of vitality. But, through the phases of perturbation

““"" and conflict, there abides the deep-seated memory of an underly-

ing harmony, the sense of which haunts life like 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 them as a burden; it invades the present with a sense of re-

gret, of opportunities not used, and of consequences we wish un-

_dpne It rests upon the present as an oppression, instead of being a

resources by which.to move confidently forward 4o

But the live creature adopts its past; it can make fnends“wuh even
‘ns stupidities, using them as warnings that increase present wari-
ness. Instead of trying to live upon whatever may have beenlasr's
achieved in the past, it uses past successes-to m?thhe_ present.

Every living experience owes its ru:hness to what Santayana well

calls “hushed reverberations.” ~—-iushed  cov ot becation <

To the being fully allv\e, the future is not ominous but a Erog*\:_

“isej it surrounds tFpresent as a halo> It consists of possibilities

that are felt as a possession of what is now and here. In life that is‘

truly life, everything overlaps'and merges>But all too often we ex-

ist in apprehensions of what the future may bring, and are divided

within ourselves. Even when not g_@__?anxlous we do not enjoy t
rpresent because we subordinate it to that which is absent. Becaus

of the frequency of this abandonment of the present to the
and future, the happy periods of an experience that is now com-
m«: it absorbs into itself memories of the past and antic- |
llpatlons of the future, come to constitute an esthetic ideal /Only
‘When the past ceases to trouble and anticipations of the future are
not perturbing is a being wholly “united with his environment and
therefore fully ah\ﬁ Art celebrates with _pecullar intensity the mo-
ments in which the past. reenforc?&;hg present and in which the

future is a-quickening of what now is,

.
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*“These familiar flowers, these well-remembered bird 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 language that is Taden with all the subtle inextricable associations the
Tleeting 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 still live in u
transform our perception into fove.” George Eliot in The Mill on, the Floss.
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To grasp the sources of esthetic experience it is, therefore, nec-
essary to have recourse to animal life ‘below the human scalg. The
activities of the fox, the dog, and the thrush may at least stand as
reminders and symbols of that unity of experience-which we so
fractionize when work is labor, and thought withdraws us fro
the world. The live animal is fuilly presentyall theréyin all of its ac-
tions: in its wary glances, its sharg'Efﬁfﬁngg, its abrupt cocking of
ears. All senses are equally on the gui vive. As you watch, you see
motion merging into sense and sense into motion—constituting
that animal grace so hard for man to rival. What the live creature
retains from the past and what it expects from the future operate
as_directions in the present. The dog is never pedantic nor aca-
demic; for these things arise only when the past is severed in con-

Jsciousness from the present and is set up-as a mode] to co
N el e : 5
o ®” storehouse upon which to draw. The past absorbed into the pres-

ent carries on; it presses 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 foresight 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 thought and outposts of action, and not, as they so of-
ten are with us, mere pathwaysyalong which material is gathered to
be storedaway for a delayed and remote possibility.

It is mere ignorance that leads then to the supposition that
‘onnection of art and esthetic perception with experience signifies

l . fT . . . . s ol .

L lowering of their significance and dignity. Experience in the de-
gree in which it’#§ experience is heightened vitality. Instead of sig-
nifying being shut up within one’s own private feelings and

sensations, it signifies active and alert commerce with the world; at

its height it signifies complete interpenetration of self and the

world of objects and events. Instead of signifying surrendép to

f:;ap\:'lce and d_lSQ_I_d?r,Ait_a\ffords our sole demonstration of a stabil-
ity that is not stagnation™but s fﬁythmxé)and’de\}eloﬁiﬁ% Because

——e”
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experience is theffﬁfﬁTlEe@f an organism E_lts struggles and
achievements in a world of things, it isart in geriy Even in its
rudimentary forms, it contains the promise of that delightful 1l per-
ception which is esthetic experience.

7.
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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 all living creatures? Why
is life thought of as an aftair of low appetite, or at its 's 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 thmmb

o) ,Nf A One aspect of this history is so relevant to our problem that it

i

*The Sun, the Moon, the Earth and its contents, are material to form greater things,
that is, etherial things—greater things than the Creator | himself made —JOHN KEATS.
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must receive at least passing notice. The institutional life of
mankind is marked by disorganization. This disorder is often dis-
guised by the fact that it takes the form of static division into
classes, and thlertanc se J)aratlobls accepted as the very essence of
order as long as it is so fixed and so accepted as not to generate
open conflict. Life is compartmentalized and the institutionalized
compartments are classified as high and as low; their values as
profane and spiritual, as material and ideal. Interests are related to
one another externally and mechanically, through a system of |
checks and balances. Since religion, morals, polmcs business has "™ "1~
_e_gg_f_;_gs own compartment, within which it is fitting each should
remain, art too, must have its peculiar and private realm. Com- UW'L'%
partmentahzatmn of occupations and interests brings about sepa-
ration of that mode of activity commonly called “practice” from
insight, of imagination f from executive doing, of sig 1ﬁcant pur-
pose from work,
|these has, too, its own place in which it must abide. Those whe
write the anatomy of experience then suppose that these divisions
inhere in the very constitution of human nature, . aralis o7,

Of much of our experience as it is actually lived under der present

economic and legal institutional conditions, it is only too true that

these separations hold. Only occasionally in the lives of many are

the senses fraught with the sentiment that comes from deep real-
ization of intrinsic meanings. We undergo sensations as mechani-

cal stimull or as irritated stimulations, without having a sense of . N
the reality that is in them and behind them: in much of our experi- ™ l“
ence our different senses do not unite to tell a common and en- T
larged story. We see without feeling; we hear, but only a ‘1
second-hand report, second hand because not reénforced by vision. "'"D
We touch, but the contact remains tangential because it does not\'

fuse wnth(qualmes of sensés that go(below the surface) We use the P’ \J{

.\ ,r senses to arouse passnon but not to FulRll th€_mt€mst_0£msxgllt not

77 because that interest is not potentially present in the exercise_of

¢<§ense bu e vmld to conditions of living that force sense

to remam n ex he surtac Prestige goes 05€ WNO (. ot

nd who act vic- e =
anouslethrough control of the bodies and labor of others,

-
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Under such conditions, sense and flesh get a bad name. The
moralist, however, has a truer sense of Lhe E;Ifngte connections of
sensé with the rest of our being than has the professional psycholo-
gist and philosopher, although his sense of these connections takes a
direction that(reverses)the potential facts of our living in relation to
¢ environment. Psychologist and philosopher have in recent times
%ﬂfm—’ﬁﬁsﬁ thh the lem of knowledge that they have
reated “sensations” as ¢nere elements of knowledge. The moralist
‘nows that(sense 1s allied withremetionimpulse and appetition. So
he denounces the lust of the éye as part of the surrender of spirit to
flesh. He identifies the sensuous with the sensual and the sensual
with the lewd. His moral theory is askew, but at least he is aware
Mot an imperfect telescope designed for intellectual re-
ception of material to bring about knowledge of distant objects.

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

. sensuous. It includes almost everything fr /oQbare physmal and emo-

| tional shock-to sense itself—that is, the’me S\
| immediate experience. Eacth’i‘I'éEmo some real phase and as-
pect of the life of an organic creature as life occurs through sense or-
-gans. But sense, as meaning so directly embodied in experience as to
'be its own Lllurmnated mear@ns the only signification that ex-
'presses the function of sense organs when they are carried to full re-
G900 alization. The senses are the organs through which the live creature
*“participates directly in the on-goings of the world about him. In this

participation the<aried wonder and sple ndo? of this world are made

ractu_l\for him in the qualities he experiences. This Anot.

__e_o_pmsr.d_r_o@gr_ﬁjor motor apparatus and “willY itself are the

means by which this participation is carried on and directed. It Itcan-
pot be opposed to intéllec for’mind'is the means by which par-

Ve

ticipation is rendered fru1tfﬁr throug+ sense; by which meanings and
A values are extracted, retained, and put to further service in the inter-

A
<7 Acourse of the live creature e with his surroundings.
5 {~ Experience is the result, the sign, and the reward of that inter-

{ action of orgamsm and environment which, when it is carried to
| y_full is.a transformarlomqf interaction into¢participation and
K ommunicatiod. Since sense-organs with their conmected—rhotor
e

i |} .
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bewey-— concemed- w/ e wdwes of
apparatus are the means of this participation, any and - SXpesiter

gation of them, whether practical or theoreticalyis at oncefffgct ¥
anicause of a narrowed and dulled life-experience. ___QE__smons"f ot o
‘of mind and body, soul and matter, spirit and flesh all have their - lualiom
‘origin, fundamentally, in fear of what life ma@mg forth. They

are marks of contraction“and -thhdrawa.l’ Full recognition, there-

fore, of the continuity of the organs, needs and basic impulses of

the human creature 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 marvelous and |
distinguishing experience. What is distinctive in man makes it pos-

sible for him to sink belowthe level of the beasts. It also makes ir

possible for him to carry to new_and-unpsecedented heights thz
(um—Ez-‘ of sense and lmEUISQ of brain and eZe and earjthat is exerr
plified in animal life, saturating it with_the conscious meanings de

rived from‘communicationand deliberate expression.”

Man excels inccom Dlexx andCminuteness of differentiations, >
This very fact constitutes the necessity for 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-
Ei_s_tanc.g_and_mnﬂg& more drafts upon experimentation and in-
'vention, and therefore more novelty in action, greater range an
depth of insight andincrease of poignanc . As an organ- | =2 }
ism increases i complexity, the rhythms of struggle and consum-| 3 54—;.
mation in its relation to its environment are varied and prolonged, g,_ 5

and they come to include within themselves an endless variety of |
sub-rhythms, The designs of living are widened and €nriched? Ful- :(
Iment is more massive and more subtly shaded. g
Space thus becomes something more than a void in which to
roam about, dotted here and there with dangerous things and
things that satisfy the appetite. It becomes a comprehe
}7 enclosed scene within which are orderedw -
 lgnd urdergoings i which mareEHESRED Time cases o be it EmE
the endless and uniform flow or the succession of instantaneous
points which some phllosophers have asserted it to be. It, too, is
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£~ a momentary recognition of objects. But the recognition is not it-
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the \o(;mand rganizing medium of the rhythmic ebb and

flow of\cxpcctant impp.lsg,,‘fbfward and retraﬂcg_e_c_i movement, resis-

tance and suspense, with fulfillment and consummation. It is an

i ions— S sai learn to
orden.ng-gf growth and maturations as]g:r__ljl_c:;sfgld, we

kate inGummer after having commenced ir{ wintep) Time as orga-

ization in change is@rowth), and growth signifies that a varied se-

es of change enters upon intervals of ‘pause and rest; of

ompletions that become the initial points of new processes of de-

( velopment. Like the soil, mind is fertilized fhile it lies fallow, up-

til a new burst of bloomensues)

When a flash of lightning illumines a dark landscape, there is

self a mere point in time. It is the focal culmination of long, slow
processes of maturation. It is the manifestation of the continuity
of an ordered temporal experience in a sudden discrete instant of

'."'c_‘limixg It is as meaningless in isolation as would be the drama of

Hamlet were it confined to @Mrd with no context.
But the phrase “the rest is silence” 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 clear what is involved
in the organization of space and time prefigured in every course of
a developing life-experience.
i% Moments andplaces)) despite physical limitation and narrow
ocalization, are charged*with accumulations of long-gathering-en- -
ergy. A réturr’to a scene of childhood that was left long years be-
fore floods the spot with 4 release of pent-up memories and hopes.
To fmeein @a_ﬁig;: country one who is a casual acquaintance at
home may arouse a satisfaction so acute as to bring a thrill. Mere
recognitions occur only when we aré occupied~with something )
\_Elib:_thg\n the object or person recognized. It marks either an inter-
‘ruption pr else an iritent to use.what is recognized as a(means for
something else. To see, to perceive, is more than _m_zecqgi@
B e oty somet i presant In terms of  past.diseon.
nected from it. The'past s carried into the present so as to expand>
and deepen the content of the latter. There is illustrated the tra_ﬁ:s_;

Jation ot (bare Contimuity, of externﬂrriinto ‘the vi_t_a'l"()lg_gfgd_
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arganization of experience. Identlﬁcatlon nods and passes on. Or
it defines a passing moment in isolation, it marks a dead spot in
experience that is merely filled in. The extent to whi e process |
of living in any day or hour is reduced o labeling sﬁuatxo%&
events, and ob]ects as “so- anﬁc_i__go in mere succession marks the ""P“%‘
cessation of a life;that is@a conscious expenﬁ&mnnumgs_ real————
ized’in an individual, discrete, form are the essence of the latter. :g“""\"‘
~ Art is thus prefigured in the very processes of l:vmg A bud%
builds its nest and a beaver its dam when internal or res-is wA
sures codperate with external materials so that the former are ful- «~
filled and the latter are transformed in(a satisfying_culmination»
We may hesitate to @M&m%cmmm-
en f d1rect1\_lf:_irg:_e_nt\But all deliberation, all conscious intent,
grows out o things once performed organically through the inters
Jplay of natural energies. ‘Were it not so, art would be built on
quaking sands, nay, table air. The distingnishing contribu-
tion of man :ﬁgnscwusnes of the relations found in natire>
Through consciousness; e converts the Ee!atlonsm
fect’tha that are found in nature intofelations of meansan cons?j
(4 quence. ' Rather, consciousness itself is the inception of such a
,transformanon What was mere shock becomes an invitation; re-
sistance becomes something to be used in changing existing
arrangements of matter; smooth facilities become agencies f fQLCX’
_ecuting an idea. In these operations, an organic stimulation be
comes the bearer of-meanings, and motor response9 are changec
lmto instruments of expression nd communication; no longer are
they mere . means of locomotion and direct reaction. Meanwhile,
-l the organic st substratum temains as the qmckemn_g\and deep foun->

e
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“dation. Apart from relations of cause and efféct in nature, concep-
tion and invention could not be. Apart from the relation of
processes of rhythmic conflict and fulfillment in animal life, expe- -
rience would be without design and pattern. Apart from organs in-
herited from animal ancestry, idea and purpose would be without
a mechanism of realization. The primeval arts of nature and ani-
mal life are so much _the material, and, in gross outline, so much
the model for the intentional achievements of man, that the theo-

loglcally minded have imputed conscious intent to the structure of
5,3*01‘- /s C“M ‘\‘e 0¥ fe\j\a‘
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nature—as man, sharing many activities with the ape, is wont to
hink of the latter as imitating his own performances.
t The existence of art is the concrete proof 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, sense-
organs, and muscular system. Art is the living and concrete proof
that man is capable of restoring consciously, and thus on the plane

of meaning, the union of sense, need, impulse and action charac-

teristic of the live creature. The intervention of consciousness adds

regulation, power of selection, and(redisposition)Thus it varies g
the arts in ways without end But its intervention also leads in time

to theGdea of art as a conscious idea—the greatest intellectual ..—1

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 politics
and morals as conceived by Socrates and Plato. “The ideas of de-
sign, plan, order, pattern, purpose 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
n_es_ hun _to nature. When the conception of art as the distinguish-
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 ggg_ggllzang_n 1 of gg_})er arts.” Ch

ave developed this point in Experience and Nature, 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 of activity that is charged with meanings
capable of xmmedlately enjoyed possession, is the complete culmination of nature,
and that science is properly a handmaiden that conducts natural events to this happy
issue.” (P. 358.)
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It is custo::r_lar)_r, and from some points of view necessary, to
make a distinction between fine art and useful or technological:
art. But the point of view Trom Which 1t is necessary is one that is
»extnnsm “to_the work of art itself. The customary distinction is
based simply on acceptance of certain existing social conditions. I
suppose the fetiches,of the negro sculptor were taken to be useful

in_the highest degree to his tribal group, 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
- lived and experienced so full\m process of production. ?
"~ An angler may eat his catch thgout thereby losing the esthetic sat- £ g‘-
isfaction he experienced in casting and Elaxmg It is this degree of ™~
comjgleteness of l:vmg in the experience of making and of perceiv-
ing that makes the différence between what is fine or esthetic in art
and what is not. Whether thie thing made is-put to use)as are

q
s
bowls, rugs, garn S rabealing, o . B
bOW S, rugs, garments, weapons, lS, 171tTI?’ISlCd v\spea ma ?
§

\
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ter of indifference. That many, perhaps most, of the articles and
utensils made at _present for use are not gerﬁune‘f);esthenc hap-
pens, unfortunately, to be true. But it is true for reasons that are
foreign to the relation of the “beautiful” and “useful” as such.
Wherever conditions_are such as to prevenmhe act_of production_
_fg_og_:__hemg an experience in which the whole creature is alive and
Euv_b_u.ch.hc_possesses ‘his living through ‘enjoymenty the product
will lack something of being esthetic. No matter how useful it is (5
for special and limited ends, it will not be useful in the ultimate el
“degree—that of contnbut\g directly and liberally to an\expand-'
"ing and enriched life-The story of the severance and final sharp
opposition of the useful and the fine is the history of that indus-
trial development through which so much of production has be-

come 2 f postponed living and so much of consumption 2
] superimposed enjoyment of the “fruits of the labor of others.

olicnaled labor

<

i
g
2

Usually there is a hostile reaction to a conception of art that con-

Wlth—%hcwmes s of a live creature in its environment. The

hostility to_association of fine art with normal processes of living
M
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% [ is@ pathenc, even a tra ic;)}commentary on life as it is ordinarily

& | or heavy laden, is the 1dea entertained that there 1s some mherent
;U-e ‘antagonism between the process of normal living and creation and
;go | enjoyment of works of esthetic art. After all, even though “spiri-

X ¢ tual” and “material” are separated and set in opposition to one

3 '3 another, there must be conditions through which the idealis capa-
2" ble of embodlmentgnd reahzan}—and this is all, fundamentally,

& \;,-‘\'—hat “Tnatter=signifies. The very currency Wthh the opposition

7

[

has acquired testifies, therefore, to a widespread operation of
: forces that convert what might be means of executing liberal ideas
o & into oppressive burdens and that cause ideals to be loose aspira-

o"a tions in an uncertain and ungrounded atmosphere.

AP " 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 that suppert-the thesis in hand. Wherever con-
t_'_@ﬁgﬁp‘ggs_il_)k_,_tl@;b_u M_p,r_o_oﬂ’ests upon those who assert
pposition and duallsm Nature is the mother and the habitat of

més a ste mother and-an unfriéndly home, The

fact that civilization endures and culture contimues—and some-
times advances—is evidence that human@pgs)and purposes find a
basis\and ‘support in nature. As the developing growth of an indi-

7\ vidual from embryo to maturity is the result of interaction of or-

“'/P,

i‘

\

<
)

S
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i § 5 5[ ganism with surroundings, so culture is the product not of efforts

Y Q of men put forth in @_void-or just upon themselves, but of pro-)

oy g Jonged and gumulative interaction with environment. The depth

' [ of the responses stirred by works of art shows #heir £ontinui

¥ | with the operations of¢this enduring experience, L he wor wor[&/aﬁ

Jewonary El_lc_ responses they evoke are contmuoummgwﬁs_af
living as these are carried togiinexpected happy fulfillment/
mn of the esthetic in nature, T cite_a case dupli-
cated in some measure in thousands of persons, but notable be-
mmmm H. Hudson. “I
feel when I am out of sight ofJiving owing grassjmd out of the
sound of blrds voices and all\rural sounds;¥hat [ am not properly-

alive.” He goes on to say, “...when I hear people say that they
Thave 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 equanimity to its end,
Tam apt to think that they haverever been properly ali Ve, nor se;f
with clear vision the world they think so meanly of or anything in
it—not even a blade of grass.” The mystic aspect of @cute esthet
W kin as an €xperience to what reli-
gionists terrm 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 conscious of me and of my pres=
ence. . . . Similar to a feeling a person would have if visited by a
supernatural being if he was perfectly convinced that it was there
in his presence, albeit silent and unseen, intently regarding him
and_divining_every thought in his mind.” Emerson is often re-
garded as an austere thinker. But it was Emerson as an adult whe
said, quite in the spirit of the passage quoted from Hudsor
“Crossing a bare common, in snow puddles, at twilight, under .
clouded sky, without having in my thought any occurrence of spe-
cnal good fortune, I have enjoyed a perfect exhilaration I am glad
to the brink of fear.” .
I do not see any way of accounting for the multiplicity of ex-' -~ 7+
periences of this kind (something of the same quality being found |,
in_every spontaneous and uncoerced esthetic response), except on | |
the basn)that there are stirred into activity resonances of duDOSl-

nong ns acquired in primitive relationshi th_lmng_bgmg_m_u_c,_ :
surroundings, and irrecoverable in distinct _or_intellectual con- '\

sciousness. Experiences of the sort mentioned take us to a further .l <
consideration that testifies to. natural continuity. There is no limit=

to the capacity of immediate senstious éxperience to absorb into it-- %ﬁi_
—_— . &
self meanings and values that in and of themselves—that is in the“iﬁ;{
abstract—would be designated “ideal” and “spiritual.” The am*?

e —y v — - e

mistic strain of religious experie embodied in Hudson’s mem- mem- '

ory of his childhood days, is an instance on one level of

X
experience. And the poetical, in whatever medium, is always a 1

lose kin of the animistic. And if we turn to an art that in many
ways is at the other pole, architecture, we learn how ideas,

wrought out at first perhaps in highly technical thought like that

““\& ?gc}“cm\ C«-'j\‘s ‘}\U’“,{f o c\om h,*,v\

of Hie anmisdic™
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Art as Experience
® Cote of sense,

f ?of mathematics, are capable of direct incorporation in _sensuous

form. The sensible surface of things is never merely a surface. One

can discriminate rock ‘from Mimsy tissue-paper by the surface

alone, so completely have the resistances of touch and the solidi-

ties due to stresses of the entire muscular system been embodied in_

N vision. The process does not stop with incarnation of other sen-
Isory qua[mes that give depth of meaning to surface. Nothing that

a man has ever reached by the highest flight of thought or pene-

trated b robing insight is inherently such that it may not be-
| come &he heart and core of isenE@

wbol  The same word] ’ is used to designate expressions of
z .Y 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 bells, embroidered robes accompany the approach to what
Javan? 5o regarded agd ivineXThe connection of the origin’ of many arts

o gl ~——————

"), with primitive rituals becomes more evident with every excursion
"7 of the anthropologist into the past. Only those who are so far re-
moved from the earlier expenences as to miss their sense will con-

clude that rites and ceremonies were_merely technical devices for

A securing rain, sons, crops, success in battle. Of course they had
(7 this ‘magical intent, but they were enduringly enacted, we may be
sure, jn spite_of all practical failures, because they weré immediate

[ enhancements-of the experience of living. Mﬁhs were something

other than intellectualistic essays of primitive man in science. Un-
ea mrss_bgfomgny unfamiliar fact doubtless played its part. But
' ory) in the growth and rendition of a good

played its dominant part then as it does in the growt of_pqp_l_r
mythﬂogest%_}f}lot only does the direct sense element—and
/eni'o'fi?)'n_ is a mode of sense>—tend to absorb all ideational matter
But, apart from special 1sc1plme enforced by physical apparatus,

l it subéues}nd{ cﬁgeg;s all that is merely intellectual.
The introduction of the supernatural into belief and the all too
MW@S much more an affair
o"f *f "of the > psychology that generates works of art than of effort at sci-
e tlﬁc and philosophic explanation. It intensifies emotional thrill
and punctuates the interest that w
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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. Theologies and cosmogonies have laid
hold of i 1magmat10n 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
admiration. That is, they have come to man through adirect ap>

Eg_l_;cLscnse and to sensuous imagination) Most rehgnons_Havc
identified their sacraments with the highest reaches of art, and the

2 most authontatwe beliefs have been clothed in a garb o-fpomB and
r.“f pageantry' that gives immediate delight to eye and ear and that

nd car
~ evokes massive emotions of _suspense, wonder, and awe. The
flights of physmxsts and astronomers today answer to the esthetic

St P A8 A

“"need for satisfaction of_ the imagination 1 rather than to any strict:*: ‘:-"fi"

‘demand of unemotional evidence fog rational i interpretation.

Henry Adams made it clear that the theology of the middle
.ages is a construction of the same intent as that which wrought

.«m 3

¢the ¢ cathedrals. In general this middle age, popularly deemed to ex-
Ppress the acme of Christian faith in the western world, is as,. -
: CYgemonstmtxon of the power of sense to absorb the most highly s =
pmtuallzed ideas. Music, paintin _chtLre, archltecture,,djggi_g_é L‘NQ
g.u,and romance were handmaidens of religion, as much as were sci-* a“l RN
= eence and sc_:holargl_lia_ The arts hardly had a being outside of the,-., \(
church, and the rites and ceremonies of the church were arts en-
acted under conditions that gave them the maximum possible of ’u@
emotional and imaginative appeal. For I do not know what would g
give the spectator-and auditor of the manifestation of the arts a 1
Wa than the conviction that they were in-
formed with the necessary means of eternal glory and bliss.
The following words of Pater are worth quoting in this con-
i e-Christianity of the middle ages made its way partly
tic beauty) a thing so profoundly felt by the Latin hymn
writers, who for one moral or spiritual seutiment had a bundred
[ sensuous images. 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—all redness turned into blood, all_

water into tears. Hence a wild convulsed sensuousness in all the
A o\ corvulsedl sensuvousness

£
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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.”
Q\\EK In his autobiographical essay, The Child in the House, he gen-
’ 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

66,.scheme, was led to assign very li the ;l;)iltia/ct’th@gl_'@, and
OCCC‘ much to its sensible vehicle of occasion,~The latter “became the

-————

—

._nécessary concomitant of any perception of things, real enough to
S have any weight or reckoning, in his house of thought. ... He
came more and more to be unable to care for, or think of soul but

y . e = .
A as in an"actual body;\or of any world but that wherein are water
¢ o<y and trees, and where men and women look, so or so, and press ac-
& " e = . ;
£7g| tual hands.” The elevation of the ideal al;gvg] and beyond immedi-
? ate sense has operated not only to make if palliddand floodless, but
"» £33 |.it has acted, like a conspirator with the sensual mind, to impover-

/

ish and degrade all things of direct experience.
a5 In the title of this chapter I took the liberty of borrowing from
,&"‘w Keats the word etherial” /to designate the meanings and values
K aoks that many philosophers and some critics suppose are inaccessi>
- ble_to sen ause_of their spiritualy eternal and universal
characters—thus exemplifying the common dualism of nature and
spirit. Let me re-quote his words. The artist may look “upon the
Sun, the Moon, the Stars, and the Earth and its contents as mgle- )
<ial to form greater things,that is etherial thiﬁg?ﬁ-ggater things
than the Creator himself made,” In making this use of Keats, I had
also in mind the fact that he identified the attitude of the artist
with that of the live creaturepand did so not merely in the implicit
enor of his poetry but in reflection expressed the idea explicitly in
words. As he wrote in a letter to his brother: “The greater part of
men make their way with the same instinctiveness, the same un-
Wwandering eye from their purposes as the Hawk. The Hawk wants
a mate, so does the man—look aﬁm}ley set about and
procure one in the same manner. They both want a nest and they




The Live Creature and “Etherial Things” 33

both set about it in the same manner— ir food in the

same manner. The noble animal Man for his amusement smokes
his pipe—the Hawk balances about in the clouds—this is the only
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 of a Stoat or a field mouse hurrying ying along—to
what? The creature has apurpos@and } his eyesare/brig

go amongst the buildings of a city and see a Man hurrying
along-Sto what? The Creature has a pu@and hlS eyedare

bright with it e o e catrs

“Even here though I am pursumg the “same 1nst1nct1ve course
as the veriest human animal I can think of [though] I am, however
young, writing at random straining at particles of light in the
midst of great darkness, without knowing the bearing of any as-
sertion, of any one opinion. Yet may I not in this be free from sin?
May May there not be superior beings amused with any graceful,
though instinctive, attitude my mind may fall into as I am enter-
tained with the alertness of a Stoat or the anxiety of a Deer?
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- |
rel. Seen by a supernatural Being our reasonings may take the
same tone—though erroneous, they may be fine) This is the v
thing in_which consists poetry. 'l):here may be/EEsomng ,\Eul;
when they take anGnstinctive form, like that o[@hﬁo@nd

@?hey are poetry, they are fine) they have/grace.
n another letter he speaks of Shakespeare as a man of enor-
mous “Negative Capability”; as one who was “capable of being ir

uncertainties, mysteries, doubts, without any irritable reaching al
ter fact and reason.” He contrasts Shakespeare in this respect witt

T — ey . o - - -
his own contemporary Coleridge, who would let 3 poetic insight

gowhen it was surrounded with obscurity, because he could not

intelle@aﬂv‘iustif\kit;é: ot, in Keats’ language, be satisfied

with “balf-knowledge.™I think the same idea is contained in what
he says, in a letter to Bailey, that he—“never yet has been able to

erceive h thing can b_gknown for trut%by consecutive rea-.
soning. . . . Can it be that even the greatest test Philosopher ever ar-

,_med.at_hls Goal_without Quttmg asidednumerous ob]ecnons
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asking, in effect, Does not_the reasoner have also _to w
(fmtumonsﬁ’

fﬁoe rifnees

to what come upon him in_his immediate sensuo

and emotional experiences, , Byen against ob]ectxons that reflection
presents to him. For he goes on to say “the simple imaginative
mind may have its rewards in the repetitions of its own silent work-
ings_coming continually on the’ SE irit with' a fine suddenness —a
remark that contains more of the psychology of productive thought
than many treatises. . __

In spite of the elhpucal character of Keats’ statements two

ha
gv ard its goal, and they may become. spontaneous; “instinctive,”
3 and when they become instinctive are sensuous and _ 1mmed1ate-

oen The other sx ) thlS conwctlon is his belie

can reach Even “the greatest phllosop er” exercises an

ammal -like preference to guide his thinking to its conclusions. He

that no “rea-
e

selects and puts aside as his imaginative sentiments move, “Rea-
son” at its height cannot attain _complete grasp and a self-
contained assurancd It must fall bac (imagination—upon

th%ﬁ)ﬁ?me@of ideas in@motionally charged sense”

There has been much dlsputc as to what Keats meant in his fa-

mous lines: ¢ ow /., ‘H’ | ewdasdaed, me -
i

“Beauty is truth, truth beauty—that is all
Ye know on earth, and all ye need to know,”

and what he meant in the cognate prose statement—“What imagi-
nation seizes as beauty must be truth.” Much of the dispute is car-
ried on in ignorance of the particular tradition in which Keats
wrote and which gave the term “truth”"its meaningyIn this tradi-
tion, “truth” never signifies correctness of intellectual statements

about things, or truth as its meaning is now influenced by science.
It denotes(the wisdom by which men live) eWEe lore of

good and evil.” And’in Keats mind It was pamcularly connected

with the question of justi ood and trusting to it in spite of
the evil and destruction that abound. “Philosophy” is the attempt
e __
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to answer this question rationally, Keats’ belief that even philoso-

phers cannot deal with the question without depending on_imagi-
native intuitions receives an mdqgendent - and positive statement in
his identification of “beauty” with “truth”—the particular truth
that solves for man_the baffling problem of destruction and
death—which weighed so constantly on Keats—in the very realm
where Tife strives to-assert supremacy/Man livesin a world of sur-
mise, of mystery, of uncertai inties. “Reasoning”™ must fail’man—
this of course is a doctrine long taught by those who have held to
€ necessity of a“divine revelationy Keats did not accept this sup-
“plement and substitute for reason.C ! he 1n51ght' of 1ma§mat16h)
must-suffice. “This is all ye know on earth and all ye need to

know The critical words are “on earth”— that is amid a scen@ i in

SUrnisc

torts instead of_b\mgmg us to the light. It was in moments of most
intense Esthetic percepnon}hat Keats found his‘utmost solaceyand
his déepest convictions.T his is the fact recorded at the close of his
Ode. Ultimately there are but two ph:losophles\One of them ac~
cegtsﬁ life and expenenc?m all its uncertainty, mystery; doubt;and
half-knowledge and turns“that experience upon_itself-to deepen>
and intensifyits own quaﬁmrmagwn and arjl‘hls is the

g}_u_lgg),p_lLShakespeare; and. Kgatsﬁ -
‘ ‘e “5'1:9\} OS: \W??‘MM
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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 living. Under conditions of resistance and conflict, aspects and
elements of the self and the world that are implicated in this inter-
action qualify experience with emotions and ideas so that con-
scious intent emerges. Oftentimes, however, the experience had is

inchoate. SThings are experienced but not in such a way that they

e composed into@cgﬁjgﬂg. There is distraction and—a.i_sffe_r:
%mmﬂfﬁ:’aﬁ—wﬁht we think, what we desire and
what we get, are at odds with each other. We put our hands to the
plow and turn 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 fulfittrent. Then and
A ——
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then only is it integrated within and demarcated in the general
stream of experience from other experiences. A piece of work is
finished in a way that is satisfactory; a problem receives its solu-
tion; a game is played through; a situation, whether that of eating

a(meal, playing a game of chess) carrying on a conversa rit-
ing a book, or taking part in a political campaign,Jis so rounded

\gout'that its close is 2 consummation’and not a cessation? Such an
§ =

experience is a whole and carries wi wdividualizin
quality and‘self-sufficiency. It is an experience.

_ Philosophers, even empirical’philosophers, have spoken for

j < the most part of experience at large.)Idiomatic speech, however,

iy refers to experiences)each of which is@ingularyhaving its own be? -f o,

- inning ‘and end. For life is no uniform uninterrupted march ors § :
éiow./l‘t is(a thing of histories;\each with its own plot,)its own in- " (towe

=r§ ception and movement toward its close, each hayis own par{affed)
ticular rhythmic’movement; each with its ownmguaﬁg
pervading it throughout. A flight of stairs, mechanical as it is, pro-
ceeds by individualized steps;snot by undifferentiated progression,
and an inclined plane is at least marked off from other things b
abrupt discreteness.

Experience j&hi@is defined by those situations an
episodes that we spontaneously refer to as being “real experi-
‘ences”; those things of which we say in recalling them, “that was
an experience.” It may have been something of tremendous
importance—a Quarrebwith one who was once an intimate, aca-)
fastropheinally 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 all the better what is to be an
experience. There is that meal in a Paris restaurant of which ONCe! es
says “that was an experience.” It stands as an_enduring me-

: : D oF
Cmorial of what food may be. Then there is that storm one went |qve
through in crossing the Atlantic—the storm that seemed in its
(fury, as it was experienced, to sum up in itselfll that a storm can>

-;bné:'complete in itself, standing out because marked out from what

went before and what came after.

-————

= . — <
. In such experiences, every successive part flows freelﬁagzithout
@and without nfilled blanks)into what ensues. At the same
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“ time there is no sacrifice of tht self-identity of the parts.)A river, as

-3 distinct from a pond, flows. But its flow gives a definiteness and in-
3 terest to its successive portions greater thag,gxiit in the homoge-
y [nous portions of a pond. In an experience, flow is from something
to something. As one part leads into another and as one part car-
N
<
<

during wholg is diversified by successivﬁﬁsgs)that are emphases)
of 1ts waried)colors.— o

Becaise o w ag>there are ‘no;'holgs mechani-
cag.mcnons, and dead centersywhen we have an’experience. There

—= Y are pauses, places of rest, but they punctuate and define the qual-

~

\

é ries on what went before, each gains distinctness in itself. The en-
v

1

% ity of movement. They sum up what has been undergone and pre-

w

i ]
—=  vent its dissipation and idle evaporation. Continued acceleration is

breathless and prevents parts from gaining distinction. In a work
of art, different acts, episodes, occurrences melt and fuse into_
unity, and yet do not disappear and lose their own character as
/tbg do so—just as in a genial conversation there is a continuous
interchan, hange ‘f\nd@nd_lgg_‘,, and yet each speaker not only retains

rs own character but manifests it more clearly than is his wont.)

———

An experience has 2 unity that gives it its name, that meal,

at storm, that rupture of friendship. The existence of this unity

s constituted by a single Guality that pervades the entire experi-

ence in spite of the(yariationof its constituent parts. This unity is
neither emotional, practical, nor intellectual, for these terms name
distinctions that reflection can make within it. In discourse about
an experience, we must make use of these adjectives of 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.
In final import they are intellectual. But in their actual occurrence
they were emotional as well; they were purposive and volitional.
Yot the i%n\(%was not a sum of these different characters;

they werélost in it’as distinctive traits. No thinker can ply his oc-
cupation save as he is lured and rewarded otal integralexperi-

ences that are intrinsically worthwhile. Without them he would
—————— O




ca‘.culus iwl"?j\’ﬁ‘“‘m\ Sf\n&w&egvo\

Having an Experience 39

never know what it is really to think and would be completely at a
loss in distinguishing(real thought™from¢Tthe spurious articlé)
Thinking goes on in trains of ideas, but the idéa ain only
because they are much more than what an analytic psychology
calls ideas. They are_phases) emotionally and practically distin-
guished ;_Ehey are its moving
variations, not éparate and mdegendent hkw
so-called 1deas and impressions, but aré subtle shadn@\of a per-

|vading and developing hue. r-orche d oo / LA

g- We say of an experience of thinking that we reach or draw a
conclusmn. Theoretical formulation of the process is often made
~§ in such terms as to conceal effectually the similarity o nclu-

sion” to the consummating phase of every developingG egral X-

o 31 perience. These formulations apparently take their cue from the
.“‘\l: separate propositions that are premisses and the proposition that
% is the conclusion as they appear on the printed page. The impres-
% ¥l sion is derived that there are first two independent and ready-made
entities that are then manipulated so 0 as. s_to_give rise to a third. In
o fact, in an experience of thinking, femisses emerg@only as a con-
R | clusion becomes manifest) The experience, like that of warchmg a
storm reach its height and gradually subside, s one of co
“ movement of subject-matters. Like the ocean in the storm;there™
_gg_a_iaﬂes of wavesj suggestions reachm_g out.and being broken
in a clash, or being carried onwards by a cooDeratlve wave 7If a
conclusion is reached, it is that of a movement of anticipation and
cumulation, one that finally comes to completion. A “conclusion”
is no separate and independent thing; it is the consummation of g
Hence an experience of thinking has its own@uahq
It differs from those experiences that are acknowledged to be es
thetic, but only in its materials."The material of the fine arts con-
sists of qualities; that of experience having intellectual conclusion
are signs or symbols having no intrinsic quality of their own, but
standing for things that may in another experience be qualitatively
experienced. The difference is enormous. It is one reason why the
strictly intellectual art will never be popular as music is popular.
Nevertheless, the experience itself has a satisfying emotional qual-
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7 because it possesses internal integration and fulfillment
ceached 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-
rience), unless it is rounded out with this quality. Without it,
/ thinking is inconclusive. In short, esthetic cannot be sharply
/marked off from intellectual experience since the latter must bear
| an esthenc stamp to be itself complete
The same statement holds good of a course of action that is
dominantly practical, that is, one that consists of overt doings. It _
is possible to be efficient in action and yet not have a conscious
experience. Lhe activity is too automatic to permit of a sense of
what it is about and where it is omg It comes to an end but not not
to a close or consummation in consciousness. Obstacles are over-
come by shrewd skill, but they do not feed 1 experience. There are
also those who are wavering in action, uncertain, and Ainconclu-
sive like the shades in classic literature. Between the poles of aim-
lessness and mechanical efﬁcnenC)_r, there lie those courses of
action in which through successive deeds there runs a sense of
'__fér_awmg meamr@conserved 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- .

terest in completing an_experience. The experience may be one
|that is‘ o the world and its consummatlon undesu‘ablcﬂ
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 quality in moral action.

——— e

One great defect in what passes as morality is its anesthetic qual-
ity. Instead of exemphf‘ymg wholehearted action, it takes the form
of grudging piecemeal concessions to the demands of duty. But il-
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lustrations may only obscure the fact that any practlcal activity
will, provided that it is integrated and moves by(its own urgesto
fulfillment, have esthetic quality.

A generahzed 1llustrat10n may be had if we imagine a stone,
which is rolling down hill, to _have an experience. The activity is
surely sufficiently “practical.” The stone starts from somewhere,
and moves, as consnstently as conditions permit, toward a place
and state where it will beat resltoward an_end-Let us add, by
imagination, to these external facts, the ideas that it looks forward
with desire to the final outcome; that it is( interested)in the things it

'meets ‘on_its way, conditions that accelerate and retard its move-

‘ment with respect to their bearing of the eq\that it acts and feels
toward them according to the hlnderm\or helpmnguncj:lon it at-
tributes to them; and that the final coming to ‘rest 15 related to all
that went before as the culmmanon\ of a continuous movement.
Then the stone would have an experience, and one with esthetir
quality. d.eatl, e

If we turn from this imaginary case to our Own experience, wi
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 concerned with
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 organized into the developing experi-
ence. Things happen, but they are neither definitely included nor
decisively excluded; @€ driff. We yield according to external pres-
sure, oﬁade’)and go’r‘rﬁféﬁl-@\ There are beginnings and cessa-
tions, but no genuine initiations Jand concludmgs\One thing
replaces another, but does not absorb ihand « carry it on. There is
experience, but so’slack)and discursive)that it is not . an experience>
Needless to say, such experiences are anesthetic.

Thus the non-esthetic lies within two limits. At one pole is the
loose succession Yhat does not begin at at any particular place and

that ends—in the sense of ceasing—at no particular place. At the
other pole is Afrest) constrictiony proceeding from parts having
only a mechamcal connection 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 qualities with the features of the picture and
the _gﬁt_}lggg  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 such contrast involved in hav-
-{ ing an experience; that, on the contrary, 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 conventign in practice and intellectual procedure. Rigid
ibstinence, 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
“mean proportional” as the proper designation of what is distinc-
tive of both v:rtue and the esthetic. He was formally correct.
“Mean” and “proportlon 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 developing movement to-
ward its own consummation.

I have emphasized the 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 arrest, of stasis. Maturatlon'
and fixation are polar opposites. Struggle and conflict may be
themselves ¢ enjoyed, although they are pamful when they are ex-
perienced as means of developing an experience; members in that
they carry it forward, not just because they are there. There i is, as
will appear later, an element of undergoing, of suffering in its
large sense, in every__;gg_rience; Otherwise there would be no tak-
ing in of what preceded, For “taking in” in any vital experience is
something more than placmg something_on the top of conscious-
ness over what was previously known. It involves reconstruction
which may be painful. Whether the necessary undergoing 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
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, the complete perception that is enjoyed.

I have spoken of the esthetic quality thatGounds outan expe-
rience into completeness and unity as €motional, The reference
may cause difficulty. We are given to thinking of emotions as

- things as simple and compact as are the words by which we name
them. Joy, sorrow, hope, fear, anger, curiosity, are treated as if
each in itself were a sort of entity that enters\full-mad® upon the
scene, an _entity that may last a long time or a short time, but
whose duration) whose _grqg?gté@and'_&ar@is irrelevant to its na-
ture. In fact emotions are qualities, when they are significant, of a

s

¢ complex experience that moves andchangeyI say, when they are

significant, for otherwise they are but the outbreaks and eruptions
of a disturbed infant. All emotions are qualifications of a dramz
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 ¢
“thing of that instant. What would love be were it compressed into
a moment in which there is no room for cherishing and for solici-
tude? The intimate nature of emotion is manifested in the experi-
ence of one watching a play on the stage or reading a novel. It
attends the development of a plot; and a plot requires a stage, a
space, wherein to develop and time in which to unfold: Experience
" is emotional but there are nio separate things salled emotions in it.
By the same token,‘emotions are attached’to events and ob-
Jects in their movement. They are not, save in pathological in-
stances, private) And even an “objectless” emotion demands
something beyond itself to which to attach itself, and thus it soon
generates a delusion in lack o hi . Emotion belongs of
a certainty to the self. But it belongs to the self that is concerned in
the movement of events_ toward an issue that is desired or disliked.

We jump instantaneously when we are scared, as we blush on the
instant when we are ashamed. But fright and shamed modesty are

not in this case emotional states. Of themselves they are but auto--

‘matic reflexes. In order to become emotional they must become
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parts of an inclusive and enduring situation that involves_concern

for objects and their issues. The jump of fright becomes emotional
fear when there is found or thought to exist a threatening object

that must be dealt with or escaped from. The blush becomes the

emotion of shame when a person connects, in_thought, an action
he has performed with an unfavorable reac_ti_qg}_o_ﬁ_i_r_ggqlf of some
other person. e
" Physical things from, far ends pf the earth are physically trans-
orted and physically caused to act and react upon one another in
ne construction of a new object. The miracle of mind is that
something (similar)takes place in experience -without physical
transport and assembling. Emotion)is the movingjand cementfn@__
force. It selects what is congruous and dyes what is selected with
Es_galor, thereby giving?ualitativc unity to materials externally
disparate and dissimilar. It thus provides unity in and through the
varied parts of an experience. When the unity is of the sort already
described, the experience has esthetic character even though it is
not, dominantly, an esthetic experience.
¢ Two men meet; one is the applicant for a position, while the
other has the disposition of the matter in his hands. The interview
may 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
of acceptance or dismissal, of something which has happened a
score of times. The situation is disposed of as if it were an exercise
An bookkeeping. But an interplay may take place in which a new
experience develops. Where should we look for an account of such
an experience? Not to ledger-entries nor yet to a treatise on eco-
nomics or sociology or_personnel-psychology, but to dramalor fic-
. tion.Its nature and import can be expressed only by art, because
there is a unity of experience that can be expressed only as an ex-
perience. The experience is of material fraught with suspense and
moving toward its own consummation through a connected series
‘of varied incidents. The primary emotions on the part of the appli-
‘cant may be at the beginning_hope or despair, and _elation or dis-
appointment at the close. These emotions qualify the experience as
2 unity. But ty. But as the interview proceeds, secondary emotions ar€

\ -
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evolved a@f the primary underlying one. It is even pos-
sible for each attitude and gesture, each sentence, almost every
word, to produce more than a fluctuation in the intensity of the
basic emotion; to produce, that is, a change of shade and tint in its
quality. The employer\sees by means of his own emotional reac-

tions the character of the one applying. He projects him i 1magma-
tlvely into the work to be done and ]uﬁges his fitness by the way in
which the elements_ of the scene assemble and either clash or fit to-
gether. . The presence and behavior of the appllcant either harmo-
nize with his own attitudes and_desires or they « COIlﬂlCt and jar.
Such factors as these; inherently esthetic in quality, are the forces
that carry the varied elements of the interview to a decisive issue.
They enter into the settlement of every. situation, , whatever its
dominant nature, in which there are uncertainty and suspense.

i 0 Qb nd)crgc:.n
There are, therefore, commor patterns in various experiences, m
matter how unlike they are to one another in the details of their
subject matter. There are condxtlons to be met without which an
experience cannot come to be. The outline of the common pattern

is set by the fact that every experience is the result of interaction
between a live creature and some aspect. of the world in which he

ture of the ‘surface of the thing hfted {. The _p_ropertles thus
undergone determine further doing. The stone is too heavy or too

angular, not solid enough; or else the properties undergone show
, it 1s ﬁt for the use for wh1ch it is mtended The _brocess continues

that partlcular expenence comes to a close. 'What is true of this

51m—!e instance is true, as to form, of every experne@'l‘he crea- -
ture operating may be a thinker in his study and the environment)
with which he interacts may consist of ide: a“‘msteac_l‘o'fm a_stone.
But interaction of the@@woconstitutes the total engr_ence nce that is
had, and the close which completes it is is the institution ofmg felt
( harmong D

An experience has pattern and structure, because it is not just
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doing and undergoing in alternation, but consists of them in rela-
tionship. To put one’s hand in the fire that consumes it is not nec-
‘essarily to have an experience. The action and its consequence
must be joined in perception. This relationship is what gives mean-
ling; 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 experience may be intense, but, because of lack
of background from past experience, relations between undergo-

ing and doing are slightly grasped, and the experience does not
have great depth or breadth. No one ever arrives at such maturity
that he perceives all the connections that are involved. There was
once written (by Mr. Hinton) a romance called “The_  Unlearner.”
It portrayed the whole endless duration of life after death as a liv-
ing over of the incidents that happened in a short life on earth, in
continued discovery of the relationships involved among them.
Experience ls(ﬁmltem all the causes which qinterfere, with
Lcepnoﬁof the relations between undergoing and doing. There
_may be interference because o&x&@ on the side of doing or of
..., . excession the side of receptivity, of undergoing. Unbalance on ei-
¥y .:. ; ther side blurs the perception of relations and leaves the experi-
ence gar tial and distorted, with scant or false meaning. Zeal for
doing, lust for actlon, leaves many a person, especially in this Hur—
ried and impatient human environment in which we live, with ex-
perience of an almost incredible paucity, all on the surface. No
one experience has a chance to complete itself because ‘something
else is entered upon so speedily. What is called experience be-
comes SO dlspersed and miscellaneous as hardly to deserve the
name." Resnétance)ls treated as an obstruction to be beaten down;,
not as andfivitatiomto reflection. An individual comes to seek, un- .
consciously even moMy deliberate choice, situations in
which he can do the most things in the shortest time.
P 1' Expenences are also cut short from maturing by excess of re-
e /ceptw:ty What is prized is then the mere undergomg of this and
that, irrespective of _ngggpgg_rg of any meaning. The crowding to-
gether of as many impressions as possible is thought to be “life,”
even though no one of them is more than ¢ flitting And a sipping,)
The sentlmentallst)and the day-dreamep may have more fancies

ir;'.‘.z e
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and impressions pass through 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\balance between doing and receiving. Some decisive action is

needed in order to establish contact with the realities of the world

and in order that impressions nay be so related to facts that their
value is tested' and organized. leslbic Mambew 9

Because perception of relationship between what is Qo_n_e_: and
what is undergone constitutes the work of intelligence, and be-
cause the artist is controlled in the process of hls s.work by his
grasp of the connection) between what he has alreadz gQrTe and
what he is to do next; the idea that the artist does not. think las in-
tently and penetratingly as a sc1entlﬁc inquirer is absurd. A paint-
er must consciously undergathe effect of his every brush stroke or
he will not be aware of what he is doing and where his work is go-
ing. Moreover, he has to see each particular_connectiomof doing
and undergoing in relation to l:he whole\that he desu’es to produce.
To apprehend such relations is to think, and is one of the most ex-
acting _modes of tﬁought The difference between the pictures of
dlfferent' painters is due quite as much to differences of capacity to
carry on this ‘thoughtyas 1t 15 to differences o&gnsumty to bare
color and to differences in dextenty of executionAs respects th1
basic quality of pictures, difference depends, indeed, more upo:
the quality of intelligence brought to bear upon perception of re.
lat_1_0__f_l5__ than upon anything else—thou ugh of course Jntelhgence)
cannot be separated from., dlrect sensitivity) and is connected
though in a more external manner, ‘with sklll\ pecce l*" an, o

Any idea that ignores the necessary role of intellige ence in
production of works of art is based upon ddentification of iE]E[@-
mgwwth use of one specml kind of material, verbal signs and
words. To think effectively in terms of relations of qualities is as
severe a demand upon thought as to think in terms of symbols,
verbal and mathematical. Indeed, since words are easily manipu-
lated in mechanical ways, the productlon of a work of _Eenuine
art probably demand§ 7morsﬁ1~ntelllgence than does most of the so-
called thinking that goes on among those who pride themselyes
on being “intellectuals.”

-
-
N
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I have tried to show in these chapters that the esthetic is no_in-

truder in experience from without, whether by way of idle luxury
or transcendent ideality, but that it is the clarified and intensified
development of traits that belong to every normally complete ex-

perience. This fact I take to be the only secure basis upon which
esthetic theory can build. It remains to suggest some of the impli-_

« cations_of the underlying fact.

" We have no word in the English language that unambiguously
includes what is signified by the two words “artistic™and “es

thetic.” Since “artistic” refers primarily to the act of production

and “esthetic” to that of perception and enjoyment, 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 material,
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
_common with the creative act. In any case, there is a certain verbal
awkwardness in that we are compelled sometimes to use the term
“esthetic” to cover the entire field and sometimes to limit it to the
receiving perceptual 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 undergoing enables us to understand the connection
that art as production and perception and appreciation as enjoy-
ment sustain to each other. '

* AAtt/denotes a process ofdoing)or making, This is as true of
fineas of technological art. Art involves molding of clay, chipping
of marble, casting of bronze, laying on of pigments, construction
of buildings, singing of songs, playing of instruments, enacting
réles on the stage, going through rhythmic movements in 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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quotation from John Stuart Mill: “Art is an endeavor after perfec-

tion in execution’ whlle Matthew Arnold calls it “pure and flaw-

less workrnanshlp ? - ot lepan 18C protessicaal oy :ah=2eTul
The word “estheuc’l,reﬁers as we have already noted, to expe-

rience as@ppreciative, percexvnrﬁ, and/n—-] o\zmg It denotes the con-

sumer’s rather than the producer’s standpoint. It is_gusto, taste;

and, as with cooking, overt skillful action is on the side of the

cook who prepares, 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 householder who enjoys the finished product.

tion, ability in executlon. The Oxford Dictionary illustrates by a

These very illustrations, however, as well as the relation that
exists in having an experience between doing and undergoing, in-
dicate that the dlStll’lCthI’l,‘ between esthetic n_n_d_amst;e_cgr_l_not be
pressed so far as to become a separatlo“ Perfection in _execution
cannot be measured or defined in terms of execution; it implies
those who perceiveand enjoy the product that is executed. The
cook prepares food for the consumer and the measure of the value
of what is prepared is found in consumption. Mere perfection in
execution, judged in its own terms in isolation, can probably be
attained better by a machine than by human art. By itself, it is at
mosm:echmque,\and there are great artists who are not in the first
ranks as techn1c1ans (witness Cezanne just as there are great per
formers on the piano who are not great esthetxcally, and as Sargen
is not a great painter. Joviin

Craftsmanship to be artistic in the final sense must be “lov-
i_ng_ ; it must care deeply for the subject matter upon which skill is
exercised. A sculptor comes to mind whose busts are marvelously
: exact. 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
the person himself. For mmey are remarkable. But one
‘doubts whether the maker of the busts had an experience of his
own that he was concerned to have those share who look at his
products. '_I;o_g:_;mly_Lrtlstlc, a work must also be esthetic—that
is, framed for enjoyed receptive perception. Constant observation
'Ts, of course, necessary for the maker while he is prod-ﬁ—cl—ng But if

his perception is not also esthetic in nature, it is a colorless and
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cold recognition of what has been done, used as astimulus to the
next step in a process that is essentially mechanicall

In short,@rt)in its form,@mtes }he very same relation of do:@
anckﬁae’ gomgoutgomg and incoming energy, that makes an ex-
perience to be an experience. Because of elimination of all that
does not conmbute to mutual organization of the factors of both
action and recept‘?) into one another, and because of selection of
“ust the aspects and traits that contribute to their mterpenetratlor_l)
f each other, the product is a w work of esthetic art. Man whittles)

arves,)si E}Me?;\ge'siﬁ?t,'s, molds} draws) and paints. The do-
|ing or “making is artistic when the perceived result is of such a na-
lmc thatrts)qualitie§ as Jercetvedﬁavq controllea‘tkigg_e_s@ggf
Eroduction The act oﬁbdne g Shat is directed by intent to pro-
duce something that is enjoyed in n the immediate experience of per-
ceiving has qualmes that é_gw_ s or uncontrolled activity
does not have. The artist’embodiéshin himself the attitude of the

ercelver\whxle works.

Suppose, for the 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
accidental natur_z_l_l_R_oduct As an external thing, 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 now belongs in a museum of

natural_history, not in a musgg;n of art. And the extraordinary
thing is that the difference that is thus made is not one of just in-
tellectual classification. A differenceis made in appreciative per-
ception and in a direct way. The esthetic expenence—m its limited
sense—is thus seen to be inherently connected with the eScperlence
Of mglg_llg. 'Hl.ﬂ e‘;.f[;mnr',‘rc 1 Plai

The sensory satisfaction of eye and ear, when esthetic, is so
because 1t does not : stand bX itself but is linked to the activity of

different in quahry to an eplCLI[‘C than in one who merely “likes”

his food as he eats it. The difference is not of mere intensity. The
epicure is conscious of much more than the taste of the food.

—,

Rather, there enter into the taste, as dlrectly expenenced qualltles
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that depend upon reference to its_source and its manner of pro-
duction in connection with criteria of excellence. As production
must absorb into itself guahtxes of the | product as pe}g;lved and be
regulated by them, so, on the other side, seemg.. hearmg,’ta—‘stlng,
become_esthetic when relation to a distinct manger of activity»
g_ahﬁes what is perceived.

" “There is_an element of passion in all esthetic perception. Yet
when we are _gv_f:ryyhelmed by passion, as in extreme rage, fear,
jealousy, the experience is definitely non- esthetlc. There is no rela-
tionship felt to the qualities of the activity that has generated the
passion. Consequently, the material of the experience lacks ele-
ments of balance and proportion. For these can be present only
when, as in the conduct that has’gracedor caTgTaiEf; the act is con-
trolled by an_exquisite sense of the relations which the act
sustains—its fitness to the occasion and to the situation. <<% i

f;-'-ct- Lidea s

The process of art in production is related to the esthet"c in
perception organically>—as the Lord God in creation surveyed His

work and fourd it good. Until the artist is satlifj_e_ti in perception
with what he is doing, he continues shaping and reshaping. The
making comes to an end when its result is experienced as good—
and that experience comes not by mere intellectual and outsid
judgment but in direct percepttonMn artist, in comparison wﬂ‘]
his fellows, is one who is not only especially gifted in powers
execution but in unusual sensitivity'to the qualities of things. This
sensitivity also directs his doings and makings.  (l5w: 10— yndeeaniitt
As we manipulate, we touch and feel, as we look, we see; as
we listen, we hear. The hand mx moves thh etchmg needle or with
brush. The eye attends and reports the consequence of what is
done. Because of this i intimate connection, subsequent doing is cu-
mulative and not a matter of caprice nor yet of routine. In an em-

phatlc art:stlc esthetic_experience, the relation is so QLL that it

vital intimacy of connection cannot be had if only ha hand and eye
.
are engaged. When they do not, both of them, act as organs of the
whole being, there is but a mechanical sequence of sense and
movement, as in walking that is automatic. Hand)and eye; when

_the experience is esthetic, are but instruments through which the
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oved and active throughout, operates. Hence
——

the expression 1s emomndiLded by mrpose n A
Because of therelation between what is done and what i is un-
dergone, there is an immediate sense of things in perception as be- s be-
Jonging fogether or as jarring;)as feénforcing or as. mterfermg The
consequences of the act of making ‘as’ reported in sense show
whether what is done Carries fol rward\__b_e_l_d_e_a__b_glgg_gx_ec_l.Itggi_ or
marks a- d\vnatlorb and break? In as far as the development of an
experience is controlled through reference to these immediately
felt relations of order and fulfillment, that experience becomes
dominantly esthetic in nature. 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 regulated by the
series of perceptions that sum up the serial acts of making, that
the bowl is marked by endurmg grace and charm. 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 the next doing
and its outcome for sense. What is done and what is undergone are
thus reciprocally, Cumulatlvely, ahd contmuously instrumental to

each other.

" The e doing may be energetic, and the undergoing may be acute
nd intense. But unless they are related to each other to form a
whole in perception, the thing done is not fully esthetic. The mak-
ing for example may be a display of technical virtuosity, and the
undergoing a gush of sentiment or a revery. If the artist does not
perfect a new vision in his process of doing, he acts mechanically
and repeats some e old model fixed like a blueprint in his mind. An
incredible amount of observation and of the kind of intelligence
that is exercised in _perception of qualirative relations characterizes
creative work in art. The relations must be noted not only with re-
spect to_one another, two by two, but in connection with the
whole_under_construction; they are exercised in imagination as

well as in. observatlon Irrelevancies arise that are tempting disy

‘tract,on?dlgre551ons suggest themselves in the /guise) of enrich-)
fhentsy There are occasions when the grasp of the dominant idea
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Cgrows ws faint; and then the artist is moved unconsciously to fill in
until his thought 1t grows strong, ag_am. The real work of an artist is
to build up an experience that 1s <coherentdin perception while

moving with constant

When an author puts on paper 1deas that are already clearly
conceived and consistently ordered, the real work has been previ-
ously done. Or, he may depend upon the greater perceptibility in-
duced by the activity and its sensible report to. direct his.
completion of the work. The mere _act of t transcnptxon is estheti-
cally irrelevant save as it Iy into the formation of an
experience moving to corggleteness. Even the composition con-
ceived in the head and, therefore, physically private, is public in its
sxgmﬁcant content, since it is conceived with reference to execu-
tion in‘a product that is perceptible and hence belongs to the com-
mon world. Otherwise it would be_ .an aberration or a_passing>

+ dream The urge to express through painting the perceived quali-

ties of a landscape is continuous with demand for pencil or brush.

Without external embodiment, an experience remains incomplete;

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 ally, with_ her motor organs.

It is no linguistic accident that (“ﬁ;ddm construc%(;)p

(¢ “work,” designate botla process’ nd i d its finished product> With-

‘out the meaning of the v the noun remains blank

_ Writer,) composer of music, sculptor; or. paintercan retrace;
dm1?he process of productlon, what they have previously done.

When it is not satisfactory in the mdexgomg or perceptual phase )

of experience, they can to some degree start afrésh This retracing

is not readily accomplished in the case ‘of architecture—which is

perhaps one reason why there are so many ugly buildings. Archi- pere

tects are obliged to complete their idea before its translation into a

complete object of perceptlon takes place Inability to build up si-

multaneously theC idea and its_objective embodiment imposes a

handicap. Nevertheless, they too are obliged to think out thei

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‘lc&‘-E\Jc\\ cax\\e c\rcns
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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

roduct if it is artlsl'lc, presupposes a prlor perrod o{ggstauon in

which(doings and_perceptionsdprojected in imagination interach
and mutuallyCmodify dne another. Every work of art follows the

plan_of, and pattern of, a complete experiente, rendering it more

@ and ﬁoncenttatgﬂ@ i

t is not so easy in the case of the perceiver and apprecnator to
understand the intimate union of doing and undergomg as it is in
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nerely takes in what is there in finished form, instead of realizing
hiat this taking in involves actwrttes_that are @E?arable to those
of the creator. Butireceptivity is not Qassrvrg) It, too, 1s a process
consisting of a series of respornsive acts that accumulate toward
| objective fulfillment. Otherwise, there is not perception but recog-
nition> The difference between the two is immense. Recognition is
'perccpt@m—ﬁ}as a chance to develop freely. In
recognition there is a beginning of an act of perception. But this
beginning is not allowed to seLet_hg_dg_v‘elopment of a full percep-
tion of the thing recognized. It is arrested at the point where it will”
serve som€ other)purpose, 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 of
_seeing what is there,

In recognition we fall back, as upon a stereotype, _upon some_
previously formed scheme. Some detail or arrangement of details
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. We realize that we never knew the person before; we had
not seen him in any pregnant sense. We now begin to study and to

“take in. ’\Percepnon replaces bare recognition. There is an act of

reconstructive doing, and consciousness becomes freshand alive. )
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 formmg Recognition istoo easy tp arouse_vivid
consciousness. There is not enough resmtance"betweeg new_and
old to secure consciousness of the experience that is had. Even a
dogthat 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 bemg who is content with mere recognition.

—_— - B

Bare recognmon is satisfied when a proper taglor' ‘label'is at-
tached, ¢ Broper > signifying one that serves a purpose outside the
act of recognition—as a salesman identifies wares by a sample. It
involves no stir of the organismy ne’inner commotion) But an act

of perception proceeds by waves that extend senally throughout

the entire orgamsm There is, therefore, no such thing in percep-
tion as seeing or hearing plus émotion. The perceived object or

scene is emotionally pervaded throughout. When an aroused emo-
tion does not permeate the material that is perceived or thought of
it is either preliminary or pathological.

The esthetic or undergoing phase of experience is receptive. 1
involves  surrender. But adequate yielding of the self is possibly,
only through a controlled activity that may well be intense. In
much of our intercourse with our surroundings we withdraw;
sometimes from fear, if only of expending unduly our store of en-
ergy; sometimes from preoccupanorﬁmth'drh-e?matters as in the
case of recogmtlon. Perception is an act of theoing-out of energD
in order.to receive; not a withholdiny of energy. To stéep ourselves
in a subject-matter we have first to plunge into it. When we are
only passive to a scene, it overwhelms us and, for lack of answer-
ing activity, we_ do not perceive that Wthh bears us down. We
must summon energy\and pitch it atca responswe keyin order to
take in. )

Everyone knows that it reqmres’aI)E}mmEm see through
a microscope or 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 the backwardness of the .arts among us.
The eye and the visual apparatus may be i intact; the object may be
phy51cally there, the cathedral of No /p:e._Dame or Rembrandt’s

portrait of Hendrik Stoeffel. In somedbald sense, the latter may be
“seen.” 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 ¢Gfal organism>and the objects, they are not percelved
certainly not esthetically. A crowd of visitors steered through a
plcture-gallery by a guide, with attention called here and there to
some hjgh point, does not perceive; only by accident is there even
interest in seeing a picture for the sake of subject matter vividly

ealized. B
For to perceive, a beholder must create his own experience,
nd h1s creation must include relations comparable to those which
i 1t\They are not the same in any lit-
eral sense. But with the perceiver, as with the artist, there must be
'an ordenng of the elements of the whole that isiin form, although
not in details, the same™as the process of orga organization the creator
of the work consciously experienced. Without an act of recreatxon\
the object is not perceived as a work of art. The artist selected,
s1mphﬁed\5clanﬁeHTabndgechd Condensed\,accordmg to his in-
terest. The beholder-must go through these operations according
.to his point of view and interest. In both, an act of abstractnon,
that i is of( extracnon of what is s1gmﬁcant\takcs place In both,

ing together of details and particulars physically scarteredhnto an
T experienced wholeNThere is. work done’on the part of the percipi-
ent as there'is on the part of the artist. The one who is toc “lazy)
“idle, or induratedin conventron-____p_rform this work will not see _
or hear. His “appreciation” will be a Mraps of learnlgg_,
with conformity to norms of conventional admiration and with a

confused, even if genuine, emotional excitation.

The considerations that have been presented imply both the com-.
munity and the unlikeness, because of specific emphasis, of an ex-
perience, in its pregnant sense, and esthetic experience. The former _
has esthetic quality; otherwise its materials would not be rounded

out into a smg!c coherent experience. It is not possible to divide in

a vital experience the rpractlcaL‘emononai and intellectual from

one another and to set the properties of ope gver-against the chat-
acteristics of the others, The emotional phase bmds part? together
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into a single wholg' mtellectual” simply names the fact that the
experience has meaning? “practical™ indica

~interacting>with_events and objects whlch*sﬁmmThe most

elaborate philosophic or scientific inquiry and the most ambitious
industria[ or go]iticgl enterprise has, when its different ingredients

another. And the parts through their experlenced linkage move to-
ward a consummation-and close, not merely to cessation in time.
This consummation, moreover, does not wait in consciousnesg for
the whole undertaking to be finished. It is@nticipated>throughou
and is recurrently savored-with spec1al intensity. o
Nevertheless, the experiences in question gr_e__dﬁfﬁﬁ‘amm

lectual or practical, rather than distinctively esthetic, because o
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 4" “truth,”and can be used in
its independent entirety as factor a r__gulde in other inquiries. In a
work of art there is no such singleGelf-sufficient deposit> The end,

the terminus, is significant not by itself but as the integration>of
the parts. It has no other existence. A  drama or novel is not the fi-
nal sentence, even if the characters are dlsposed of as living hap-
pily ever after. In a distinctively esthetic experience, characteristics
that are subdued in other experiences ar@t}hose that are
subordmate are controllmg—namely, the characteristics in virtue
of which the experlence 1s an mtegrated complete experlence on its

own account. «’( R ex(C nees e (:n(’\:n{(, TAZGTATw

In every Jnte&al experlence there is form because there is dy-
namic-organization. ™ call the organization dynamic because it
takes timeto complete it, becausé it is a growth There is nceg-
tion, develogment tulfillment. Material is @a)and digested>

through interaction | with that vital organization of the results of

prlor experience Yhat constitutesithe mind of the worker. Incuba-
tion goes on until what is conceived is brought forth and is ren-

. mmm—
dered perceptible as part of the common world. An esthetic
experience can be crowded into a moment only in the sense that a

“climaxyof prior_long enduring processes may arrive in an out-
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standing movement which so sweeps everything else into it that all
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 arinclusiveand-fulfilling close:
Experiencing hkel)_reathmgjs a rhythm of intakings and out-
lgwmgs Their succession is punctuated and made a rhythm by
he existence of intervals, penods in which one phase is ceasTng\,‘
nd the other lS@ﬂd ‘preparing: William James aptly
.ompared the course of a conscious experience to the alternate
ﬂl?hbﬂ d perchingsof a bird. The flights and perchings are inti-
mately connected with one anogher, they are not so many unre-
lated lightings succeeded by a number of equally unrelated
hoppings. Each resting place in_experience is an undergomg in
which is, absorbecf‘ and taken hon?athc consequences of prior do- do-
_ing, and, “unless the doing is that of utter caprice or sheer routine,
each doing carries in itself meaning that has been extracted and
[ conserved. As with the advance of an army;all gains) from what
has been already effected are Qg;:odlcal!x gQgsohdated, and al-
ways with a view to what is to be done next. If we move too rap-
idly, we get away from the base of suppl:es—-—of accrued
meanings—and the experience is flustered, thin, and confused It
we dawdletoo long after having extracted a net value, experience
perishes of inanitiom
The'fo :n:of 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
process of completing at every stage of his work. He must at each
( point retain and sum up what has gone - before asa whole and w1th
reference to a whole to comE) Otherwise there is no consnstency
and no s‘ecuntD his successive acts. The series of domgS)‘m the
rhythm of experience give variety and movemept; they save the
work from@onot@and useless repetitions. The undergom_gs are
the corresponding elements in the rhythm, and they supply- umty,
they save the work from the almlessnes)f a mere succession O
excitations. An object is peculiarly and dominantly esthetic, yield-
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ing the enjoyment characteristic of esthetic perception, when the
factors that determme anything which can b alled an exper1ence>
are lifted(high 1 above the .th | of perct;c)@a.nd are made
e ———
¢‘manifest for their own sake:, T —— - —




