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Abstract:

I. An Inquiry into the Definition of Art and Artist. This paper inquires into the nature and relevance of
ex-isting definition of "Art" and "Artist." There is an analogy between the manner which art as an
institution and a dictionary definition function. If language (or art) is to remain viable, it must be open
to the continual revision necessary as part of the constantly changing social environment.

In the sense that a dictionary is a reference book, an "inbuilt" dictionary is part of each of our mental
equipment. The inbuilt dictionary is best altered through the educational system. Lexical items which
have become irrelevant to the situations which they are to describe should be restructured.

II. On the De-Definition/Re-Definition of Art. This essay is a rebuttal to Harold Rosenberg's article
"On The De-Definition of Art" chosen because it is typical of arguments for defining art by
morphological characteristics (i.e., formalist criticism). Approaches of this type have failed to deal with
questions raised by "conceptual" artists regarding the existence, function and future of art, and, by
implication, the education of the artist.

1. Art: An Open Textured Concept. A condensed version of Morris Weitz' essay "The Role of Theory
in Aesthetics" was provided. As a theory of aesthetics it is quite sufficient but Weitz presupposes that
art is always of an aesthetic nature. This supposition is examined and shown to be incorrect.

Weitz pointed out that art cannot be defined as containing a true definition or set of "necessary and
sufficient properties." However, he contends that works of art have "strands of similarities" and this
entails deducing 'art' from observable data.

There is no room in Weitz' category for the work of art which operates outside of traditional paradigms,
Perhaps, then, it is not the object but rather the context which is significant. A thing is art because it
functions meaningfully within an art context not because it is categorized by name.

IV. A Prolegomenon to a Radical Praxis in Art Education. This essay consists of five (5) sections. The
first deals with the theory/practice disjunction in both studio art and art history. The reluctance of art
historians, as guardians of the ontology, to examine critically their presuppositions sets an unfortunate
example for the studio practitioner who has already accepted the theory (art history)/practice (studio)
split institutionalized in the curriculums of most art departments.

Section II states that in order to penetrate the morphology of art education, we must first direct our
inquiry toward education in general as it is posited by our industrialized society. Rooted within is a
positivistic objective consciousness seen largely as an undisputed social good. Rooted within art
education is the subjective consciousness that alienates the artist from the rest of the university
community. The inactment of critical theory would be in proper order.

Outlined in Section III are the assumptions of critical theory or dialectical reasoning. The term praxis (a



Greek word for action) is introduced as a self creating purposeful activity untainted by random
undirected motivation. In Section IV a distinction is made between praxis and practice.

Section IV concludes that in order for the artist student/teacher to transcend the present theory/practice
disjunction, a thorough understanding of his/her actions is necessary allowing for control. Theory is
implied. By developing a diacritical attitude perhaps the artist can transcend the posture of adaptation
and become integrated with the world.

Praxilogical alternatives for art education are dealt with in Section V.
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ABSTRACT

Working Papers: The Artist as Critical Consciousness

I. An Inquiry into the Definition of Art and Artist.
This paper inquires into the nature and relevance of ex-
isting definition of "Art" and "Artist."

There is an analogy between the manner which art as
an institution and a dictionary definition function. If
language (or art) is to remain viable, it must be open to
the continual revision necessary as part of the constantly
changing social environment. ‘

In the sense that a dictionary is a reference book,
an "inbuilt" dictionary is part of ‘each of our mental
equipment. - The inbuilt dictionary is best altered through
the educational system. Lexical items which have become
irrelevant to the situations which they are to describe
should be restructured.

II. On the De-Definition/Re-Definition of Art. This es-
say is a rebuttal to Harold Rosenberg’'s article "On The
De-Definition of Art" chosen because it is typical of ar-
guments for defining art by morphological characteristics
(i.e., formalist criticism). Approaches of this type have
failed to deal with gquestions raised by "conceptual" ar-
tists regarding the existence, function and  future of art,
and, by implication, the education of the artist,

IIT. Art: An Open Textured Concept. A condensed version
of Morris Weitz" essay "The Role of Theory in Aesthetics"
was provided. As a theory of aesthetics it is quite suf-
ficient but Weitz presupposes that art is always of an
aesthetic nature. This supposition is examined and shown
to be incorrect. : :

Weitz pointed out that art cannot be defined as con-
taining a true definition or set of "necessary and suffi-
cient properties." However, he contends that works of art
have "strands of similarities" and this entails deducing
‘art' from observable data. :

There is.no room in Weitz' category for the work of:
art which operates outside .of traditional paradigms, Per-.
haps, then, it is not the object but rather the context
which is significant. A thing is art because it functions




viii

meaningfully within an art context not because it is cate-
gorized by name.

IV. A Prolegomenon to a Radical Praxis in Art Education.
This essay consists of five (5) sections. The first deals
with the theory/practice disjunction in both studio art
and art history. The reluctance of art historians, as
guardians of the ontology, to examine critically their
pPresuppositions sets an unfortunate example for the studio
practitioner who has already accepted the theory (art
history)/practice (studio) split institutionalized in the
curriculums of most art departments.

Section II states that in order to penetrate the
morphology of art education, we must first direct our in-
quiry toward education in general as it is posited by our
industrialized society. Rooted within is a positivistic
objective consciousness seen 'largely as an undisputed
social good. Rooted within art education is the subjective
consciousness that alienates the artist from the rest of
the university community. The inactment of critical the-
ory would be in proper order.

Outlined in Section III are the assumptions of crit-
ical theory or dialectical reasoning. The term praxis
(a Greek word for action) is introduced as a self creating
purposeful activity untainted by random undirected moti-
vation. In Section IV a distinction is made between praxis
and practice. )

Section IV concludes that in order for the artist
student/teacher to transcend the present theory/practice
disjunction, a thorough understanding of his/her actions
is necessary allowing for control. Theory is implied. By
developing a diacritical attitude perhaps the artist can
transcend the posture of adaptation and become integrated
with the world. o

Praxilogical alternatives for art education are
dealt with in Section V. ‘ :




INTRODUCTION

"Art isguiltyof the worst sort of crime against

human beings: Siience."l

"Silence is not nothing to say, it is saying 'I
will say ﬁothing' or 'I have nothiné to say'. . . . a whole
life of nothing to say is a lifefull of saying 'T have
nothing to say'_or 'I will say nothingk . « . Anyone who
claims language hasn't got a hold.on him had better ﬁéver
make the claim, else he utters an absurdity. Anyone.who
says nothing, (i.e., intentionality), to prove language
hasn't got a hold on him, is a aemon and practising éelf-
deception; similarly anyone who doesn't say much for the
same reason'."2 |

The interlocking thesis of the four essays which
‘make up the content of "Working Papers - the Artist as Criiic&l
Consciousness”" 1is thét.art as it is now constituted is
limited and érossly inadequate ét providing a meaningful
dialogicélhencounfer, both for the experiencing individual

‘and for the much larger cultural community.

lJon Hendricks, Poppy Johnson and Jean Toche, "To-
ward a New Humanism," The New Art, a critical anthology
edited by Gregory Battcock (New York: E.P. Dutton & Co.,
Inc., 1973), p. 79. S

2Edizioni Di Centro, Contemporanea (Roma: Paircheggio
di Villa Borghese, 1973), Art-Language, p. 101.




2
"Modernist art-with its dissonances‘énd torments
. - « has become the staple dlet of an increasingly vora-
cious army of culture consumers who know good investments
when they see them. The avant-garde, if indeed the term
can still be used, has become an honored ornament of our

cultural life less to be feared than_feted'."3

My discontent with standard art be;ame critical

-when I became disillusioned with art's inability to extend
itself critically and began asklng new questlons and con-
sequently began expecting new answers concerning the func-
tion and possible future of art. At that p01nt, I began
lifting heuristics from sourceskboth in and outside of art.
That is, I begah'scrutinizing the«Work bf'the ért;language
community, a bddy of criticism produced by artists who'saw
as their task the unraveliﬁg of the mythic ideology or false
consciousness surrounding the art mystique. This commu-
nity (A & L) is seeking answers and possible direptions
from other disciplines. inifially, I began looking at the
philosophy of language, structuralism ana later dialecti-

cal métérialism, with the hope of providing for myself and

. 3Martln Jay, "Introduction," The Dialectical Imagl—
nation (Boston, Toronto: Little, Brown and Company, 1973),
p. XIV.
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others a direction of study'which wouid result in ad hoc
new methods, ne& concepts and consequently a new language.

My education'is primarily that of visual artist not
writer. However, this is not to be 1nterpreted as a handl—
cap but to be viewed as the beglnnlng of my education as
writer. To state it another way,.art education is proposed
as an open-textured concept (replenishment or r'e-defining
one's scope of activity). 1In ofder'for an artist to remain
viable in a community, he/she must maintain an "open-
texturedness” with respect to:the-phanging environment of
that coﬁmunity. To 'ye-open” theilanguage,of art, a return
to the root meaﬁing of the words "art" and "artist" (ife.,
ieerning) is in order. This leads to the artist as praxel-
og%s& Prax1s(a Greek word for "action") is 1nformed by
theoretical reflection as opposed to mere actlon. The ar-
tist uses praxis as a vehicle of enlightenment or cultural.

fluency.




Each period of time has its own truth.

AN INQUIRY INTO  THE DEFINITION
OF ART AND ARTIST

Max Horkheimer

ART (&rt), n..[<OFr.< L. ars, artis]

W N
1]

creativeness.

skill. :

any specific skill or its application.

a making or doing of things that have form and
beauty: see also fine arts.

any branch of this; esp., painting, drawing, or
sculpture.

products of creative work; paintings, statues,
etc.

usually in pl. any of certain branches of academic
learning, as literature, music, and mathe-
matics. - -

any craft, etc., or its principles: as, the
cobbler's art.

cunning.

usually in pl. a trick; wile.!

ARTIST (dr'‘tist), n. [<Pr. < It.< L. ars, artis, art]

one who is skilled in any of the fine, especi-
ally graphic, arts. -

one who does anything very well, with a feeling
for form, etc. ‘

an artiste.

!Concise Edition - Webster's New World Dictionary
of the American Language (1966) .
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ART (&rt), n. [ME. <OFr. arte <L. artis, gen. of ars, art<
IE. ‘base ar™, to join, fit together, whence arm, .
articulate, Ratio]

1. human ability to make things; creativity of
man as distinguished from the world of nature.

2. skill; craftsmanship. _

3. any specific skill or its application [thé art
of making friends]

4. any craft, trade, or profession, or its princi-
ples [the cobbler's art, the physician's art.

5. creative work or its principles; making or doing
of’ things that display form, beauty,.and un-
usual perception: art includes painting,
sculpture, architecture, music, literature,
drama, the dance, etc.: see also fine art.

6. any branch of creative work, esp., painting,
drawing, or work in any other graphic or
plastic mediumn.

7. products of creative work: painting, statues,
etc.

8. pictorial and decorative material accompanying
the text in a newspaper, magazine, or adver-—
tising layout.

9. a) [ARCHAIC] learning, ’

b) a branch of learning; specif., [PZ.] the
liberal ‘arts (literature, music, philosophy,
etc.) as distinguished from the sciences.

10. artful behavior; cunning. o

1l. sly or cunning trick; wile: usually used in pl. —
adj. 1. of or for works of art or artist
[art.gallery, art colony] 2. produced with an
especially ‘artistic technique, or exhibiting
such production [ art movie, art theater]

ART:IST (dr'tist), n. [ML. artista, craftsman, artisan <L.
~ars, craft, art] ' )

1. a person who works in or is skilled in any of
the fine arts, esp., in painting, drawing,
sculpture, etc. : '
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6.

2. a person who does anything very well, with
imag%nation and a feeling for form, effect,
etc.! .

3. 8ame as 'artiste.

Webster's New World Dictionary - Second College
Edition (Cleveland and New York: William Collins & World
Publishing Company, Inc., 1974)..




SECTION I - THE RELEVANCE OF EXISTING DEFINITIONS OF ART
" AND ARTIST ' '

The purpose of this paper is to open some‘lines of
- inquiry in to the-natUre and.relevence'of existing defini-
tions of art and artist. Some observations are included
and some possible procedures for the'redefining or these
terme'are snggested; |

Any languace is continuel;y in a state of change as:

long as it is spoken. These changes usually go unnoticed.

'A language is sustained through the process of learned. imi-

tation within a language community; therefore, changes in
language occur slowly as either new words, changes in the
meaning of words, or changes in syntax. These changes are

often the result of modifications in the environment of

the language commdnity. For the most pert this paper will

deal with the change in meaning of words (i.e., the deno-
tation). |

Each language is composed of a large'number of words
and 1d10ms referred to as "lex1cal" items or components.
The d1ctlonary functions as a catalogue for these items
glvrng necessary information about the way they fit into
tne particular language system. The_information about any

particular item is referred to as a "lexical entry." The.

ordinary nser of~the dictionary probably refers most often
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8
to the.definition or semantic part of the lexicai entry
consisting of the fofmulation of the meaning or meanings of
the particular item listed. Tt should be as concise and
complete as possiblé. ,

Dictionaries are always open to revisions through
addition of'new lexical_entries. However, this can be mis-
leading; a dictionary is a living social institution and
must answer the questions the user asks° These questions
may not be inclusive of the'evefyday usage. For instance,
a user may wish t6 know the- history of the origin of. a
Word.

A dictionafy of common usage, however, concerns it-
self with neither slang, technical or specialized vocabu-
laries. Only the frequent, durable and consistent use 6f a
word in books and magazines, makes the térm worthy of in-
clusion in a current dictionary.

Two words of special interest to the artist are the
terms "art“ and "artist." Up to nine or ten years ago the
common semantic models for "art" were pdinting and sculp-
ture. (See entries 5 and 6 under Art, footnote l; entries
5 and 6 under Art,; footnote 2, entry 1 under Artist, foot-
note 2.) This heid true for the avant-garde as well as

for the amateur. Although the content of painting and
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sculpture (e.qg., flguratlve versus non- flguratlve imagery)
has often been debated (resulting in much styllstlc leap- -

frogging), the usefulness of painting and sculpture as med-

iums for structuring any content other than the materials

involved has rarely”been subjected to sustained criticism.

To paraphrase Terry Atkinson in Art-Language, 1969,
Volumn 1, NO. 1, Ert since 1966 has questioned the idea
that the visual arts (as they nave come to be known) must
remain visual. Artists have begun to express the content
of their ideas through the semantic qualities of written
languege. The institution of art (the art school—gallery-
museum—-critic—collector matrix) currently functlons norma-
tively much like a dictionary:definition. A language’to |
remain vlable in a community must maintain its "open tex-
ﬁa@dhess" (see Essay #3 "Art: An Open Textured Concept")
with respect to the changing environment of that cemmunity
To "re-open" the language of art, a return to the root mean- .
ing of the wordsvert and artist (see entry 9 under'art,
footnote 2) is'ln order.

Many of these inquiries into the definition of art
(theory) are be1ng read within an art context as part of
the art condltlon. Theory presented w1th1n the gallery

context questions the "object" (ontological) basis.of art.
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Other members of the British art—lahguage group have
spent considerable time investigating the linguistic struc—
ture, both ‘of plastic art (semlotlcs) and its support lan—
guages (criticism). For very specific reasons they have
chosen to concentrate on the suppo;t languages. The sup-
port language is collective, offering access to the cogni-
tive sfructures underlying the entire community; special-
ized languages.such as those found in the plastic arts
subsist within this greater cognitive framework. An exam-
ple from western art would be the aevelopment of linear
perspectlve that objectlfles the separatlon of subject and
object that is found in the structure of ‘the spoken lan-
guage.

In the follow1ng gquote from Great Western Salt Works,

Jdack Burnham dlscusses the work of Joseph Kosuth, American

editor of Art-Language. Kosuth maintains that the value

ef a ﬁork of art:is to be found.in the internal consis-
tency 6f thevwork. This notion of internal consistency
has its major codification in the cubist program (analytic
phase) in the early 1900's. ZKosuth extends the cubist
notion of excluding reference to the physical world to ex-
cluding reference to the meteriai aspeet of the art object

itself.
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Drawing parallels between art and language, Kosuth
defines art as a series of analytic propositions
which have no value as information outside the con-
text of art. Here his investigation into linguis~
tical analysis and logical positivism are crucial.
Like logic and mathematics, Kosuth views art as a
system of tautologies which, while self-contained, -
depend upon the context of the real world for so-
cial meaning but not verification. He doubts the
validity of phenomenological considerations which
have been attached to the art experience. ?

Whether or not I agree with Kosuth's above conten-
tion is irrelevant to this paper. I am not trying to give

~a definition of art, but rather to point out how language
models.can be employed to deél with'the semantiC‘problems
arising from the attempt to redefine art.

Procedures for. finding a‘new and more relevant defi-
nition for the terms "art" and "artist" (re—definihg the
scope of activity) would include the use of professional
magazines and journals from 6ther disciplines. These jour-
nals provide both relevant usage of terms, concepts and
methodologies that might be employed by the artist, while
the journal itself provides the artist with a format model

for the presentation of theoretical material generated

within the context of art. I have included a table which

. 3Jack Burnham,-ﬁAlice's Head," (1970) Great Western
' Salt-Works (New Yoik: -George Braziller, 1974), p. 57. '
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gives a sampling of the literature that has to date been
geﬁerated in this area.

The objective of such a program would bé the ade-
quate description of all language phénomeﬁa and moreAspe—
cifically the correct descripfion of the terms "Art" and
fArtist." The purpose of these pages has been to suggest
. lines of basic research which may ultimately be of signif-
.icance to a lexicography of art.

A dictionary is a reference book. In a sense we éll
.carry around a dictionary as part of our mental equipment.
Geoffrey Leech in his book Semantics refers té this as the
"inbuvilt" dictionary. In the second part of this paper, it.
is this inbuilt dictionary with which I wish to deai.

SECTION II - THE INBUILT DICTIONARY - A LIVING SOCIAL
/ -INSTITUTION

In an interview in the book, Six Years: The Dema-

terialization of the Art Object, Lucy R. Lippard was asked

this question by Ursula Meyer:

Do you think visual art may eventually func-
tion in a different context altogether’

LL: Yes, but there's going to have to be an
immense educational process to get people
.to even begin to look at thlngs, to say
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nothing of looking at things the way
artists look at things. . . .
This immense educational process to which Lucy Lip-

pard refers brings to mind the educational process which

Alvin Toffler suggests in his book Future Shock.

As for curriculum, the Councils of the Future, in-
stead of assuming that every subject taught today
is taught for a reason, should begin from the re-
verse premise: nothing should be included in a
required. curriculum unless it can be strongly jus-
tified in terms of the future. If this means
scrapping a substantial part of the formal curric-
ulum, so be it. :

This is not intended as an "anti-cultural" state-
ment or a plea for total destruction of the past.
Nor does it suggest that we can ignore such basics
as reading, writing and math. What it does mean
is that tens of millions of children: today are
forced by law to spend precious hours of their
lives grinding away at material whose future util-
- ity is highly gqguestionable. (Nobody even claims
it has much present utility.) - Should they spend
as much time as they do learning French, or Spanish
Or German? Are the hours spent on English maxi-
mally useful? Should all children be required to
study Algebra? Might they not benefit more from
studying proability? Logic? Computer programming?
Philosophy? . . . Mass communications?®

-”Lucy Lippard, Six Years: The Dematerialization of

" the Art Object (New York, 1973), P. 7.

. Alvin Toffler, Future Shock (New York, 1972),
p. 409-410. ,
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Following Toffler's line of thinking, if children
are going to séend time learning (i.e;,.inbuiiding) art,
would it not be pertinent for them to iearn {inbuild) |
about concepts in art which they could apply to the éresent
and especially to their futurés rather than inbuilding
concepts peftinent only to the past?

Toffler goes on to say that the strict compartmen-
talization of curriculum is hbt based on‘contémpoary human
needs and imposes unnecessary standardiéafion on schools.
Curriculums are often determined‘bf college requirements
which further'feflect vanishing.soéial requiremeﬁts and
vodatiops.

In updafing education Toffler suggests the use of

curriculum review boards which would not design a permanent

all-purpose curriculum but rather sets of témporary currié—
ula which Wou;d be evaluatéd'éna renovated with time.
Especiaily relevant to the'idea of revising our in=
built dictionaries is Toffler's'observatioh"that "today's
'fact’ beéomes tomorrow's 'misinformation'." He further
states that this; however, is not an argument against
learning of inforﬁation but an argument for how to manipu-

late restrictive .data. The individual in tomorrow's
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society will constantly change his job, residence, and per-
sons he comes in contact with. |

Toffler agrees with psychologist Hérbért Gerjvoy of
~ the Human ﬁesources Research organization that an individ-
ual must learn to classify and recléssify all information.
in ways useful to him and be able to look at problems from
sevéral diffefent directions.. Gerjvoy is quoted as saying
"tomorrow's illiterate will be the man who has not learned

how to learn."®

Put_anothér way, tomorrow's‘illiterate
will be the person whé hasn;t gained control of his own
inbuilding process.

It ééems ironic that in the 1974 definition 6f_
"art" the archaic meaning is given as learning. This idea
is at the ﬂeart.of much contempbréry art'seeking‘to_rede-
fine itself. Art is a learning process and learning is an art
- process.

Bernard Venet in 1967 selectéd and made a 1is£ of
tobics from specific diééiplines or areas of knowiédge

which he would exploit over a period from 1967 through

1971.

SToffler, p. 414.
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—-—-Astrophysics
—=-Nuclear Physics
-—-Space Sciences

——Mathematlcs by Computatlon
—--Meteorology
--Stock Market

—--Meta-Mathematics
~=-Psychophysics (Psychochronometry)
--Sociology and Politics

--Meta-Mathematics again
(Mathematical Logic)

1967

1968

1969

1970

In Conceptual Art Ursula Meyers quotes Bernard Venet

as saying on January 9, 1971:

I do not present my work as art, but I present math-
ematics and other scientific disciplines for what

they are, i.e., pure knowledge as such.

My propo-

sition is: Cultivez-vous, ‘Exploitez-vous, Eliminez-
vous. . (Educate yourself Exploit yourself Elimi- -

nate yourself. )7

The inbuilt dictionary is best altered through the

educational system which teaches the individual to restruc-

ture lexical items at a time when they become irrelevant

to the situation they are to describe.

p. 214.

’Ursula Meyer, Conceptual Art (New York, 1972),
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Sampling of Professional Art Journals

Title Date
Conceptual Art 1972
Art After Philosophy 1969
Art-Language 1967
Art-Language Press 1975

Six Years: The Dematerial- 1973
ization of the Art Object
from 1966 to 1972

Great Western Salt Works 1973

Real Time Systems

Les Levine: Business as
Usual

Alice"s Head

Willoughby Sharp Interviews
Jack Burnham

The Artist as Shaman

Objects and Ritual: Toward
a Working Ontology of Art

Type Nation
Book Amer.
Essay Amer.
Journal Brit.
Book Amer.
Book Amer.
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Witten-Pincus,

Robert
Heller, Preston
and
Menard, Andrew

Boice, Bruce
Horvitz, J.

Witten-Pincus,
Robert
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Title

Contemporary Ritual: A
Search for Meaning 1in
Post-Historical Terms

Conceptual Art and Concep-
tual Aspects
The Axiom of Indifference

An Uncompromising Other
Way

The Constant as Variable

Criticism In Absentia
Joseph Kosuth: 2 Shows
Beyond Reductivism

Three ldeas and Seven
Procedures

Date

1970

1973

1974

1972

1973

1973

1974

1971

Type

Catalogue

Magazine

Magazine

Magazine

Magazine

Magazine

Magazine

Magazine

Nation

Amer.

Amer.

Amer.

Amer.

Amer.

Amer.

Amer.

Amer.
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ON THE DE-DEFINITION/RE~DEFINITION OF ART!

Introduction

The subject of this essay is the rebuttal of an ar-

ticle written by Harold Rosenberg and entltled "On the De-

Definition of Art." Rosenberg's article is reproduced here

in its entirety. Our primary reasons for choosing this

particular article are:

(a)

(b)

Rosenberg's article is typical of formalist

criticism that is either incapable of or un-

willing to deal intelligeéntly with the ques-

tions being raised by "conceptual" artists re-

‘garding the conditions of art's existence

(ontology), art's function in society, the -
future of art, and, by implication, theledﬁca—
tion of the artist.

Rosenberg's article has been presented within

this department as an argﬁment for defining

‘art by morphological characteristics (i.e.,

paint on canvas) rather than‘by concept (in-

tension). In this sense, the article chose

- us.

1In collaboration with Kim Smith.
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It is not our intention to attack or .ridicule indi-
viduals in this department, but rather our intention is to
attempt bringing the level of disdussion on the subject of
art in general, and "conceptual"‘art in particular, to a
higher level by attacking arguments. We feél that the
questions being raised by "conceptual” arﬁists are impor-
tant questions having bearing on the future of this depart-
ment. The result of the debate of these questions, which
is beginniné among students and faculty in this department,
will hopefully be a prograﬁ of education with direction
(based.on awareness of the issues) to replace the muddled
"laiséez;fairef program we currently have thét éttemﬁts to
cover all options while sacrificing excellence.

We invite rebuttal to the arguments we present

here.

ROSENBERG 1

AN EXCITED VIEW, RECENTLY BECOME PREVALENT IN.AD-
VANCED ARTISTIC AND ACADEMIC CIRCLES, HOLDS THAT

* ALL KINDS OF PROBLEMS ARE WAITING TO BE SOLVED BY
THE MAGICAL TOUCH OF ART. - SO INTENSE IS THIS
ENTHUSIASM FOR WHAT THE ARTIST MIGHT ACCOMPLISH
THAT MERE PAINTING AND SCULPTURE ARE PRESENTED AS
UNDESERVING OF THE ATTENTION OF THE SERIOUS ARTIST.
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REBUTTAL 1 (KS)

Rosenberg's quarrel seemé not to be with the ar-
tist’'s aftempt to solve the'probléﬁs 6f sbciety, but'rather
with the manner in which the solution is attempted. As
long as sdlutioné are attempted within tﬁe confines df
painting and sculpture, i.e., object making, "the magiCal‘
touch of art" so sarcastically referred to with regard to
conceptual artists, keeps society from degenerating to a
sub—hﬁman level (See Rosenberg 13). Were’we to accept‘thé'.
social role for art that Roéehberg suggests, i£ is a fair
question. to ask if painting and sculpture, as they are
presently formally constitutéd, perform this.role either in
_the best or in thé only possible manner.

To questién painting and sculpture's ability to
perfo;m a social role, we must more clearly define what
that role is andlwhat it should be. Many conceptual ar-
tists afe actiﬁely engaged in such an inqﬁiry° When one ac-
cepts, as Rosenbérg has, a non-negotiable definition_of a;tb
as being the formal object qualities of painting and sculp—'
tu;é, one precludés any real questioning of social function
éince "by definition" art's primary function is to exist

as an aesthetic object.
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| An analogous situation might be found in the cur-
rent invéstigation of energy needs in this.country. Fol-
lowing Rosenberg's example we might define "energy" as be-
ing oil and only oil, since oil has been a major source of
energy in the past. befining energy as oil preclﬁdes the
discovery of alternative and perhaps more deéirabie énergy
sourcesl ‘An alternative soﬁrce such as nucleaf power would
first have Ed satisfy the condition of being o0il (by defi-
nition) before it could qualify as being'energy. Most
would agree that this would be a curious if not idiotic
sithation'(té be in) with regard to energy éonsidering the
implicit survival questions.‘ That critics can make apd
get away with such definitions in art is é sad reminder of.

art's superfluous role with regard to contemporary'society°

ROSENBERG 2

THERE ARE ALREADY ENOUGH OBJECTS, WRITES AN ARTIST,
AND THERE IS NO NEED TO ADD TO THOSE THAT ALREADY
EXIST. : '
I CHOOSE NOT TO MAKE OBJECTS, WRITES ANOTHER. IN-
STEAD, I HAVE SET ‘OUT TO CREATE A QUALITY OF EXPER-
IENCE THAT LOCATES ITSELF IN THE WORLD.

REBUTTAL 2 (LS)
'Rosenberg has committed a scholarly error in fail-

ing to provide the artists® names as well as the context of
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the above étatemehts. However, this writer is at least
" familiar with the .content of the statements if not the con-’
" text. No doubt, it comes as a surprise ﬁo the above-
mentioned critic that an artist is capéble of.recbgﬁizing
. that it is no'longer a viable fbrm of activity to continue
making objects. This must be a disquieting-thought to a
critic whose belief system is rooted in a étylistic and
methodiologicaliy—based procedufalism (i.e.; shape, color,
forh, texture, etc.) as opposed to perception (conceptual
mechanisms) . |

The critic and art histqrian have fraditionally.
been responsible for processing art information, and this
processing has téken the form of aesthetic judgments re-
éult;ng in art values. For example, household artifacts
of éarlie: times which did not exist as art are now con-
sidered as sﬁch when seen within the framework‘of existing
values.

Aesthetiés and art are often confused leading to
the common miscoﬁceptidn that the art lies within the ob-
ject (i.e., painting and sculpture). However, it is neces-
sary to make distinctions. Decoration has traditibﬁally
been oﬁe of arf's purposes. _Theréfore, any branch of phi-

losophy (specificélly aesthetics) which deals with beauty,
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and thereby taste, is obligated to deal with art. This
has perpetrated the belief that the two are one and the
same. Any object in the world can be the subject of
aesthetic contemplation. This means that aesthetic judg-
ment has no relevance to the object's funétion in an art
context. Art which depends exclusively upon aestﬁetig con-
éiderations is determined to function as decofation and is

consequently semiotically meaningless. 2

ROSENBERG 3

AND HERE IS A CLINCHER BY THE SCULPTOR ROBERT
MORRIS, WHO CONCLUDES IN A RECENT ARTICLE THAT
THE STATIC, PORTABLE INDOOR ART OBJECT (A RATHER
NICE MATERIALISTIC WAY TO DESCRIBE A PAINTING OR
SCULPTURE) CAN DO NO MORE THAN CARRY A DECORA--
TIVE LOAD THAT BECOMES INCREASINGLY UNINTEREST-
ING.

Note: Réfer to Footnote (3) for context of the
above statemént.

, , QJoééph Kosuth, "Art After Philosophy," Conceptual
Art, ed. Ursula Meyer (New York: E.P. Dutton and Co., =~
1972) ’ pp- 158_90 '

$Robert Morris, "Art of Existence; Three Extra-
Visual Artists' Works in Progress," Artforum, 1971, p. 28.

It seems a truism at this point that the static,’
portable, indoor art object can do no more than carry a dec-
orative load that becomes increasingly uninteresting. - One
waits for the next season's polished metal boxes, stretched
* tie dyes and elegantly applied liquitex references to art
deco with about "as much anticipation as one reserves for
the look of next year's Oldsmobile--Ford probably has a
better idea.
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REBUTTAL 3 (LS)

The following quote by Joseph Kosuth should shed

some lighf on the relevance of Morris® statement.
Aesthetic conéiderations are indeed aiways extrane-
ous to an object's function or 'reason-to-be.' un-
less of course, that object's reason-to-be is
strictly aesthetic. An- example of a purely aes-
thetic object is a decorative object, for decora-
tion's primary function is 'to add something to,
SO0 as to make more attractive; adorn; ornament,’
and this relates directly to taste. 'And this leads
us directly to 'formalist®' art and criticism. For-
malist art (painting and sculpture) is the vanguard
of decoration, and, strictly speaking, one could
reasonably assert that its art condition is so min-
imal that for all functional purposes it is not art
at all, but pure exercises in aesthetics. !

The object artist (i.e., painter and sculptor) is
undergoing thé solemn misfortune of realizing that he/she
has maintained an ideology that is indeed impotent. For-
malistic painting and sculpture have been reduced to mere
permutation/combinations of formal elements (color, shape,
line, etc.) at best arranged to be harmonious to the sen-
ses. "Field painting," for example, accentuates the un-
foldment and effects of color juxtaposition with an empha-
sis on the.continuity of the field. 1In contrast, "spatial

abstraction" emphasizes the interplay of abstract patterns

*Kosuth, loc. cit., p. 159.
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revealing the phyéiognomy of rectangies, éircles, ovals,
squares and triangles. Formalist object art remgins true
to the cubist program (analytic phase) éf intérnél consis-
tency excluding reference to the physical world. From the
above description formalist object art caﬁ be describéd as
a tautology énd_a meta-language. As a self-contained sjs—
tem it is tautdlogical in the same manner as mathematics
and logic whose propositions have'nothing‘to do with the

physical world although we conveniently apply them in this

way. Formalist art is a meta;language in that the picture’

plane speaks of the picturé plane, paint speaks of paint.
In essence, the painting speaks of itself: a language
speakiﬁg ébout itself. |

| Such styles as pop, metaphysical funk, neodada dif-
fer from formalist art. They are not tautological and do

not function as meta-language. Instead they probose to

make social statements through the use of cultural residue .

as subjeét matter (e.g., wér,'racism, alienation, etc.).

The object depiqted is of utmost importancé.and the formal
elements'(éolor, shape, line, etc.) are subordinaté to the
message. However, problems érise when there is an attempt
to engage such works hermeneﬁtically.' It is submerged in

ironic twists and paradoxes and is intensely subjective
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and remote as to conceal the artist intention. Each indi-
vidual has his/her own enigmatic, ironic and paradoxical
private language. The work is experienced in much the same
way as formalist art; content becomes subordinate to the
sensualness of the paint and the harmonlous arrangement of
formal elements. The work ‘may be 1ntended as a social
statement but essentlally the work is speaklng to the
viewer about color, form, etc. Because palntlng and ‘sculp~
ture are inseparably bound to formal elements, they are
rendered impotent.

In an ettempt to deal with art on ‘art's terms, ar-
tists are beginning to present information which does not
need processing in aesthetic terms or reorganizing by the
critic. - Those art historians and critics that attribute a
styllst 1mpetus to the 1dea of dispensing with the object
are completely mlsreadlng,cn: in most cases, not readlng
‘the propositions put forth. Itnmst be pointed out that it
is not necessarily the artist, or the art object, that is
undergoing epistemic invasion but the foundation that sup-
ports the'art object. So dispensing with the art object |
can be read as heuristic in its objectives, i.e., the pro-
-oess of examining art's foundations. Visnai manipulation

becomes inappropriate and :incompatible with the idea of
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examining art's presupposition. If artists did not make an

effort to ponder these states—of—affairs} art would be ren-

dered as impotent as painting and sculpture.

,ROSENBERG'4

. IN CONTRAST TO THE MEAGERNESS OF ART, THE ARTIST

Is BLOWN UP TO GIGANTIC PROPORTIONS. HE IS DE-
SCRIBED AS A PERSON OF TRAINED SENSIBILITY, A
DEVELOPED IMAGINATION, A CAPACITY FOR EXPRESSION
AND DEEP, INSIGHT INTO THE REALITIES OF CONTEM-

- PORARY LIFE.

REBUTTAL 4 (KS)

. (A) ". . . THE MEAGERNESS OF ART . . ."

(1) The artists that Rosenberg is criticizing

feel that art is meager only vis-a-vis

painting and sculpture, not vis-a-vis art.

(2) . Look for a moment at the cﬁrrent uée that
" is made of “aft" (sculpture and painting);
"art" provides'culturél prestige.and power
for wealthy collectors;sn"art" makes money
for gallery owners;-"art" makes an "art

scene"} "art" decorates the walls of

P.

5See Hans Haacke's "Manet" that was to have been

shown in'a show called "Projekt '74'" at the Wallraf-
" Richartz Museum in Cologne. See Jack Burnham's "Medita-:-

,.tlogg o7n a Bunch of Asparagus, " Arts Magazine (Feb., 1970),
5.
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middle-class homes; "art" lends prestige

"to businesses; "art" sells cigars. "Art"

makes the "artist" into a commodity to be

bought and sold "while the supply lasté."

Compare this current "art" use with the
central cultural role that art has his-
torically played and most would agree that
outside of the 19th Cehtury, art and ar- '
tists have selaom befbre played‘such
"meager" roles as they are now playing.
Many minority groups who have become'tiréd
of being "screwed, chewed, and barbqued,"'
have investigated théir ofigins in order
to develop cultural forms that are not -
easily co—oéted by those wishing to ex-
ploit thoge'forms to'ends defrimental to
that minority. Coﬁceptual art represents
an attempt by artists to exﬁlore'aft's
origins and to avoid exploitative co-

option of -artists and art forms.
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(B) "... . THE ARTIST IS BLOWN UP TO GIGANTIC
PROPORTIONS

(l) Rosenberg writes as if this were a phénom—
enon uniquelto hon-objecf making artists.
The "blown-up" artist phenomeha_first ap-
pears, with any regularity, in the Ren-
aissance period.' The appearance of this
phenomenon in the Renaissance is not the
result of a genetic quirk that affected
only artists giving them enormous egos,
but rather its appearance reflects a gen-
eral ability in the cultﬁre, tb begin fo
think of individuals as separate from
their roles in the society. For a dis-
cussion of this; see McLuhan's discussion
"of "the King's two bodies."®©

(2) Many times more people know of Van Gogh
the Man—MYth than have ever experiencéd
Van Gogh'é paintings. It is the life of

Van Gogh that is meaningful to most

- SMarshall McLuhan, The Gutenberg Gallaxy (University
of Toronto Press, '1966), p. 120.
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people. The paintings and reproductions

of paintings function to commemorate a
life rather than functioning as aesthetic

objects of and for themselves. It may be

‘true -in some sense that artists are prod-

ucts of painting'(see Robenberg 12). It
is also, ﬁowever, abundantly clear in the
¢case of Van Gogh, that Van Gogh?s paint-
ings are'a'prodﬁct of his life. 1In és;
éence, the expressiohist theory of art

(Rosenberg's reputation rests on his work

as an abstract expressionist critic) holds

that art is the outward expression of an
inner necessity. When Rosenberg asserts
that artists are the products of particu-

lar disciplines, such as painting, he

'seems to be suggesting that the disci-

-pline dictates the inner necessity. In-

stead of the monkey wiggling the brush,

for Rosenberg, the brush wiggles the

‘monkey.
.With Jackson Pollock in ‘particular and

abstract expressionism in general,
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.attention is focused on the artist's and

critic's actions in front of the canvas.

These actions were given heroic propor-
tions by critics who saw in these actions
the microcosm's search for meaning in a

meaningless macrososm.

"THE ARTIST HAS BECOME, AS IT WERE; TOO BIG FOR ART.
HIS PROPER MEDIUM IS WORKING IN THE WORLD: ECOLOGY
=—-TRANSFORMING THE LANDSCAPE--CHANGING THE CONDI-
TIONS OF LIFE. AMONG THE FOLLOWERS OF BUCKMINSTER
‘FULLER THIS SUPER- OR BEYOND-ART ACTIVITY IS CALLED,
SIGNIFICANTLY THE WORLD GAME. :

REBUTTAL 5 (KS)

“(n)

(B)

"THE ARTIST HAS BECOME, AS IT WERE, ~TOO BIG
FOR ART.

What these artists are saying is that they are.
bored w1th the trivial formal problems left to

painting and sculpture.

"HIS PROPER MEDIUM IS WORKING IN THE WORLD:
n . .

The lineage of this desire by artists to "work
in the real world" is rich and honorable. One

need'only point fo-Leonardo Whose‘wofk had
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scientific import; to the fact that many Rén-
aissance artists were-mathematicians,'their
painfed work representing some of the best
treatiées of the subject at that time; to the
fact of political.inQOlvement by artists of
the last century and the political impact of

their work, to see that art has traditionally

functioned as a tool for "working in the real
world." Abandoning a .tool such as painting

which is no longer useful for "wbrking in the

-real world" is perhaps the first step an ar-

tist must take in returning to the art tradi-

tion.

'". . . TRANSFORMING THE LANDSCAPE . . ."

Unless Rosenberg means to suggest that artists

in general are motivated by base desires to

push‘material around, why should he single out"

."beyond art" artists as having those base mo—:

tives?

". . . THE WORLD GAME."
The world "game" is used to connote a sense of

joyousness, not a lack of commitment.
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ROSENBERG 6

THIS AGGRANDIZEMENT AND SELF—AGGRANDIZEMENT OF
THE ARTIST SEEMS ON THE SURFACE TO REPRESENT AN EX~-
PANDED CONFIDENCE IN THE CREATIVE POWERS OF ARTISTS
TODAY. EVERYTHING CAN BE DONE THROUGH ART, AND
WHATEVER AN ARTIST DOES IS A WORK OF ART. WHY IS
THE CHELSEA GIRLS ART? ANDY WARHOL REFLECTED IN AN
_INTERVIEW, AND ANSWERED, WELL, FIRST OF ALL, IT WAS
.MADE BY AN ARTIST, AND SECOND , THAT WOULD COME ouT
AS ART. 'YOU HAVE THE CHOICE OF ANSWERING, AMEN!--
OR, OH, YEAH?

REBUTTAL.G_(KS)

Warhol is not a typical‘conceptual artist; in fact,
by most definitions, is not a conceptual artist at all.
Warhol is "cbnceptﬁal" to fhe extent .that his work func-
fions as' a heuristic for discovering the mechanisms by
which certain classes of nbn—art‘obﬁects Or concepts are

.transformed into art objects and concepts.

ROSENBERG 7

ACTUALLY THE ARTIST WHO HAS LEFT ART BEHIND OR--
WHAT AMOUNTS TO THE SAME THING--WHO REGARDS ANY-
THING HE MAKES OR DOES AS ART, IS AN EXPRESSION OF
THE PROFOUND CRISIS THAT HAS OVERTAKEN THE ARTS 1IN
OUR EPOCH. 'PAINTING, SCULPTURE, DRAMA, MUSIC, HAVE
BEEN UNDERGOING A PROCESS OF DE- DEFINITION THE NA-
TURE OF ART .HAS BECOME UNCERTAIN. AT LEAST, IT IS AM-
BIGUOUS. NO ONE CAN SAY WITH ASSURANCE WHAT A WORK
OF ART IS~-OR, MORE IMPORTANT, WHAT IS NOT A WORK OF
ART. WHERE AN ART OBJECT IS STILL PRESENT, AS IN
PAINTING, IT IS WHAT I HAVE CALLED AN ANXIOUS OB-
JECT: IT DOES NOT KNOW WHETHER IT IS A MASTERPIECE’
OR JUNK.: IT MAY, AS IN THE CASE OF A COLLAGE BY
SCHWITTERS, BE LITERALLY BOTH.
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REBUTTAL 7 (LS)

Actually, the artist has left art behind, if, in-
deed one considers art's purpose an aesthetic. one. The;
standards which Rosenberg and others through.their fﬁnc;

. tioning as critics have imposed for tﬁe judging and justi-
fying art, are arbitrary. Rather than accept new criteria
which deal with aft in terms relevan£ to its ihtent,Rosen—
berg assumes that "anything" can be arf or--what amoﬁnts
fo the same thing--that nothing which exists outside his
critefié can be art. Rosenberg further assumes that the
artist himself does not understand what he is'about, but
rather arbitrarily proclaims "this" and "that" to be art.'

_Péinting, sculpture, drama, and music have been

undergoing a process of de-definition (see Kosuth,'Foot—

note 7) but this is part of the process of re-definition.

’Rosuth, ob. cit., p. 161.

Being an artist now means to question the nature of art.

If one is questioning the nature . of painting, one cannot
be questioning theée nature of art. . If an artist accepts
.painting (or sculpture) he is accepting the tradition that
goes with it. That's because the word art is general and
the word painting is specific.  Painting is a kind of art.
‘If you make paintings, you are already accepting (not ques-
tioning) the nature of art. One is then accepting the
nature of art to be the European tradition of a painting-
sculpture dichotomy. .

¢
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By the definition of. re-definition we know that if a term
is to be re-defined, then, at least part of the existing
definition wil; no longer be pertinen£ and must then be
"de-defined." '

Rosenberg concludes that the nature of art has be-
.come so ambiguous that we can no longer say what is or is
- not artf He has hinted at an inability on the part of ar-
.tists to come to grips with a high critiéai standard for
determining what constitutes aft. The source of Rosen-
berg's problem ié'a fixed standard (Rosenberg's) versus a
standard that is constantly open to question and revision.
Conceptualists are actively involved in the questioning
and révising of criteria. 1In fact, it is oftén this ques-—
tioning itself which becomes the art product, as in thg

case of art-language.

ROSENBERG 8

THE UNCERTAIN NATURE OF ART IS NOT WITHOUT ITS AD-
VANTAGES. IT LEADS TO EXPERIMENT AND TO CONSTANT
QUESTIONING. MUCH OF THE BEST ART OF THIS CENTURY
BELONG TO A VISUAL DEBATE ABOUT WHAT ART IS. GIVEN
THE CHANGING NATURE OF TWENTIETH-CENTURY REALITY
AND THE UNBROKEN SERIES OF UPHEAVALS INTO WHICH THE
WORLD HAS BEEN PLUNGED SINCE WORLD WAR I, IT WAS
INEVITABLE THAT THE PROCESSES OF CREATION SHOULD
HAVE BECOME DETACHED FROM FIXED FORMS AND BE COM-
PELLED TO IMPROVISE NEW ONES FROM WHATEVER LIES
READY AT HAND. 1IN COUNTRIES WHERE HIGH ART IS
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MAINTAINED ACCORDING TO THE OLD DEFINITIONS-~AS IN
THE SOVIET UNION~-ART IS EITHER DEAD OR ENGAGED IN
UNDERGROUND REVOLT. SO ART.MUST UNDERGO~-AND HAS
BEEN UNDERGOING--A PERSISTENT SELF-SEARCHING.

REBUTTAL 8 (LS)

It is agreed that constant questioning ié an advan-
tage of the unéertain nature of art. It is preéisely this
self—éeafching that has given the conceptual art movement
its impetué.' That high art cannot be.maintainéd (anywhere)

according to old definitions is also agreed.

ROSENBERG 9

HOWEVER, IT IS ONE THING TO THINK ABOUT ART IN NEW
WAYS--AND ANOTHER NOT TO THINK ABOUT IT AT ALL, BUT
TO PASS BEYOND ART AND BECOME AN ARTIST IN A PURE
STATE. THE POST-ART ARTIST CARRIES THE DE-
DEFINITION OF ART TO THE POINT WHERE NOTHING IS LEFT
OF ART BUT THE FICTION OF THE ARTIST. HE DISDAINS
TO DEAL IN ANYTHING BUT ESSENCES. INSTEAD OF PAINT-
ING, HE DEALS IN SPACE; INSTEAD OF DANCE, POETRY; FILM
HE DEALS IN MOVEMENT; INSTEAD OF MUSIC, HE DEALS IN
SOUND. HE HAS NO NEED FOR ART SINCE BY DEFINITION
THE ARTIST IS A MAN OF GENIUS AND WHAT HE DOES
WOULD, IN WARHOL'S PHRASE, NATURALLY COME OUT AS .
ART. HE NEED NO LONGER CONFINE HIMSELF TO A SINGLE
GENRE OR FORM LANGUAGE, SUCH AS PAINTING OR POETRY
~=OR EVEN TO A MIXTURE OF GENRES, SUCH AS THEATER
OR OPERA--HE CAN GO FROM ONE MEDIUM TO THE OTHER,
AND INNOVATE IN EACH THROUGH REFUSING TO FIND OUT
WHAT IT IS ABOUT. OR HE CAN BE AN INTER-MEDIA
CREATOR WHO BLENDS THE VISUAL, THE AURAL, THE PHYS-
ICAL, INTO A SUPER-ART PRESUMABLY ABLE TO ENCOMPASS
ALL EXPERIENCE INTO SOMETHING HE CALLS A QUALITY
THAT LOCATES ITSELF INTO THE WORLD. ’
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. REBUTTAL 9(LS)
If art is limited to a purely aesthetic concern,
then the artist has indeed gone beyond art--but not to a
fictional state. If to no longer place all faith in the
physical manifestation of the art but rather  in the art -
. concept is to deal in essences ARosénberg is again cor-
rect. Conceptually speaking, the "value" of a work of art
cannot lie in its physical presence but only in its power
to generate concepts and thus to influence other artists.
‘It has been stated earlier that critics and historians
have previously been held responsible for bestowing art
value through théir functions as art information proces-
sors. Jack Burnham has noted some of Les Levine's
thoughts on theé effect of art tradition on "new" art forms.
All art may appear to bring us more information, but
in fact it is only sustaining our notions of "good
art" with perhaps minor modifications. 1In reality
the concept of art is built into all art. By learn-
ing about the art tradition, Levine feels, we pre-
program all further responses to any new art stim-
uli. More effective artists realize that for a
brain programmed to absorb only ritualized art exper-
iences, 'new art' is the result of interrupting only
a tiny portion of the art-viewing program. So far
only one artist has substituted a totally non-art

experience for art. This, of course,.was Marcel
Duchamp.

- |
Jack Burnham, Great Western Salt Works (New York:
George Braziller, 1974), p. 41.
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ROSENBERG 10
THE POST-ART ARTIST CAN GO FURTHER-~--HE CAN FASHION
AN "ENVIRONMENT" (MOST POTENT WORD IN PRESENT-DAY
ART JARGON) IN WHICH ALL KINDS OF MECHANICALLY IN-
DUCED STIMULI AND FORCES PLAY UPON THE SPECTATOR
AND MAKES HIM NO LONGER A SPECTATOR BUT, WILLY-
NILLY, A PARTICIPANT AND THUS A CREATOR HIMSELF.
REBUTTAL 10 (KS)

It is difficult to discover from this paragraphjust
what Rosenberg is objecting to. Does he object to "envi~-
ronments"? If so, is his objection based on the fact that
they are mechanical, or is his real,objection the fact that
they aren't paintiﬁg and sculpture? Perhaps his objection
is to the notion of the viewer becoming a "creator" by the
fact sf participation in the wofk, If Rosensetg's objec-
.tion is the latter, he should consider the following.. A
sign w1thout an interpreter is meanlngless. It is the
viewer that bestows meanlng upon symbols or systems of
.signs. A Rembrandt without viewers is just so much paint
on caﬁvas; A Rembrandt with viewers acts as a matrix that

keys into the viewer's cognitive structures allowing that

viewer to restructure his/her experience.. When a viewer

speaks of havihg a revelation in front of or in the pres-—

ence of (not in) a certain painting, that a viewer is in
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effect saying that he/she was able through the medium of
the painting to create associations between elements of

his/her own experience new to that viewer.

ROSENBERG 11
THE VISION OF TRANSCENDING THE ARTS IN A FESTIVAL
OF FORMS AND SENSATIONS RESTS UPON ONE CRUCIAL
QUESTION: WHAT MAKES ONE AN ARTIST? THIS ISSUE
IS NEVER RAISED IN THE POST-ART WORLD, WHERE IT IS
ASSUMED THAT THE ARTIST IS A PRIMAL FORCE, A KIND
- OF FIRST CAUSE~--AND THAT HE THEREFORE EXISTS BY
 SELF-DECLARATION.
REBUTTAL 11 (LS)
To assume that this issue is never raised is groés
innocence,oﬁ Rosenberg's part. The artist-idea generator
is no more or ‘less self-proclaimed than the artist-object

maker. Rosenbérg is mistaken in stating that the post-art

artist never questions what makes an artist.. All one must

do is read the critical theory that is available to and by

the art community. Anyone involved in determining what
the nature of arf is is at least indirectly concerned with
thé nature of the artist. It is'precisely by abandoning
painting and sculpture as a primary element definition of
art and artist that one can begin to éuestidn the nature

and fﬁnction of art and the artist. Artists have been
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working with an entrenched concept of revealing the inher
self. Like (or perhaps through) the critic, the artist

has been led to assume that art is inherentif mysterious,
and, therefore, not subject to'underétanaing. In the art
community this mediumistic model is couched in purity and
traditiqn; thus, all questioning of this prevailinglbeiief
system is suspect of the most charlatan of motives. The
p031t1v1st1c art of conceptuallsm is an eplstemologlcal art
that 1nvest1gates that which makes possible one's knowledge

of art.

ROSENBERG 12

IN REALITY, HOWEVER, AN ARTIST IS A PRODUCT OF ART
—--I1 MEAN A PARTICULAR ART. THE ARTIST DOES NOT EX-
IST EXCEPT AS A PERSONIFICATION, A FIGURE OF SPEECH
THAT REPRESENTS THE SUM TOTAL OF ART ITSELF. IT IS
. PAINTING THAT IS THE GENIUS OF THE PAINTER, POETRY
OF THE POET--AND A PERSON IS A CREATIVE ARTIST TO
THE EXTENT THAT HE PARTICIPATES IN THAT GENIUS.

THE ARTIST WITHOUT ART, THE BEYOND-ART ARTIST, IS
'NOT AN ARTIST AT ALL, NO MATTER HOW TALENTED HE MAY
.BE AS AN IMPRESARIO OF POPULAR. SPECTACULARS. THE
DE-DEFINITION OF ART NECESSARILY RESULTS IN THE
DISSOLUTION OF THE FIGURE OF THE ARTIST, EXCEPT AS
A FICTION OF POPULAR NOSTALGIA. 1IN THE END EVERY-
ONE BECOMES AN ARTIST! '

REBUTTAL 12 (KS)
(A) ". . . AN ARTIST IS A PRODUCT OF ART . . ."

See Rebuttal 4, (B), (2).
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(B) "THE ARTIST WITHOUT ART, THE BEYOND-ART AR-.
TIST, IS NOT AN ARTIST AT ALL."

Since Rosenberg aefines art as painting and
sculpture, we might substitute his definition
for the word "art" whérever it appears in his
stateﬁent. Thus: the painter wifhout paint-
ing, the beyond—péinting painter, is not a

painter at all.

ROSENBERG 13

DESPITE THE GREAT EXPECTATIONS HELD FOR THE NEW
OPEN-FORM FABRICATIONS, THE INDIVIDUAL ARTS, IN
WHATEVER CONDITION THEY HAVE ASSUMED UNDER PRESSURE
OF CULTURAL CHANGE AND THE ACTIONS OF INDIVIDUAL
ARTISTS, HAVE NEVER BEEN MORE INDISPENSABLE TO BOTH
THE INDIVIDUAL AND TO SOCIETY THAN THEY ARE TODAY.
WITH ITS ACCUMULATED INSIGHTS, IT DISCIPLINES, ITS
INNER CONFLICTS, PAINTING (OR POETRY, OR MUSIC)
PROVIDES A MEANS FOR THE ACTIVE SELF-DEVELOPMENT OF
INDIVIDUALS--PERHAPS THE ONLY MEANS. GIVEN THE
PATTERNS IN WHICH MASS BEHAVIOR, INCLUDING MASS ED-
UCATION, IS PRESENTLY ORGANIZED, ART IS THE ONE VO-
CATION THAT KEEPS A SPACE OPEN FOR THE INDIVIDUAL
TO REALIZE HIMSELF IN KNOWING HIMSELF. A SOCIETY
THAT LACKS THE PRESENCE OF SELF-DEVELOPING INDIVID-
UALS--BUT. IN WHICH PASSIVE PEOPLE ARE ACTED UPON BY
THEIR ENVIRONMENT--HARDLY DESERVES TO BE CALLED A
HUMAN SOCIETY. IT IS THE GREATNESS OF ART THAT IT
DOES NOT .PERMIT US TO FORGET THIS.

REBUTTAL 13 (KS)
(a) ". . . THE NEW OPEN-FORM FABRICATIONS . . ."
Not only does Rosenberg define "art" morpho-

iogically, he insists on defining "beyond-art
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art" morphologically, thereby failing to com—
prehend the.real source of the £hreat concépt—
ual art poses. It is not that conceptual ar-
tistsgseek to replace formalist art with a new
morpho;ogica; twist, if is that conceﬁtual ér-
tists.seek to remove morphology allvtogether
from consideration. Fur a further discussion
of this subject, see my essay entitled "Mater-
iais; Concepts and Richard Serra."
". . . ACTION OF INDIVIDUAL ARTISTS . . ."
". . o+ ART IS THE ONE VQCATION THAT KEEPS A
SPACE OPEN FOR THE INDIVIDUAL TO REALIZE HIM-

SELF." '
". . . PRESENCE OF SELF-DEVELOPING INDIVIDUALS

(1) The inference here is that painting and
sculpture somehow preserve the ihdividual
and individuai aqhievemen£ while concept-
ual art does not. Formal or stylistic
change only gives the illusion of individ-
ﬁal innovation. Substitﬁting English for
art, we can say that an infinite numbér of
senténdes can be formulated in Engiish.

If you make up Sentenéeé about oranges, I

might make up sentences about applés to
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preserve my individuality. However, at
the syntax level, your sentence about
oranges and mine about apples may be iden-
tical. Conceptual art, by.examining the
syntax level of the languagé.of art, is
accused of deétroying individuality be-
cause it points out the superficiality of
much that passes for individuélity,
Art histofy is the study of periods and
of groups 6f individuals unified by simi-
lar concerns. When individuals are sin-
gled out for study, it is usually because
they typify a direction in ért hiétory.
In the entife history of art there hés
never before been such a variety 6f_styl~
istic types (individual expressions) co-
éxisting, yvet it is‘preqisely now that
art performs the most meager social-
cultural féle»in its history.v
The critic's role is to rationalize indi-
vidual arfistic output into the framework
of art histofy. This is primarily at-

tempted on the formal level. The more
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easily rationalized an artisf's output is,
the more likely it is to be rationalized.
To be included in the history of art, one’
must do work that can be rationalized.
Thus, individuality is pressured to con-
form to the formal limits of the history
- of art. Should it pfove to be difficﬁlt
or impossible to rationalize a particular
individual's art, that individual's art
would be defiﬁed as not-art (i.e., beyond
-art ar£). ‘Initially, all modern art
movements are defined as not-art move-
" ments by critics. All.these'movements;
with the exceptions of Dada and concept-
ual art, have remained within the formal
definition of art, thereby posing only a
'temporary rationaliéing problem. Con-
. ceptual art will re—ra£ionalize art his-

tory along concept lines.
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ART: AN OPEN TEXTURED CONCEPT

Why is it, then, that, as a rule, an experiential statement is

not verifiable in a conclusive way? Is it because I can never

exhaust the description of a material object or of a situation,

since I may always add something to it--something that, in

principle, can be foreseen? Or is it because something quite

new and unforeseen may occur? :

Friedrich Waismann
In discussing Morris Weitz' essay "The Role of

Theory in Aesthetics," I will provide a condensed version
of his theory which for brevity's sake will be enclosed in
asterisks (*. . '.*), all quotations from other sources will
be contained in the usual quotation marks (". . ."). I
will then'prbceed to examine the validity of his-claims.
As a theory of aesthetics, Weitz' theory is sufficient and
illustrates the fact that previous theories have attempted
to provide interpretive models and this has been their

downfall. However, there are problems with Weitz' theory

in the broader context of art, as Weitz makes the mistake

of presupposing that all art must be aesthetic. It is this:

supposition that I will examine and hope to prove invalid.

A summary of Weitz's theory will precede my discussion.
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SECTION I - THE ROLE OF THEORY IN AESTHETICS

*If I may paraphrase Wittgenstein, we must not ask,
what is the nature of any philosophical X?, or even, ac-
cording to the semanticiét, what does "X" méan?, a traﬁé—
formation that leads to the disastrous interpretation of
"art" as a name for some specifiable class of objécts; but
rather, what is the use or'employment of "X"?* Weitz goes
on to provide us with an argument typical of the current
rhetbric found in the philosophy of art: *'art' cannot be
defined aé containing a true defihition or'se£ of necessary
and sufficient properties common to a given class of art.
Hence, a theory 6f it is logicaily impossible. and not mere-
ly factualiyciifficult; Such efforts conceive the concept
of art as closed when its very ng.feveals and’demands its
openness.¥* |

Professor Weitz contihues constructing his argument
by citing Wittgenstein's "game" model. *Wittgenstein
raises an illustrative question, what is a game? The tra-
ditional philosobhical, theoretical answer would be in
terms of some,exhaustive set qf préperties common to all
.games. TS this Wittgenstein says, -Let us consider whaf we
call "games": I mean board-games, cafd—gamés, ball-games,

Olympic-games, and so on. What is common to them all?—-
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Dbn't say: 'there must be something common, or they would
not.be called "games"' but look and see whether there is
anything common to all.--For if you 106k at them you will
not see something that is coﬁmon to all, but.similaritiesL
relationships, and a whole series of them at that . ..."
Hence in "art" we find né necessary and sufficient proper-

_ ties¥—only strands of similarities. Knowing what art is is

not apprehending some manifest or latent essence but being .

able to recognize, describe and explain those things we
call "art" in virtue of thesé similarities. The relation-
ship that connects the two concepts of game and art ére
their open texture.* Weitz goeé on to say *a.concept is
‘open if its conditions of application are amendable and
corrigible; i.e., if a situation or case can be imagined

or secured which would call for some sort of deeision on

our part to extend the use of the concept to cover thié,or'

to close the concept and invent‘a new one to deal with the
' new éase'and-its new property. If necessary and sufficient
conditions for the application of a concept can be stated,
the concept is a closed one. But this can hdppen only in
~logic or mathematics where concepts are constructed and

completely defined. It cannot occur with empirically




51

descriptive and normative concepts unless Qe arbitrérily
close them by stipulating the ranges .of their uses.*

*I can illustrate this open character of "art" best
by examples drawn from its sub-concepts. Consider questions
like "Is Dos'Passos' U.5.4. a novél?", "Is V. Wolff's To
The Lighthouse a n'ovle‘l?", "Is Joyce's Finnegan's Wake a
novel?". On the traditional view, these are constructedlas
factual problems tb be answered yes-or no in~aécordance

with the presencé or absence of defining properties. But

-certainly this is not how any of these questions is an-

swered. Once it arises, as it has many times in the devel-
opment of the'novel from'Richafdson to Joyce (e.g., "Is
Gide's :The School for Wives a novel or a diary?"), what is

at stake is no factual analysis concerning necessary and
sufficient éroperties but a decision as fo whether the work
under examination is similar in certain respects to other
works/already,called "novels," and consequently warrants
the extension of.the concept to cover the‘new case. The new
wqu is narfative, fictional, contains character delinea-
tion and dialogﬁe but (say) it has ‘no regular time—éequence in
fhe plot or is ihterspersed with actual néwspaper reporfs;
It is likéAfecognized novels, A, B, C, . . ., in some re-

spects but not like them in others. But then neither were
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B and C like A in some respects when it was decided to ex-

~tend the concept applied to A to B and C. Because work N

+ 1 (the brand new work) is like A, B, C . . . N in cer-
tain respects--has strands of similarity to them--the con-
cept is extended and a new phase of the novel engendered.
"Is NI a novel?" then, is no factual, but rather a decision
problem, where the verdict turns on whether or not we en—.
large our set of condltlons for applylng the concept.*
Weitz concludes his essay by asking *what is the
logic of "'X' is the work of art,“ when it is a descriptive
utterance" What are the conditions under which we}would
be making such an utterance correctly? There are no neces-
sary and sufficient conditions but there are the strands
of similarity conditions, i.e., bundles of properties, none
of which need to be present but most of which are, when we
describe things as works of art. I shell call these the
"criteria .of recognition" of works of art. . . ; mostly,
when We describe something as a work of art, we do so under
the conditions of there belng present some sort of arti-
fact, made by human skill, ingenuity, and imagination,
which embodies in its sensuous, public medium——stone, wood,

sounds, words, etc.--certain distinguishable elements and

.relations. "X is a work of art and .‘.\; was made by no
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one," or . . . "exists only in the mind and not in any
publicly observable thing," or . . . "was made‘by accident

when he spilled the paint. on the canvas,' in each case ef
which a normal condltlon is denled are alsolsensibie and
capable of belng true in certain 01rcumstances. None of
the criteria of recognition is a defining one, e1ther
'necessary or suff1c1ent because we can sometimes assert
of somethlng that it is a work of art and go on to deny
any one of these conditionsv even the one which has tra-
ditionaliy been_taken to be basic, namely, that of being
an artifact: Cons1der, "this piece of drlftwood is a
_loveiy piece of’ sculpture. Thus, to say of anything that
it.is a’werk-of art is to commit oneself_to the_bresence |
of some of these conditions. bne would scarcely describe
X as a work of art if X were not an artifact, Oor a collec-
tion of elements sensuously-presented in a medium,or a
product ef human skill, and so on. If nohe of the condi-
tions were present; if there were no criteria present for
recognizing something as‘a:work of art, we would not de-
scribe it as one. But, even sb, no one of these or any
collection of them is eithet‘necessary or sufficient.*
Weitz goes on to examine the logic of "X" as ah

-~

evaluative (good) utterance as a work of art which I feel
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to be superfluous to the thrust of my argument. So I will

dispense with a further account of Weitz' theory.

SECTION II - DON'T LOOK FOR THE MEANING, LOOK FOR THE USE

There is a pragmatic view of language émbodied in
the statement "Don't look for the'meaning, look forthe'.
use."

The contribution Professor Weitz made to aesthetic
theory was that of enunciating that "art cannot be defined
as containing a true definition or set.of necessary and
sufficient properfies" wﬁich he elucidéted quite clearly,
firsf through examples provided from Wittgenstein and,
secondly, by the introduction of a term coined by Friedrich
Waismann, "open texture." On tﬁe surface Weitz' argument
certainly appears stable enough énd in fact is a weicome
reliéf in view of past theories which perpetuate limiting
defihitions of art. Such limiting definitions would in-
clude, for example, expressidﬁist theories that classify_
objects with respect to the "inner necessitj" evidepced in
the creation of those objects, and formalist theéries that
classify objects according to purity of form, etc.,,Eagh
theory claims fo embody the correct définition'of art and
each éharges the 6thers'with failure to include some neces-

sary of-Sufficient property. ~The most disastrous aspect of
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this discourse is the arrogance of its participants in sup-
posing- that thej speak for a fixed, omﬁi—present hierarchy
6f values. Put anofher way they mistakenly assume that the
synchronic values of the present hold diéchronically.,They
can perhaps be forgiven this mistake since it is in the at-
tempt to emulété the all pervasive (in our culture) scien-
tific model of objective fixed laws that such a fiction
arises. The effects of these misguided arguments are, how-
éver} no léés sihister for their being understandable.
The effec£ of this argument is to place the artist and]mis/
her art in a péssive role with the critié providing (it is
called interpreting) the content of the work.

If welare to follow Weitz' claim that the art model
is isomorphic with the ‘games’ model aﬁd that there is
nothing in a formal senseicommon to all types of games
(i.e., bqardégames, card-games, Olympic-games, etc.), then
we are provided with a fairly useful taxonomic device with
regard to subclasses of art taken in the broadest sense.
Thus we divide art into: the visual arts; literature;
music; dance;'theatre,'etg. lHowever, a problem arises
when we deal with subclasses of subclasses. The subclasses
of the subclaés, visual aits, are painting, scuipture, ce~

ramics, photography, etc. Should I claim that this paper -
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is a "work of art" and present it in a.visual art context
(i.e., a gallery)( it would be impossible to deal with
within Professor Weitz' taxonomy. Perhaps he would classi-
fy it_as_*framed" literature, drawihg with words, "framed".
criticism; or just criticism. However, it would not be my
intention to present this paper as literature but rather to
present it as a 'work of art' in a visual art context, the
'subject matter of which is the subclasses of the subclass
visual art, namely painting and sculptﬁre. It should be
noted that my insistence on presentlng this paper in a
v1sual .art context is not arbitrary, but is so presented
because "a thlng is not art because it is called ‘art,’
but is simply called ‘art' because it is art, i.e., it be-
longs to a giveﬁ‘acknowledged framework for art;activity by
vi;tue of how it'functioﬁs meaningfully within that frame-
work rather than by the merély nominal assertions-of its

genius."?

This expanded ffamework, which might include a
conventional taxonomy, would eliminate many counterproduc-
tive problematical issues present in the'criticism and

éhilosophy of art.

! Rosetta Brooks, "Problem Solv1ng and Question Beg-
ging: The Work of Art-Language and John Stezaker," Studio
International, Dec. 1973, p. 276
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These sorts of questions do not arise when the claim
'this is an'art-worh' is posited with respect to artworks
that conform to the traditional paradigms for art (e. g.,
painting,and sculpture). The statement 'this is an art-
work' within-Weitz' franework is equivalent to ‘this is
painting,' or 'this is sculpture.' These'categories rest
on empirical foundations. The identification transpires in_
a fashion parallel to the identification of a particular
chair as of the class chair. The proposition that a par-
ticular painting is a work of art is verifiable'empirically
by this system because it is’analogous to stating that this
painting is a painting or, in other words, this painting
consists of paint on certain specified materials.

Weitz, instead of emplbying Wittgenstein'spragmatic
"use" dictum throughout, chooses’ to 1gnore "use" at the
subclass of subclass level in favor of a 1ook for morpho-
logical "strands. This renders his argument of limited
use to the artist actively engaged in a critical examina-
tion of: art usage. That a 'work of art’' must share with
past art some strand of similarity in its physical manifes-
tation, fails to provide for future 'works of art' void of
such strands. A radical shift in context would suggest a

radical shift in use. 1In essence, his theory remains a
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classificatory dietum, a taxonoﬁy which fails to acknow-
ledge the p0331b111ty of different contexts, and of differ-
ent use within these contexts.

Weitz presupposes that before a 'work of art' can be
of ontological status, it must be denotatlve and exten-
tlonal (i.e., a space—occupylng thing) Wthh entails deduc-
ing 'art® from observable data. Instead of prov1d1ng us
“with an open-textured concept of ert; Weitz'has ptoposedan
"open-textured theory of naming." Naming, and theories of
naming, ha?e been central to ﬁuch early 20th century phi--
losophy. Presently such theories are all but disregarded'
by philosophers except in such minor areas as aesthetics.

Weitz, instead of asking for the use or employment
.of "X", asks instead what is the best name for "X"? Weitz'
pitfall is a misbegotten empiricism-~the problem with ﬁost
aesthetic theory. Empiricism forces one to‘deal exclusive-
ly with appeatanee34 drawing generalizetions from a physi-
cal apbroacﬁ to the work of art, leaving the semantic
'underpinﬁing or intention of the work unexposed. If'art is
indeed an open—tektured concept as Weitz suggests, the
strands of similarities are points to constitute the clos-
ing of this concept. Asy art which fails to stack up per

Weitz' rules of classification is left uninvestigated.
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Friedrich Waismann in his essay "Verification"
states that "the question of the verification arises only
when we qomé.écross a new sort of combination of words (or
art) . . . we create a new context, we step.outside the .'
boundaries of common speech (expected art modes) and then
the question arises as to what is meanf by such a WOfd

series." He then goes on to say:

Open texture is a very fundamental charactéristic

of most . . . empirical concepts, and it is this
texture which prevents us from verifying conclu-
sively most of our empirical statements. Take any
material object statement.. The terms which occur

in it are non-exhaustive; that means that we can-
not foresee completely all possible conditions in -
which they are to be used; there will always remain
a possibility, howevér faint, that we have not taken
into account something or other that may be relevant
to their usage; and that means that we cannot fore-
see completely all possible circumstances in which
the statement is true or in which it is false.

There will always remain a margin of uncertainty.
This the absence of a conclusive verification .is di-
rectly due to the open-texture of the terms concerned.?

SECTION III - & THEORY OF USE IN ART

We have a tendency to confuse meanings with objeéts.
We ask "what is the meaning" of a word, a sentence, a work
of art. 1In aealing with word meaning, the idea that a

words means a particular thing, e.g., "object" means

. 2Friedrich Waismann, "Verifiability," The Theory of
Meanin ed., G.H.R. Parkinson, Oxford Unlver81ty Press
(19707, pp. 36,38,309.
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"la: something that is or is'capable of.beihg seen,
touched, or otherwise sensed."?® 1In this sense we vie& art
as a material cohstruct which draws its meahing from the
fact that it. is a material object which. can be seen -and
.touched

As pointed out eaflier in looking for a relationship
between a word and its meaning, it ie easy to be misled in-
to thinking that a word is a sign or name for a specific
thing.‘ However, this is not the case. The meaning of the
word chair cahnot be the chair. It does not make sense to
sit on the meaning of chair. -

The fact that speakers of a language agree on what
words mean iﬁplies that the aspects of language which:give
it meanihg can be publicly observed This poinhts to the
context of the speech act or the work of art as the place
to look for the meanlng in- language or art. Various media
employed in art derive their meaning almost exclu51vely
from contegt, e.g., a palnter s drop cloth on the studio’
floor ahd that same drop cloth pihhed'to the wall of a

gallery.

Webster's New World chtlonary (The World Publlsh—
1ng Company, 1966).
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Each language has conventions for speech acts whicn
‘must be taken into account by any speaker w1sh1ng to com-
municate.'.Art, too, must work within conventions to be
-understood,' This is to say that words must have some re-
lationship to the things about Wthh they speak, yet these
relationships may change while the object remains the same.
Words must ‘also stand in some relationship to other words
to be understood;‘ Spoken languages have Word order con-
A'ventions. To take the analogy into. painting and sculpture,
composition serves the function of.word order. Many for=-
mal works.can.only be understood in terms of the relation-
ship of theif components, and context. It is'upon the func-~
tion.of context that I wish'to concentrate. Wittgenstein
.points out the fault in separating the speech act from its
context. He says that many sentences cannot be understood
outside the context of the speecn act--even though_we know
the words, such a sentence is "this is here." We do not
understand this sentence unless we know how it is used.
The sentence is giﬁen,meaning by the context of the speech
act which carries with it the. conventions of language.

Duchamp's ready-~mades are'an excellent exampie of
art which depends solely on context for meaning. Our past

experiénce with' the objects he presents does not prepare
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us for the unéxpected connotations the objects take on in

the context which he presents them.
Different functions are performed by different sen-
tences w1th1n the same context The sentence most artists

are hopelessly mired in morphologlcal muck" may functlon to

‘alienate the."ob]ect" artists reading such a sentence. The

sentence "intellectualizing about everything is a form ef
mental masturbation" may comfert those same artists.

Similar functions may be performed by different
sentences within the same context. A dialogue between
lovers serves to prolong contact.fathef than to communi—
cate information. The specific content of the sentences is
secondary to prolonging the dialogue. |

Differeht:functions may be performed by the same

sentence in different contexts. Let us consider here some

works by Donald Judd.

One could say that if one of Judd's . box forms was
.seen filled with debris, seen placed in an indus-
trial setting, or even merely seen sitting on a
street corner, it would not be identified with art. .
It follows then that understandlng and considera-
tion of it as an artwork is necessary, a priori to
viewing it in order to "see" it as a work of art.
Advanced information about the concept of art and

. about an artist's concepts is necessary to the ap--
preciation and understanding of contemporary art..
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Any and all of the physical attributes (qualities)
of contemporary works, if considered separately
and/or.sgecifically, are irrelevant to .the art
concept. :

In conclusion, I suggést'that the‘meaning of a word
lies within the context of its relationshié to ofher,words
in a.sentence, and that both words and sehtences derive
meaning from the specific context of their uéage. Al-
though a theory of naming may have some useful applications
within a.theory of language or theory of art, it disregardé
the pubiic or speech aspect of.communication. While empir-
ical data offered by art objects'is important, that infor-
mation must be interpreted in the context (social conven-—
tion) 4in which the 'work of'aft'is presenf;ed° This brings

' Us to a discussion of praxis.

ﬁJoseph Kosuth,"ArtAfte;PhilosophyL"ConceptualArt
ed. Ursula Meyer (New York: E.P. Dutton-& Co., Inc., '
1972), p. 168. '
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A PROLEGOMENON TO A RADICAL PRAXIS
IN ART EDUCATION

Theory will preserve the truth even if revolutionary practice
deviates from its proper path; practice follows the truth not
vice versa. - .

Herbert Marcuse

SECTION I ~ AN APPEAL FOR STUDENTSHIP

The college and university art department and pro-
fessional art school versions of an artist's edu-
cation still exist for the most part as formal in-
- doctrination of students in art historical media.
Inexperienced youngsters are conducted through
righteous formats of technical vocational training
couched in the pieties of occasional art talk, are
instructed in lessons of pretentious past aesthet~
‘ics, all of which is encomPassed by. the ultimate
censorship of art history. ' :

Studio art is coming under much academic confronta-
tion from within its own ranks. An epistemic inadequacy
exists which has a basis in the studio's dependence on "ex-

pression.theories,"2 With the advent of "Romanticism" the

! pan Flavin, ". . . on an American artist's educa-
tion . . .," Art Forum (March, 1968), p. 28.

’Harold Osborne, "Theories of Expression and Commu-
nication," Aesthetics and Art Theory (E.P. Dutton & Co., -
Inc., 1970), pp. 225-226: Expression theories of art tie in
closely with theories which regard art as an instrument of
emotional communication, a language of the emotions, . . .
Both classes of theory have usually held that the expres-
sion--or communication--of emotion is the central function
of art and that works of art are successful insofar as they
express-~-or communicate--emotion . . . Both classes of
theory came to prominence in the West at the time of the
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idea of self expression becomes predominant in the activ-
ity of.the.artist, The activity of the artist is both .
justified and regqulated internally--free from éxternél
control. The preogcupation with Romanticism embodies a
non-objectivism that hés prémoted delapidation'of‘other
consequent views of education.and has helped'further‘en—
trench the léissez—faire, anything goes notion so‘prevélent'
in art education today.. |

Theré is a fundamental misunderstanding of art's
priofities ét present, demonstrated by the ideéithat "art
is less 'a body of subject matter thah a developmental ac-
w3

tivity. This misunderstanding can be called a theory/

practicé disjunction.

Romantic movement, and since that time have been taken for
granted and are accepted with as little question :as were
didactic theories in classical antiquity and through the
Middle Ages.

) It is convenient to discuss these theories under
three general heads, although in many formulations ideas
from each of the three clusters may be combined. These
heads are (1) art of self-expression on the part of the ar-
tist; (2) art as the transmission of emotion from the ar-
tist to his public; (3) art as the embodiment of emotions
in an art object. The word "expression" is commonly used
in all three cases. Works of art may be called "expres-
sive" under any of these heads and are valued for their
"expressiveness" in any of these senses.

‘Ralph A. Smith, ed., Aesthetics an Criticism in Art
Education (Chicago: University of Illinois, Rand McNally &
Company, 1966), p. viii - Preface.
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The importance of theory'can be viewed against the

background of the linguistic compgtencé of a speaker of a
laﬁguage{ A lénguage can be viéwed aé a collection of
wordsland the rules for their use. It islfhe knowledge of
these words and their rules of usage that enable us to
. speak a language. Thereforg, speech becomes an'activity
that we do ‘with a language. Theory then can be said to
function in much the same relationshié to practice or per-
formance as'language does to speech.

| Howevef, the keyﬁords for art are often "poetic 1li-
‘cense" and "the'wordless,"the latter beihg the most'popu—
: 1ér. The logical function of language (art theories) are
lacking. No knoﬁledge is communicated; no infdrmatioﬁ,is
conveyed. Ail such failures to_commﬁnicate can be ex-
plained away in an appeal to metaphysics (used in its per-
jorative sense: kantianism, being beyord the limits of all
possible experience and knowledge) which prévides a more
than édequafe}léophole for the less rigorous minded. To°
_amplify.this furfher one only needs to contrast the artist/
instructor with the teacher from another discipiine. .Any—

‘one- laying claim to teach physics, sociology, or anylothér
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of the sciehces or humanities must provide rational para-
digms,"+ entailing both theoretical and methodological
frameworks. However, it is accepted as perfectly reason-
able for'the artist/instructor to provide only the method-
oiogical models and then to rely upon a belief:system that
is rooted in a épeculative psycholoéy which is eqﬁivalent
to theoretical osmosis, e.g., verbal criticism, or for that
mattef, the presentation of alternative models is often
looked upon as én intrusion uppn.thehspontaneous purityzof
the artist's "statement." Historically this theory/prac-
tice disjunctiqn 80 prevalent in tbday's studio practice
" was virtuélly non-existentf' Utterances which fill the
halls and classrooms of practically every university in-
bﬁild in the student this theory/practice disjunction.
"Artists should make art--not talk about it." Translation:

art is an iﬁtuitive——sensual activity which is stultified

*I prefer to make the distinction made by sociolo-
gists. The term paradigm has become "popular among soci-
ologists of late because it communicates the notion ex-
pressed by the term "model" without invoking that word's
physical imagery. A paradigm is an "example," but one that
is typically linguistic in base rather than physical, a con-
ceptual reference rather than a perceptual one." Robert A
Friedrichs, A Sociology of Sociology (New York: The Free ‘
Press; London: Collier-Macmillan Limited, 1970), p. 4.
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by critical reflection. "Aesthetiqs is for philosophers or
possibly critics." Translation: Thebry is important al-

though exactly why is unclear. Thus, theory is better left
to those who canﬁot make art. This renders theory the role
of Muzak in relation to the pragmatics of normative art
making. Art theory as cdlture.(enlightened social dis;_
course) has become art theory as cultﬁre (mere refinement
of sensibility). |

Classicism and Romanticism are>the first two his-
torically significaht modes of_thbught to effect a generél
disengagemen£ (theory/practice disjuntion) of the artist
from the society at large. Thé objective consciousnéss of
the scientific ethos embodied in the enlightenment had
banished ritual and myth from their "contémporary" wo;ld;
"Magic"'takes on for that period a perjorative sénse. The
classical artist_éought to revive “classical" mythology
while the romantic artist searched his/her own psyche for
the roots of mythic understénding. In each case the artist
is forced to seek sustaining material outsidé 6f.the main
faﬁric of social concerns. It is this model, that of.the
alienatedxaffiét, that obtains not only in the minds of
the public, bq£ most destructively in the general "litera-

ture" of the art establishment. With the 20th centUry, a
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new spirit‘of acceptance of and engagement with the "mod-
ern world" arises among artists. Scientific :thought was.
embraced for its intellectual framework which provided for
developments in art along.éimilar lines--e.g., the analy-
tic spirit fouﬁd'in cubism is typical of this new con-
sciousness oﬁ the part of artists. The_értiSts and writers
who'gathered from about 1965 to 1945 wé;e'intellectually
well-equipped to formulate explanations ahd.theories. They
gave lécturés and regularly. met together té discuss the
relation of their work to poetry, music'and‘science, The
members of these groups were prolific writers, and they
issued an enormous body of articles, novels, essayé,'and
manifestoes. ‘For example, thé theoretical writing by the
cubists was suppérted by research in science, non-
Eﬁclidean.gebmetries, and the fourth dimension. Constfuc—
tivisﬁ found its imﬁetus in the evanescences of modern
sfructural engiﬁeerihg, mathematics, physics, and perceptj
ual psychology. Surrealism rested its validity in Freudian
interpretation of‘the subconscious mind seennwithin the
context of Marxism. An unée?étanding of these‘theoriéé is
"fundamental to the comprehénsion-of these forms of art.

Beginning about 1945, the contemporary period saw

the New York School emerge as dominant. "Surrealist
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theories and practices release the Americans from the com—
paratively moralistic teaching of Henri and his school,
and,the sober dogmatisms of the artistic congress, and re-
vealed to them the exhllaratlng freedom poss1ble in the
play of the spontaneous imagination."$ Surreallst theo—
ries and practlces were removed from the Marxist context by
American artists. The American artists were attracted to
group dlscuss1ons but unlike the closely—knit Edropean
groups, the Amerlcans shared no common ideologies. The
tradition of the progressive individual was too much a
part of the Amerlcan experience to foster common 1deolo—.
gies. The climate of postwar American art saw the advent
of art as the free expression of belabored feelings by
neurotic loners who often verged on mental illness. Pro-
fessional critics and self- proclalmed aesthet1c1ans, who
were not artlsts and consequently did not know nearly
enough about art, attempted the synthe51s of theory and
practice. The effect these people had was just the oppo-
site and was determlnatlvevln creating the lacuna that

exists between theory and practice. The reading that these

SHerschel B. Chipp, Theories of Modern Art (Berk-
eley. and Los Angeles~ University of California, 1969),
p. 510.
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critics and self-proclaimed aestheticians placed on his-
tory is the‘instrument by which the theory/practice dis-
junction was effected. Their reading imbedded.the idea
that artists.are énd should be qoncérned énly with the ap-
pPearances of.things and leave any theofizing.(questioﬁing
usage contéxt) tQ:the critic'or art histofian. This re-
moval of theory froﬁ the publié sphere alioWs'for the pép—
ular notion that art is and alwaYs has beéﬁ primarily an‘
entertaining divefsion Oor a meaningless meénipﬁlation of
materials.' |

" Art ‘historians have been reluctant to discuss the
multipligity of bossible theoretical modeis underpinning
the art of pést and present. Instead of.structurai 
models, we receiVe descriptive generalities about the phys-
ical attributeé af works. When cOhsideration is given to
-parallél devélopments in science, music, philosophy or
other fielas;‘thege parallels are‘again drawn descriptively
rather than structurally or.cognitively. ' Jdok Burnham in .

the introduction to his book The Structure of Art offers us

the following observation:

It appears likely that we never perceive the con-

ceptual mechahisms of art because art scholarhip,

upon which most of our knowledge of art relies,

is directed only toward secondary structures. The
fact that historical and critical analyses of art.
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are essentlally descriptive rather than analytical
is of singular importance. Historical research,

criticism, and connoisseurship, moreover, can never .

define art; their real function is to perform ele-
gantly and gratuitously as pendants to the work of
art. In other words, they prevent explanation. In
elaborate detail historians tell us how to look at
and think about art. The most impeccable scholar-
ship, utilizing newly verified documents, volumi-
nous footnotes, and convincing empirical generali-
zations about the development of the art impulse,
only succeeds in further 1ndoctr1nat1ng us into
the art mystique . . .

. . . it indicates that all their efforts are di-
rected toward explaining the physical evidence of
the art impulse, rather than the conceptual condi-
tion which make art objects possible under vastly
different circumstances.®

Patricia Sloan in her essay Teaching Art History

"gives us a far more dismal picture.

As a discipline art history is either dead or else
never was fully alive. It is too much out of

touch with art and too much out of touch with his-
tory. As a field of study it is conceptually cha-
otic and untidy, not because there are so many art-
historical facts to deal with but because art his-
torians as a group are disinclined to examine their
own intellectual prejudices, limitations, and as-
sumptions. Although there have been a few hopeful
stirrings recently, art history has traditionally
neither studied its own history nor analyzed its
presuppositions. Historians, by comparison with
art historians, cultivate a different attitude, and
since the time of Thucydides have been in the habit
of stepping back from their work to ask themselves
what they think they are doing. On account of this
self- examlnatlon there' is even a body of literature

. ®Jack Burnham, The Structure or Art (New York:
George Braziller, Rev. Ed., 1973), pp. 2-3.




74

dealing with what might be called the philosophy of
history.  There is no philosophy of art history, a
study that winds its unwitting way onward caring
neither where it is going nor where it has been. ’

Miss Sloan goes on to say that

Nothing is more revealing of art-historical atti-
tudies about the nature of history than the fami-
liar saw that art historians cannot study contem-
porary ‘art because it is happening now. Art his-
torians will analyze modern art--it is said--when -
the flux of its happening has subsided, providing
a more favorable opportunity for dispassionate
investigation. I presume it is common knowledge
by now that some art historians see themselves as
antiquarians, and are reluctant to deal with con-
temporary art because of an antipathy to it. What
is even more interesting about the argument, how-
ever, is that it seems to imply that history is a
body of data within which no lacunae exist. It
seems to me that in a number of ways it is easier
to study the present than the past since a greater
amount of data is available, making it easier to
separate the facts from the fiction. One can al-
ways call Robert Morris on the telephone and ask
him to verify some point.of fact about his sculp-
ture. One cannot do this in the case of Michel-
angelo.® '

Art history constitutes the ontology of art. The

reluctance of art historians, as guardians of thisontologm;’

to examine critically their pre-suppositions sets an

"Patricia Sloan, "Teaching Art History in the Comimu-

nity College"--pp. 106-107, in New Ideas in Art Education
==A Critical Anthology, ed., Gregory Battcock (New York:

. E.P. Dutton & Co., I973). .

8 Sloan, p. 114.
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unfortunate example for the studio éractioner who has al-
ready accepted‘the theory (art history)/pfactice (studio)
split institutionalized in the curriculums of ﬁost art
departmentsf

_Updn further reflection.the problem goes much
deeper. Much more is required than the mere examination
of effects. The theory/practice-diéjunction is an effect,
not the maﬁor cause. The cause is rooted in oﬁr.whole con-
ception Sf reality which finds expression in our capital-
istic industrialized society. Answers to these éroblems
are not going to be found by arousing the interest of
middle—class'philosqphers, socioloéists, psyéﬁqlogists
~and leaders of cultural affairs in government as Howard
Conant'suggests in his essay“SeamnlofDecline;" They would
only help to further confuse and muddle the issues and con-
tinue to apologize for the-prevailing‘system. These ques-
tions'are'proper only to internally committed individuals
(e.g., artist and art historians) who have developed a
-criticai consciousness intent on questioning and unraveling
thé prevailiné order which affects them and in turn is af-
;fected by them. What this entéils is a relentless criti-
cal front designed to study all theoretica} models within

our culture. Art education as it is'preSently constituted
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is not producing tnis kind of.individual? Perhaps it is
time that art eduqators begin to‘ask themSelves th. “At -
" the very least, art education ought to be more critically
examined.in light ef other academic disciplines. Art edu—
cation_as it stands today is'largely academicallyAmeaning—
less. | | o |

Only the systematic interpenetration of pertinent
cognitive and critical maps in the multiform contexts of
art eduction in particular, and education in general is
flikely to cultivate chiallf‘releVant theught. " The pres=-"
ent state of art_is so rooted in confusion that the situ—
ation cannot be eured just "by stepping baek in order to

‘get one's theoretlcal support structure 1nto good shape

and and then returning to the fray ready to make fundamen— ;-

tally the same kind of art.? We must begln picking away
-tne layers of morphological muck that have been allowed to
collect and obliterate the pragmatic function of art. .Our
arguments must be directed at revealing bankruptcy not
only at the infraStructure'level, but also at the super-

structural'ieveli

*Terry Smith, "Art and Art and Language,".ArtForum
(September, 1973), pP. 50.
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A great truth wants to be criticized not idolized.

Nietzsche

SECTION II - THE OBSOLETE CONSCIOUSNESS: THE OBJECTIVE/
SUBJECTIVE DIACHOTOMY :

In order fo penetrate the morphology of art educa-.
tion we must firet direct our inquiry to education in gen-
eral as it is epvisaged and poeited by our industrialized
society. ﬁooted within out education system is a positiv—
istic objective oonsciousness which is eeen'by society at-:
lerée as an undisputed social good. It is the "objective
: consciousnese" referred to by THeodore Roezak in his book

The Making of a Counter Culture.

Thus, if we -probe the technocracy in search of the |
peculiar power it holds over us, we arrive at the
myth of objective consciousness. - There is but one
way of gaining access to reality--so the myth holds
--and this is to cultivate a state of consciousness
cleansed of all subjective distortion, all personal
involvement. What flows from this state of con-
sciousness qualifies as knowledge, and nothing else
does. This is the bedrock on which the natural sci-
‘ences have built; and under their spell all fields
of knowledge strive to become scientific. The
study of man in his social, political, economic,
psychological, historical aspects--all this, .too,
must become objectlve- ngorously, palnstaklngly

. objective.!?

10 Theodore Roszak, The Making of a Counter Culture
(Garden City, New York: Doubleday & Company, Inc., 1969),
pp. 208-209. A
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One of the roles of the modern university is to
turn out tralned personnel to insure the continuance of
the present economic and social systems.

. "The system needs an ever increasing number of engi-
neers, technicians, scientists, teachers, administrators
and sociologists to organize production, to 'rationalize'
industrial methods( to run the gigantic state machine} 'to '
adjust the psychology of individuals and groups' and to
preserve their sanity, even to ‘organize' leisure activi-

nil "In the academic business the corporate execu-

ties.
tiues and managers (presidents'and deans) who employ the
work force (faculty) in order to 'handle' the ‘customers
(students) share the aims of their 1ndustr1al counterparts.
The preventlon of customer malaise, the avoidance of
str;kes, the satisfaction of stockholders, and the growth -
of the firm. .The academiclwork force and their customers

similarly share; by and large, the attitudes and aims of

‘their non—acedemic counterparts:' they play it cool, they

11Danlel and Gabrlel Cohn—Bendlt Obsolete Communism
the Left-Wing Alternative (New York McGraw—Hlll Book
Company), p. 41. .
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do not 'rock the'boat,'they grind out accepfable reports
(books and articles), and so forth."!?2

| Contemporary industrial culture stresses conforﬁity,
respectability, rationality, precticality and security. |
If the objective-cohsciousness ean be described with such
terms as'positiVistic, rational, unbiased and unemotional,
the'romantic consciousness can be,described with such terms -
_es irratienal, eﬁotional, sentimental‘end personal expres-
sion. éonventioﬂel taxonomy_piaces the ertist on the sub-
jective side of the subjective/objective‘dichotomy. Thus
the artist fiﬁds himself alienated from the rest of the
universiry community. If fhe artist attempts to reform;
the artist is accused of follpWing the current fads and
faces hostility from all eectors'of the university includ;.
.iﬁg hiS'fellew‘artists. If the artist sits back uncriti-
cally and-cbptinues to make art under the,"Materiai—
,character/phyeiCal-object paradigm (model)"!® he/she is ac-
‘:cused of being too personal er esoferic'fqr‘the comprehen—r

sion'of,the'comMunity at large. He is also vulnerable to

12 william Lelss, John David Ober and Erica Sherover,
“"Marcuse as Teacher," The Critical Spirit, edited by Kurt H.:
Wolff and Barrington Moore, Jr. (Boston: Beacon - Press,
1968), p. 423.. : '

13p term coined by Terry Atkinson and Mlchael Bald—'
win in their essay "On the: ’ '
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judgement from.those artists who are seeking reform. He/
she is criticized for continding to perpetuafe an art which-
has ceased to be meaningful to society. An art which is,
in other words, disengagéd. This is not a suggestion that
an artist should reduce his work to the iowest cbmmon de-
nominator, which itself would be an evasidn of the real
issue; that is, to "engage" art in society making it pur-

poseful and socially relevant.

Our society follows the:philosophical model known
as positivism. 'Henri Comte de Saint-Simon first used the
term to-deéignate-the extension of scientific methods to
philosophy. Positivism is characterized by fhe thesis
that the oniy valuable ‘knowledge is scientific and the
only possible objects of knowledge must bé facts. The
task of philoéophy becomes to uncover the genéral princi-
ples common to the sciences and apply these to social or-
ganizatiop. Any forces or sﬁBstances which cannot be as-

certained by scientific methods becomes :unintelligible.

Material-Character/Physical-Object Paradigm of Art," Art-
Language, Vol. 2, Number 1. (Feb., 1972), pp. 51-57--I
would tend to substitute model in the place of paradigm be- -
cause of the physically implied in the use of the terms

"Material-Character/Physical Object"--refer to.Footnote (4).
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The eighteenth century industrial revolution and
’the great.optimism for technology gave rise to the proper
cultural climate for this philosophy to take hold. The
Engllsh emp1r1c1sts and philosophers of the Enlightenment
were its pr1nc1pal sources. Positivism is dead as a phi-
losoph;cal movement, although its influence is deeply im—‘
bedded in our culture. |

Positivism deliberately restrains "from any criti-
cism, by redﬁcing philosophy to a neutral, value-free,'un—'
critical theoretical activity which either avoids all vital'
human issues or, even worse, beécomes a eervant of an ex-
isting ideology,"“’thus, the value free scientific metho-
' dology that charecterizes eur western society. Scientific
.methodoldgy gives rise to an extreme.materialism._ Matter
occupies a primary position while mind occupies a secohé‘
dary position or possibly is accorded no reality at all.
Physical properties only are considered td be‘cemponentsof
material objects. Materialism has allied 1tself with the
sciences which attempt to explaln a class of phenomena by

study of phys1cal'cond1tlons.

‘ l"‘MJ.hallo Markovié, From Affluence to Prax1s, In
troductlon (The University of Mlchlgan Press, 1974), p. 3.
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The 'pure' facts of the natural sciences arise when
a phenomenon of the real world is placed (in thought
or in reality) into an environment where its laws
can be inspected without outside interference. This
process is reinforced by reducing the phenomena to
their purely quantitative essence, to their expres-
sion in numbers and numerical relations.!’®
In this way arise the 'isolated' facts, 'isolated'
complexes of facts.!'® 1t uncritically accepts the
nature of the object as it is given and the laws of
that society as the untenable foundation of
'science. '? : '

Materialist epistemology as so far described has
.reSulted in a manipulative, ddmihating attitude on the
part of our social institutions with respect both to nature
and to persons. The reification of the capitalist world is
the effect of the destruction of the context of experience
and its replacement by lifeless concepts. Science, void
of its true meaning in relation to context, provides only
partial surface knowledge. Abstract thinking when it
.avoids involvement in the real world is a ohefsided syn-

chronic mode of cognition which is an inadequate mecha-

nistic world view.

'% Georg Lukdcs, History and Class Consciousness
(Cambridge, Massachusetts; The MIT Press, 1968), p. 6.

'® Lukdcs, p. 6.

'7 Lukdcs, p. 7.
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Bertrand Russell's theory of denotation offers a
clear picture of the one-sided formal logic described as
‘it has been aoplied to the philosophy of language. P. F.
Strawson in his article "On Referring" gives an account of
Russell’ 's theory and offers ‘useful criticism of the theory.
Russell s theory arises in. part to determine whether sen-
tences which lack referents for the things which they
describe can be significant. For instance, how could the
sentence The King of France is wise be significant if in-
deed there is no King of France°. Strawson points out
that Russell was anxious. to give a correct answer to this
question, because the answers usually given he thought in-
correct.

Prior to.Russell, it wes concluded that before the
sentence could be significant there had to exist, or sub-
sist, in some world a King of France. This‘idea called
for a spec1al world occupied by strange entitles. Russell
felt that such a world would be in oppos1tion to. "that
feeling of reality which ought to be preserved even in

nls

the most abstract studies’ However, Russell himself is

18p.F. strawson, "On Referring," The Theory of Mean-.
ng, ed., Gittiri Parklnson (Oxford Un1vers1ty Press,
1968), P. 63.

i-l.
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gullty of abstractlng this and all sentences like it from.
their function 1n the real world. He answers in theory
the question of how sentences of this type can be s1gn1f1—.
cant but falls to deal with them as they are used in prac—
tice.

Russell's'solution to this problem'was-to ﬁake a
'dlstinction between the grammatical subject of the sentence
and what he called the logical subject of the -sentence.:
"The King of France is the grammatical subject .of the sen—r
tence, the King of France is wise,  but not the logical
subject. For Russell says that logically the sentence is
not euen'a subject.predicate sentence, but rather an,exis;
 tential proposition which could better be'expressed if the
sentence were rewritten deleting the subject-predicate
which leads to "special world" conclusions Such as those
stated earlier. He "recogniées only two wa?s in which
sentences which seem, from their grammatical structure, to
‘be about:some particular person cr individual:object-or'
euent'can be.significant: (llbthe first is that theirg
grammatical.form should be misleading as to. their logical"
fcrm,'and.that.they should be analyzable, like "s", as a
special‘kind_bf existential sentence; (2) the second is -

that'their grammatical subject should be a logical proper"
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name, of which the meaning is the individual thing.it des-
.ignates."lg
.,By'asking under what circumstances someone uttering

the sentence the King of France is wise would be making a

true assertion we can see how Russell arrived at the idea

that asserting "s" is asserting that: " (1) there iseaKing

of France, (2) there is not more than one King of France,
(3) there is nothing which is King of France and is not
wise," 20 |

By following this line of reasoning, "s"‘the sen-
. tence becomes significant because someone uttering it to-
day would be uttering the three propositions outlined
above. The first that there is a King of France is of
course false. If an assertion consists of three proposi-
tions and one of those propositions is false, the asser-
tion as a whole is false--but significant.

It is easy to see that Russell has only bypassed

the issde. He was aware of the fact that the sentence

could be s1gn1f1cant whether or not there was a K1ng of

France, but saw thls 81gn1f1cance as restlng on a

1% strawson, p. 64.

2°Sti:'awson, p. 65.
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theoreticai form rather than in the rela#ionship of the
s£atement_to the real world.

Strawson presents the distinction between senteﬁces'
and the statements made by the use of such sentences.on
separate occasions’ in differing circumstancesﬁ He believes
Russell's failu;e'to note this difference was ﬁis mistake.
If two men speak the sentence the King of France is wise
one today when Franee is not a menarchy and one at a time
that France did indeed have a king,'the'seCond man would'f
be making a true or false assertiqn depending on whether
or not the King’aetually weé'wise. However, the first
would not be'saying anything true or false because there
is no King of France, yet bqfh men'have spoken the same
~sentence. |
| The preceding account of Russeli;s theory is a per?
fect exaﬁple'of formal logic and its biases for etatic,
synchronic, atemporal abstract thought. ' It mus£ be noted
thet this is not an argument against formal logic per Se,:
- but father ifs unmeditated isolation froﬁ context. Logic.
is essential to the organization and qualification of con-
gruent ferﬁal correctness of thoﬁght which-is essential'td
the princip1es bfAtruth. However, as I have already shown,

logic is not being used to mediate between concept and
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usage context, or putvanother way, nature and thought.
Nature is completely excluded from any considerations
other than as an isolatedlphenomehon in the laboratory.

" This holds true for all fields of knowledge in Western
society. Some eerlier conceptual art by Joseph Kosuth
and Mel Bochner was designed to examine the logic of lan-
guage and mathematlcs in their applications to the physi-

cal world, reveallng that these archetectonic systems are.

constructed w1thout reference to the physical world making

their application"problematical. These applications ex-
posed the natural contradietipns occurring in the physical'
world which should be considered. :The world is in a con-
stant state of flux where confradietien is wedded to our
very exisfence. Thus, through formal logic, our men of
science seek to dismantle and supercede the contrdictiens
that make our lives possible.

| "801ence must not 1gnore its own s001al role, for .
only by becomlng conscious-of- 1ts functlon in the present
crltlcal 51tuat10n could it contrlbute to the forces that

~would brlng about all necessary changes."

-2 Martin Jay, The Dialectical Imagination (Boston -
Toronto: Little, Brown and Company, 1973), p. 27.
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The qistinction between the natural and social sele

ences are concerned with the study and classification'of
inanimate objects within a rational conceptual scheme,
while the social sciences studi and classify socially nedif
ated institutions viewed through rational éaradigms. "The
rationalists stencil‘their paradigms to the facts and the
empirieists methodize their observations around  their mod-
els. Most social scientists, regardless of'their ¢amp,
fail to take into account that the institutions which are
the object of their study are "Composed of and created by
conscious agents, and are thus potentially free and not
fully predlctable historical subjects."?? The reason for
this fallure is the fact that the posture of the scien-
tific ethos is to view the Whole world objectively regard-
less of its natural or s001al subject matter. The social

s01ent1st seems to forget. that there are a large number of
"homo saplen" experlences-and decisions which are hldden~
in the'adnmbrate process of abstraction. "In the legitiev
mate effert tbhestablish certain‘social laws there,has'
always been a tendency to.reify these.lans, to construct

them as if they are indepenqent from-human action, and to' "

22Mihailo Markovié, From Affluence to Praxis (The
University of Michigan Press, 1974), p. 9.
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forget that they are only the expression of certaih regu—,
larities.of human behavior. *?

The sosial scientist Mﬁsf maintain alcogent Qieﬁ_of
man both diachfsnically and‘synchronically. A one-sided
'synchronic'view leads to the atomic ossification of sci-
enés. Tims apélies to the natural and_sociél sciences.
quite differently_in meaning and in its_structurallappear—'
ance. Nafural 6céurrenceS'repeat over'loﬁg peridds of ’
time. Motion and change are common to both of'thé sciences
with fixed patterns emerging in the nafural sciences.

. Social scientists make the mistake of believing that the

same fixed patterns can be observed in social institutions. _

This is the same mistake that Russell has made in his the-
ory of denotation: he failed to realize thst conscious
agents crsate language and that langusge is in a constant
state of flux. Nature differs in that it is gratuitous
and void of conscious agents.‘ Both natﬁralgmﬂisosial sci{
entists fend ﬁo.be concerned only with the here and,néﬁ}
ekcluding the past and the:futurs.

However, past and fﬁtﬁre must be considered in reéla-

tionship to the present in order for social scientists to

23Markovié, p. 10.
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' penetrate the réal world. Man lives in the past, the pres-
ent and the futgre. His existence in the present ié soﬁe?
what determined by his existence in the past which will
indirectly dete;mine a large part of his future.

. Man is a comglomerate of experiehce#whichcohsti—
tute his "experience~grammar." This grammar represents
the collected experience of pfevious generations and.finQSl
its cultivation first through the process of'formal edﬁ—
'cation and learning. Afterlfhe formative years the indiQI
vidual enters into a procesé of self-education or self—
motivated experience constituting the framework for view- '
ing and interpreting the past, present and the future. -
.Confained within the future is always an element of the
present aﬁd, through the present, the past whiéh influ- =
ences each individual's world view (i.e., choices, prefer-
ences, and decisions). To use Jean—Paul Satres' termi-.
nology, man is a "product of his own product. "2

It should be quite cléar that the history of man

cannot under any circumétaﬁces coincide with physical'tiﬁe.»

Nonetheless, most social scientiStS-(ahd art historians)

21*Jean-PaulSartre, Search for a Method, Introduc-
tlon (New York: Random House, 1968), p. xxiii. ’
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rely upon the material-character/physical object model
"which is the outgrowth of the rigid_empiriéism,which dom-
inates 'normal' science." Thomas Kuhn in his book The

Structure of Scientific Revolution was the fir?t to use the

‘term "normal" in relation to science to designate that ac-
ti?ity in which the participants of the scientific commu-
nity share a common péradigm.

| A ééienceléonceived in.a rigorously empirical mech--
anistic language has résulted in deadening énd festricj
tive edificé of immaterial laWs. Social scientists faili
to realize that social laws'are‘pliable‘ahd openfended.be—
' cause man is a rational being with the capacity to intro-
duce novelty into his behavior. Man is abie to- regulate
and change the status of norms he has created.

Man's "ﬁiogrammar"25 is composed of ﬁnlimited sen-

Sory power; reason, imagination, a capacity fof cémmunica—
tion, creative activity and the abilify to e&olve a,crifi-
cal consciousness about himself. Any,feasonably.intélli—
-gent man has limitless poténtial. Howevér,'maﬁ at the

.pfesent time is being lulled by a laissez-faire social

25A term coined by Lionel Tiger and Robin Fox The
Imperial Animal (New York: Dell Publishing Co., Inc.,
1972). -
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system that does not motivate him to develope his faculties
to the'fullest.

'"Dialectical reasoning" is a self reflective criti-
cal paradigm that develops in its users the ability'to con-
eciously modify and control human institutions through a
creative use'of one's own biogrammar. Such a paradlgm,‘lf
employed w1th1n the educatlonal communlty, would eliminate

much of the restrlctlve morphological muck accumulated

" there. The h1erarch1es of control in educatlonal 1nst1—

tutions are primarily concerned with self eggrandiéement.
The prevailing superstructure outside of the educational

system' ensures this, e.qg., educatlonal practlces must be

justified on economic grounds consequently, those in con-

trol continue a mechanistic conventionalism that perpetu-
ates stagnetioh. In order to alleviate this stagnatlon
the 1nactment of critical theory is’ proper for a full
scale attack in all branchés of educatlon.

A At this point the introduction of the dialectic_and

'its theoretic assumptions might prove to be useful in un-

raveling the ideology or "false conscicusness"2?% imbedded

' within the conservative and liheral ideology.

26A term used by Marx to denote the perjorative

_sense of 1deology. Mihailo Markovié, Affluence to Praxis
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The premise of dialectical materialism . . . 'it is not men's
conseiousness that determines their existence, but on the con-
trary, their social exzstence that determ%nes their conscious-
ness. ' :

Georg Luké&cs

SECTION III - THE DIALECTIC: A CRITICAL THEORY

Dlalectlc is a generlc theory and a method of es-
tablishing knowledge, as well as a revolutionaryfnegatien
and transcending of the status quo. ' Thus it is both a
collection aﬁd evaluationAof_knowledge fused into.a-radi—
cel criticism. | |

Practical activity is:the.hand maiden of theory,
and when:the two. are viewed iﬁ'dialectical relation-wehave
prakis. P?éxis is any meaningful or purposeful activity
untainted by random undirected motivation. So the unison
between theoiy and praxie is not arbitrary. It is the
conscious enactment of the intellectual precepts which en-

able one to increase his/her knowledge about themselves-and

(The Unlvers1ty of Mlchlgan Press, 1974), p. 54: Mall
ideologies in this sense are dangerous because they create
illusions. and prejudices, and they are all conservative
both because their function is too rationalize and preserve
the particular interest of various social elites, and be-
cause they are too static and thus necessarily lag behind
the facts. -Based as they-are on 1nterests, emotion, and
sometimes most -irrational, blind, unconscious drives,

rather than on objectlve observatlon and crltlcal thinking,
ll




W f— 1l " . L

94
their actions. It is the realization that one has meaning-
ful control over one S own cognlzance as well as the abil-
1ty to reflect and make decisive critical and rational
judgements in order to improve one's future doing; In
other mords, praxis becomes man's ethics.

The 1dlosyncratlc allgnment of dialectic 1sde51gned
to locate the intrinsic limits of all systems -and to make
explicit those structural élements which hlnder the matu-
ration of that system and to point out the concrete in-
gredients necessary to transcend such a limit. This would
constitute the necation of“negation. Dialectic as a crit-
ical theory is_not the criticism of concepts but the crit—
icism of concrete-relationships existing in the real world.

| _ The dialectical modus operandi can best be portrayed
as an investigation into the multifarious procedures which
“form the 1ntr1ns1c connectlons ". . . not only between dif-
ferent entltles, but between the same one in times past,
present and future."?’ Contrast this with out‘own.one-
sidea.materialism which abstracts and consiaers phenomenon
in isolation as.its object of study. The dialectic hasthe

whole world as subjeéct and object. That is, any part of

27Bertell O1llman, Alienation (Cambridge: The Unl—-
versity Press, 1973), p. 52.
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the whole which the dialectic might consider.is studied in
relation to the totality. Dialectic is a diachronic/
synchronic interaction which "reduces] itself’to-the sci-
ence of the éeneral laws of motron——both in the ekternal
world and in the thought of man--two sets of laws which
are identical in .s'ubstcmce."28

During the nineteenth century, comparative philolo-
gists studied the facts of language or rather took inven-
tory of the mechanical total of the units used‘in speech.
The results were fragmentary and precluded 1n51ght into a
total framework of which they were only a part. Saussure
was among the first to recognize that language is a self-
contaihed.system'in which the value of the parts is derived
from their function in relationship to the whole. Speech
is at the same-time both individual ana social, i.e., syn-.
chronic and diachronic. It is an establishedvsystem yet is
continually in evolution. _Thié notion can be best under;
stood by referring to a model provided by the linguist

Ferdinand De Saussure.

28 Georg Luk&4cs, History and Class Consciousness
(Cambridge, Massachusetts: The MIT Press, 1971), p. 4.
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(1) " The axis of simulaneities (AB), which stands for .

the relations of coexisting things and from which the in-
tervention of time is excluded; and (2) The axis of successions
(CD), on which only one thing can be considered at a time
but upon which are located all the things on the first axis
together with their changes."?®

"For a science concerned with values the distinction
isa . . . nécessity and'..m . aq absolute one. . . .Schol-‘
ars cannot organize their research rigorously without con-
sidering both co-ordinates and makiﬁg a distinction befWeeﬁ
the systém of values per se'and'the'same-values as they
relate to time."3°

It should be noted that crificism can be leveled ét

. Saussure for his radical duality in which, from what is a

single science, he constitutes two separate disciplines——

. 2%Ferdinand De Saussure, Course in General Llnguls—
:tlcs (New York: Phllosophlcal Library), p. 80.

" 30gaussure, p. 80.
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éynchronic linguistics to which he relegates language, and
diachronic linguistics to which he assigns speech. Saus-
- sure sees speech as a part of the individual as well as of
society encompassing physical, physiolbgical,'andvpsycho-
logical areas. Language is viewed as a static produét of
society's'capaéity for speech in combination with the con-
.ventions govérhing language and enabling communicatioﬁ.
Saussure's mistake is in considéring language a self-
contained system analogous to mathematics.’

"The idea of the conventionality, the_érbitrarinéss
of language is a typical one for rationalism as a whole;
'vand no less typical is the comparison of language to the
system of mathematical signs. What interests the mathe-
matically miﬁded rationalists is not its originator, but
the relationship of sign to sign within a clésed system
already accepted and authorized. In other words, they are
~interested only in the inner logic of the system of signs
itself, faken, as in algebra, completely independently of
the meaning thét gives signs their content."® A
Although Saussure recognizes the necessity for the

distinction between synchronic and diachronic linguistics,

% Yalentin Nikolaevié volo¥inov-; Marxism and the

Philosophy of Language ‘(New.York and Lohdon:-Seminar_Prgss,
1973), p. 2. ' c ' |
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he misses the point or perhaps goes beyond it, in segregat-
ing axis (AB) from axis (CD). Saussufe's model is appro-
priate as long as it is realized that this paper intends
the integration of axis (AB). with (CD).

Tﬁere is no recognitioh of the neqessity for a dia-
chronic world view médiated with a synchronic world view
to be found in the prevalent one—éided materialism. The"
tendency is to look at axis (AB) while excluding axis (CD).

'Recently on a national news broadcast it wasreported
that sociological studies of consumerism had produced dif-
fering results. In one study men and women were tested
for their.ability to mathematically solve problems deter-
mining the most economic purchases.  The men excelled the
women on these tests and it‘wbu}d seem that they would
make the £hfiftiést buyers. However, the second study pro-
ducedconfliétiﬁgevidence. .In studiés of shoppers it seems
thét‘mén bought much ﬁore compulsively than women and were
thus less thrifty. It is easy to see that a study of the
facts épart'from the whole éften results in misleading if
not incérreét ihformétion.

.It must be pointed'oﬁt that dialectic is not dog-
matic like-bur own'orthodox materialism. It doesn't search

for external laws. To think dialectic, capable of
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performing predictive functions is a mistake. In order
for dia;ectic to bé predictive_it would haﬁe'to be endowed
with a 16gic it does not possess.

". . . the dialectic knows no ‘'either-or,' to it

everything is 'both this and that.' 1In the dia-

lectic there are no hard and fast lines between

the classes we construct in any sphere of reality.

‘'What appears as an element in one class now may

appear in the opposite class 1ater,"32

The nature of dialectic does not allow one to studf

isolated phenomena for this provides oniy incompleté ab-
stract knowledge. Phenomena must Be contextualized struc-
turally and historically providing us with a concrete
unity of the whole--not an arbitrary assemblage of objedts
but a historical gestalt which is germane to our pufpose._
'and“answers, our particulaf neéds, thus the following com-
ponents are necéssary for theystudy of meaningful whqles:
(1) The edifice of some known phenomena, (2) the history
of the edifice, and (3) our axiologicalhassﬁmptions re-
flécting needs. and aspirafions whiéh maké up the yard-
stick of evaluétion of the whole edifice and its constitu-=
ent éarts. All objects are involved in a process that

undergoes change, thus history is engaged in a self-

conscious awareness of itself.

*?0llman, p. 56.
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To negate dialectially entails the abolishment of

those decadent components of the edifice (i.e., social. in-

stitutions) which hinder progressive change. Also to sanc-

tion those dialectic elements of the existing system which

are positive and help further theéir existence within the

new system. The aim of dialectic is the advent of the

theoretical clarification of the real world in theé most

cogent
tic is
matic.
itself

tic is

and préctically enriching manner possible. Dialec-

always a héuristic that cannot be finalized or dog-
It must constantly be in the position to reverse
in relation to the larger social spectrum. Dialec-

perpetually progressing from one definition to

another.
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It's been well pointed out, present education consists in badly
damaging our learning apparatus . . . a matter of eitizenship
factories, learning one particular set of views to the exclusion
of all others. '

Art—Language

SECTION IV - MORE ON STUDIO AND HTISTORICAIL EMPIRICISM:
' " THE FROZEN SYLLABUS

Outlined in Section One of this paper were the gen-
eral ramifications of theory/practice disjunction as it"
Has manifestea itself both in the sfudio and in the lec-
fureihalls of art history. The ferm.praxis (a Greek word
for “action").ﬁas introduced in Sectidn Three and‘desig-
nated as a kind of self creating purpbseful‘actiVity un-
tainted by random undirected motivation. é distinction
can now belmade.between praxis and practice. Practice cén
be defined as "a repeated or customarf acﬁion or one's
usual way of doing something." On the other hand, praxis
(aé'bﬁposed to mere action). is informed by theéreticél re-
flection.: What this entails is eliminating doxa ("a Greek
word for opinion"--anything that can bélshaken by'qriti-
cism; cohflicting evidence,fauthority, etc.) from action
and replacing it with theory. |

"At this point a detéiled analysis of the two terms

praxis and practice is in order. Beginning with practice
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I shall outline the negative aspects of such activity un-

mediated by theoretical consideration.

A -~ Practice

There 'is no man-made or natural communication sys-
tem which does not have in it the potentialities

for error. The electronic signal, the written word, .
or the spoken word all admit the possibility of
foreign elements which will get in the way of the
intended meaning--a cough, an illegible handwriting,
random fluctuations or perturbations in the mechan-
ical signal. These interferences are referred to as
'noise'. Noise in its simplest form is the addi-~
tion or omission of a symbol in the communication
chain which results in.a descrepancy between the
message transmitted and the message received (or in
more human terms, the message intended and the mes-
sage perceived).. 3% '

\Practice as it is undérstood in the context of
studio empiricism is the -equivalent of noise. The amount
of foreign elements and randomness allowed to filter into
the chain of decisions determine the volume of noiée. What
this entails for a studio with a high level‘of ﬁoise is a
low iével of cémpetence in the prakilogical manipulation
of content. Studio empiricism represents a stafic belief
system subﬁéfged in a Banausic panaemohium.

Practicgh'as earlieflstated, is a repeated'br cus-

tomary action: habit.. Performance.on the other hand is

33kenneth K. Sereno and C. David Mortensen, Founda-
tions of Communication Theory (New York, Evanston, and
London: Harper & Row, Publishers, 1970), p. 70.°
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the féxeéutioﬁ of an action." Performance is pecessary to
practice; hoWéver, practice is not neceésary to perfor-
mance. One can enter into the pérformance 6f a particular
action and never repeat that action. . Performance, ﬁhen{
is é behavioristic term whichlfinds-its impetué in the
"material-character/physical-object model" manifested in’
the behaviorist work ethic.

In aff education overt behaviorism is a perjora-
tive concept due to the belief that justification of art
lies in the phyéical residue of the‘individual work. Tﬁe
prbblém with this notion is the fact that1it becomes
everybody's guéssing game as to the artist's intentions.

. Each individual has his own behavioristic language or -
pseudo-language encompassing his privateé world.
C.L.-S. . . . contemporary airt tends towards
: non-being--the subject-matter disap-
pears altogether and tends to be no

more than a system of signs.

G.C. - Subject-matter has lost its mas-
sivity.

C.L.-S. I agree with you. Only this increases

: : and exacerbates the contradiction inher-
ent in contemporary art, because (and
this seems to me to be a typical feature
of abstract painters) we are left with
nothihg but a system of signs, but
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‘outside language,’' since the sign-
. system is created by a single indi-
vidual, and he is liable to change

his system fairly frequently. ¥

C.L.-S. Musique concréte seems to me to be
very close to . . . abstract paint-.
ing . . . both are a combination of
elements arrived at through the per-
sonal likes and dislikes of the
painter or composer, but independent
of any semantic, rule. %

" Behaviorism, however, as a scientific method can be
very useful is mediated dialectically with other methods
of attaining knowledge (such as phenomenology and struc-
turalism).

Phenomehology allows one to move beyond the surface

of an object in order to grasp the inner core or essence.

It must be understood that the outer appearance of objects

is not the same as their essence. This entails detaching

the phenomena from their physical occurrences and unlock-

' ing the intrinsic links in the inner core of essence.

3 G. Charbonnier (ed.), Conversations with Claude .
Levi-Strauss (Jonathan Cape, Thirty Bedford Square, London,
1969), p. 87. - : ' . .

% charbonnier, p. 121.
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Structuralism is "a method whose scope
includes all human social phenomena no matter what
their form, thus embracing not only the social sci- .
ences proper (anthropology, sociology, politics, .
economics and psychology) but also the humanities
(literature, history and linguistics) and the fine
arts. This is made possible by the belief that all
manifestations of social activity, . . . that are
practised in any society, constitute languages, in
a formal sense. Hence their regularities may be
reduced to the same set of abstract rules that de~-
fine and govern what we normally think of as:
language.
On the other hand, historicism enables one to progress
" from the abstract facts and perceive the internal struc- .
tures historically rendering holistic pictures necessary
for dialectical examination.

Behaviorism itself can offer some of the most sig-
nificant solutlons to the understandlng of belief systems.
This 1dea is based on the view that one's subjective nature
" comes to express1on in external, objective, materlal forms.
At the root of behaviorism is the inability to deal with
mentalistic.concepts such as purpose, intention and other
abstract mechanism. Such_eoncepts are held to designate

unobservable things and events whose locus is located with-

- in the organism. What art education has done is to borrow

. . 38Michael Lane, edited & 1ntroduced by Introduction
to Structuralism (New York: Basic Books, Inc., Publishers;
.1975), pp. 13 and 14.
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the behavioristic framework, utilizing it in a most perjor—
ative sense. That'is, the art-studeht completely aisref_
gards the mentalistic concepts (e.g., purpose and inten-
tion) which demand more from the artist than mere feelings;

Jﬁst what do science and philoéophy have to do wifh
ért education? Why the elaborate detailing of various
scientific ﬁethods and philosophical concepts? This an;
. swer is-simply that our western science and philosophy
have a great deal to do with how artists perceive them-
‘selves and the world in general. This outlook is responf.
sible for.the manner in which they will practice tﬁeir art.
Implicitly réoted in the artist's'educ;tibn are (l)lRomah—u
ticism, (2) the theory/practice disjunction, (3)‘the ;
objective/squeétive dichatomy, (4) the synchronic bias,
(5’ behaviorism, and (6) the psychology of Freud. The
combination of thése modes of perception constitute the
'no-rules' theory of art education. Sd far the 6niy mem- .
ber of_the_above listing left untreated is Freuaian psy-
chology. |

IJﬁét whét part does Freud play in tﬁe private brac;-
tice of fhe‘artist. Freud "took the 'role' of artist'sef—
iousiy, i.é;, as-a serious‘subject of psyéhological study.

Freud believed that the artist- is an obdurate neuroticﬁ_
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who by his creative work, keeps himself from a crack-up,

but also from any real 'cure'."?’

Freud states:

The artist is originally a man who turns from his
reality because he cannot come to terms with the
demand for the renunciation of instinctual satis-
faction as it is first made, and then in phantasy
life allowed full- -play to his erotic and ambiti-
ous wishes. But he finds a way of return from
this world of phantasy back to reality; with his
special gifts, he moulds his phantasies into a
new  kind of reality, and men concede them a jus-
tification as valuable as reflections of actual

. life. Thus by a certain path he actually becomes’
the hero, king, creator, favourite he desired to
be, without the circuitous path of creating real
alternatives in the outer world. ?

This Freudian picture is so entrenched in education that

oné is considered to be less an artist should he not por-

tray a picture of neurosis and paradigmatic free perfor-
mance. At this point it might be noted that performance

art has been in existence longer than many artists would

"like to admit. However, only recently has it acquired an -

intelligent direction. It is interesting to note that

~ some éspeCts of ?erformance art have made explicit the

37Te_rry Atkinson and Michaél.Baldwin, "Art Teach-
ing," Art-Language, Vol. 1, No. 4 (November, 1971), p. 4.

%¥atkinson, Baldwin, "Art Teaching," p. 41.

-
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neuroses *° implicit in art education. The difference is

that here neurosis is being deal with on a social and cul-
tural scale. However, this distinction is largely unno-
ticed by the public who view these works as more neurotic
acts by neurotic artists, further pointing out the impor-
tant need for artists to unite and work ro engage art in
our society--to make art uéeful again.

In order for artists to accomplish this engagement 
of art in society, they must first get beyond functioning
fhrough the use of "private languages." What is meant bf
- a private language is a means.of thinking which in princi-
ple the speaker alone can undérstand. In other words, it

cannot serve as ‘a means of communication.

, ¥In Vito Acconci's "Scenes From This Side of Camp, "
for example, one finds the following roles: the performer
. « . the guerilla revolutionary « « « the self in the face
of freedom . . . there are also "subroles" of the singer,
. the dancer, the lonely man;, and so forth. The roles are
presented together in various ways: the use of different
. locations for different tapes, slides, etc., allows the di-
vision of the (neutral) space of presentation into the
dwellings of the different roles, there may. be alternations
within a single tape; they may be changes of person; . . .
there may be artificial dialogues. . . . :
Specific frames break down; there is no "entirety,"
no consistency, no "handle" to these situations. Throuf
these breakdowns Acconci presents situations highly analo-
gous to contemporary life and to the dlfflcultles which oc-
cur through the need to contain a great number of incompats="
ible roles within 51ngle"self " Alan Sondheim, "Vito Accon-
ci Work 1973-1975. Arts Magazine (March, 1975), p. 5. " °
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Is a private language possible in practice? Accord-
ing to Ludwig Wittgengtein, who—did a great deal of work on
the private language thesis, private languaée is meaning-
less. He sees language as social game which must be
played by more than one person. Vital to language is the
notion of rﬁlg and.pfivate rule Wittgeﬁstein says again is
meaningless. |

' Nevertheieés the private language notion is still

mﬁch in vogue in art educatiqn; The_stﬁdent'g work is
free frqm any meéﬁingful interpretation as a sﬁrrogafe té
a psychofpfivate language: ény attempt h:épplyinterpré-
tative theories.to the work becomes everyone'S'guessing’
game, each.play has his own set of rules.

The success of conceptuél art lay in its abilify to
make explicit the intention‘of-the artist enabling one to

‘engage the work hermeneutically.*?

Nevertheless, herme- -

neutics is cdmpletely excluded from the artist's education,

as it is believed to be proper only to critics and art
. b

K histdrians. ﬁoWever, the majority of art historiaﬂs, due

to one-sided scientific practice, have provided only a

*97The study of the methodological principles of in-
.terpretation (as of the great theories of art--formalism,
voluntarism, emotionalism, intellectualism, intuitionism,
organicism). '
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partial analysis, easily evidénce in‘the formal analysis-
of painting and sculpture, which excludes an examination
of a work in relation.to the world view of tﬁe értist-or
the society which producéd him. Nevertheless, such an
analysis would still be incoﬁplete. For a total picture
oﬁe must continue to compare and contrast the particular
society with othef'societal world views to find important4
.infldences and differences. This is best acchpliShed:by
a study of a society's infra and superstructure in reia—
tion tq other societies infra and superétructures. This
entails looking at the ecénomics, technologiéal, philoso-
phical and sciéntific influences on each society. This
is necessary for a true dialectic world view. "History
becomes fossilized in a formalism incapable of coﬁprehending
that the real nature of socio-historical institutions is
that they cénsist of 'relations between men'.""!

The'Values which any historian shares in as a part
of a comﬁunity will hinder objectivity. | | |
He will be immune from fhe charge of abitrariness, .
as long as he relates, e.g., the history of art to

the aesthetic values of his culture and the history -

of the state to its political values and, so long
-as he refrains from making unhistorical

“lGeorg Luké&cs, History'and Class Consciousnesé
(Cambridge, Massachusetts: The MIT Press, 1968), p. 48.
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value-judgements, he will create a mode of historical
narrative that is valid for all who regard politi-
cal or aesthetic values as normative for the mem-

bers of his community.

By positing the materially unknown and only formal-
ly valid 'culture values' as founders of a 'value-
related' historical objectivity, the subjectivity
of the historian is, to all appearances, eliminated.
However, this does no more than enthrone as the
measure and the index of objectivity, the "cultural
values" actually prevailing in his community (i.e.,
in his class). The arbitrariness and subjectivity
are transformed from the material of the particular
facts and from judgements on these into the criter-
ion itself, into the "prevailing cultural values."
And to judge or even investigate the validity of
these values is not possible within that framework;
for the historian the 'cultural values' become the
thing-in-itself; . . .%2

Unfortunately, most art historians are engaged only
in the process of prdviding the art student with a descrip-
tive account of the physical residue of past and présent
art. 1In other‘ﬁdrds, the artist's performance is the ob-
ject of study.

Reéretfullf, the art,ﬁistorian ofteh'leaveé the im-
pressiéh thaf the artist whose. work is'the object of Study’
was engéded in a kind of blind.uhdirected intuitive activ- "
ity. As pointed out in Sectioh One, this is a father fal-
lacious notion. The student comes away with the idea that’

intuition, which is equal to stumbling around blind in a

“2 Georg Lukdcs, p. 150-151.
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state of unmeditated feeling, is the lifeblood of his ac-
tivity. Infuition is an important tool of the artist, yet,
so is‘the intellectual equipment which is pertinent to the
justification of intuitive‘acts. As it staﬁds, to those
questions for which the artist has nof formulated answers
he repliés with an appeal to metaphysics, i.e., in#uition.
One cannot blame the art studeﬁt. The hierarchy of art-
education--the studio teacher and the art historian--pro-
duce epistemologically inadequate studies.

| As so far outlined performance can be said to entail
a random‘undirected motivation Which is the equivalent of °
"noise," as it is conceived in communication theory. There

is no attempt to buffer the discrepancies allowed to filter

. through the'médiumistic artist. The behaviorist model fur-

ther compounds the problem. Mentalistic becomes a perfor-

ative term. The result is a pfivate language which is, as
pointed out earlier, no language at all.

In order for a language to be considered as such, it

must become "a constant companion to all human behavior.

It is the possession of the ‘individual, yet at the same
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time it is the bond which establishes society."*% Language
then is communication.
Having outiined the relevant featﬁres of practice
and performance; it is in order to present an analyses of
the term praxis and to reveal its positive aspects in fef

lation to the negative aspécts of practice.
B - Praxis .

Existing studio'empiricism is denoted by a complete

disehgagement of form and content or perhaps more criti- .

cally, a total lack of content other than form. This dis-

engagement can be attributed to the state of naivete in
which the artist's modus operandi is embedded. As long as

the artist continues to be involved in the prevailing non-

'critical,_noh-reflective activity, he/she,will believe

that content can be derived.exclusively from the form os
his/her work. |

Praxis, by contrast, is the annulment of this be-
1ief. In othe£'words theory and praxis have the same refr

ereénce; as Goethe refers to in the following:

*3 John Lotz, "Symbols Make Man," The Language Expér—
ience, eds.; James F. Hoy and John Somer (Dell Publishing,
Inc., 1974). . s ’
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Everything which man undertakes to perform, whether

by word or deed, must be the product of all his

abilities actlng in concern; everything isolated is

reprehensible. **
Praxis is the making explicit of-objective specific poten-
tial competence and prepotency which has remained implicit
and subjective. Self-realization is one of the essential
.eleﬁents of praxis. The artist ceases to act by instinctf
Praxis is rational and enables the artist to enunciate his
individualism.and'experience'himself as a subject capable
of changrng'those features of his environment which do not
satisfy hiﬁ.- Ind1v1duallsm as used in this particular con~
text is not to be confused w1th the ideological, dysfunc-.
tional'individualism of vulgar romanticism. The romantic
individual is a psychologically isolated being_who treas-
ures the idea of detachment from the real world. Through
praxis, the artist is able to discover the structure of art
and to seek the most adequate means of engaging himself and
" his art w1th1n hlS culture.

Marx once said that "to be radical is to grasp‘

tnings by the root, but for man the rootj—is man him—

self."* 1In a discipline dominated (as art is) by

% Lukdcs, p. 141.

“sMihailo'Markovié, p. 57.




115
emotional and instinctive functions, the artist will have
to energefically utilize his/her intellectual faculties to
put emotion and instinct in their proper perspective. The
artiét who fails fo heed the above is doomed to an emo-
~.tional and unéritical existence which is'anti—praxilogigal
and. thus anti-communicative.

It is time to ask the question, how can "noise" be
dealt with éraxildgically? To begin with, the praxilogical
artist would tend to use "noise" as a heuristic, first .at-
tempting.térdiscoﬁer pointé of reference, or relationships
with potential for meaningful and purposeful actioﬁ void
of arbitrary decisions. That is, his actions would be
theoretically informed. This entails a mapping which can
offer the use of one's creative faculties as opposed to
mere playful random action. To.be.praxildgicai is to en-
ter into a.wérld.éf relationships in a criti¢ai way. It
enablés.fhe turning to one'é ad?antage pf the abrasions and
impingemeﬁts, that is, turnihg_"ndise" into’prakis;

Thé'normal role of human beinés in ana with'the
world is not a passive one. Because they are not
limited to the natural (biological) sphere but
participate in the creative dimension as well,
men can intervene in reality in order to change
it. Inheriting acquired experience, creating and
re-creating, integrating themselves into their

context, responding to its challenges, objecti-
fying themselves, discerning, transcending, men
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enter into the domain which is theirs exclusively
--that of history and of culture."®

As uncritically accepting as the products of art de-
partments are, they usually attempt to adapt themselves to
noisy situations rather than attempt to overcome them.
This adaptive process can be found in Renaissance painting
and sculpture practiced in the 20th century. During the
Renaissance art was praxilogical providing the social
milieu with a phiiosophical model used to educate a "rude
and illiterate populace in the rudiments of Christian
morality and doctrine." Not only a religious but a didac-
~tic art as well, Renaissance art theory can be summarized
as follows:-

"The arts of painting and sculpture are a thing of

mind and intelligence . . . a branch of learning

and not merely or primarily a matter of craftsman-

ship. This conception was closely linked with the

new social status claimed for the artist as a

scholar . . . instead of an artisan.""’
The twentieth century artist who continues to paint or
sculpt in the tradition ef/ﬁhe Renaissance is following a
model which has gained public support because of its veri-

similitude. The artist and the public in most cases are

unaware of its original function as a teaching device.

*® Paulo Freire, p. 4.

“7 Harold Osborne, p. 43.
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However, even-fhe artist who is aware éf £he purpose
served dufing.the'Rénaissance can no longer use this meéns
tb perform the éame didactic fupction. The praxilogicéi‘
artist realizes this and attempts integration in the twen-
tieth century through the development of an art truly'di;
dactic and useful for the social present.A"Integration re-
sults'from the capacity to adapt oneself to»reality’plus'
the critical capacity to make choices and to transform that

nh 8

reality. The artist in praxis is artist aS'subject-—"aS'

root." The non—praxilogical_artis£ rémains.ébject, an

"adaption representing at most a weak form of self-

n kb9

defense. - The non—praxilogical_artist adjusts himself

to a.reality he/she either_néver questions or feels unable
to change due to an uncritical inability to grasp the
broad context 6£ his/her situation.

"At present the greatest obstacle to genuine teach-
ing is to be found in a pervading and pervasive
cynicism, the dominant intellectual temper of our
society." ,

"Cynicism is one of the prime derivatives of that
positive thinking which reigns supreme in our time.
This way of thinking identifies truth with what ex-
ists, focuses on the parts rather than on 'the

‘whole, disdains any attempt to investigate possible

“8 paulo Freire, p. 4.-

“?paulo Freire, p. 4.
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alternatives to the eétablished reality or the means

by which these possibilities might be realized, de-

nigrates reason to the level of mere manipulation

of facts, and refuses to judge established condi-

tions in the light of already existing possibilities

for transcending those conditions."S5°

In order for the artist, student/teacher to evolve

and transcend his/her present theory/practice disjunction
he/she must have é thorough undetstanding'of his/her ac-
tion ailowing for control. . Theory, of course, is implied
in such an arrangement. The artist must begin by pro-
viding a_narrativé that is challenging to his/her environ-
ment. - By de&eloping a diacritical attitude perhaps the

artist can transcend the posture of adaptation and become

'integrated with the world.

*0leiss; Ober, Sherover, p. 422.




EPILOGUE - A PRAXILOGICAL ALTERNATIVE
FOR ART EDUCATION

Artists of the world, drop out! You have nothing to lose but
your profession! . ' :

Allan Kaprow

. in a society in which the main ahanges are to be brought
about through collective deliberation, and in which reevalua-
tion should be based upon intellectual insight and consent, a
completely new system of education would be necessary, one
which would focus its main .energies on the development of our
intellectual powers and bring about a frame of mind which can.
bear the burden of scepticism and which does not panic when
many of the thought habits are doomed to vanish.

Karl Mannheim

A - Overview

This essay was titled PA'Prdlegomenon to a Radical
‘Praxis in Art Eduéation"'bécause it became very obvious iﬁ
~ the writing of the earlier sections that this papef could
serve on;y'as prefatory remarks'or'as'an intrbduction.fo a
ﬁuch'more extended piece of writing. A£ best I have laid .
the foundatlon for such a work. ' |

In Sectlon One was outllned the academic or epls—'
temic 1nadequa01es existing in both stqdlo art and art
history. today. By making explicit the studio artist's del )
pendence on thé "no-rules" theéry; and by outlining the
theory/praétice disjuncfion in both studio art and art

.history.. Algo indicated was the dire need for art
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educators to suspend their presuppositions and to begin to
examine the critical issues at hand. This places art edu-
caﬁors in an awkward position, for it means they must go
through a complete re-education along w1th thelr students.
A crltlcal consc1ousness calls for a critical education.

In Section Two was outlined the obsolete conscious-
ness in art and education, and how it must be overcome or
transcended if one expects to develop the critioal con~-

sciousness necessary for going on.

The Dialectic was introduced in Section Three as an .

.altérnaﬁive'for acquiring knowledge for both art and edu- -
cation-through the introduction of dialectic. The artist
is in a béfter position to grasp the essencé of reality
énd consequenfiy-through interhalization and utilizatioﬁ-

of this understaﬁding to engage art. It is hoped that

through_this process aft can return to its original didac—

ti051

function.
. The preéént art condition is highly problematic and
it is becoming clear to a growing number of artists that

we have lost our effectiveness with the culture. Their

5! Intended to convey instruction and information as
well as pleasure and entertalnment.--Webster s New Colleg-

iate chtlonary (1974)
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criticism is directed to all present art forms including
concéptual art. | | |
| What We-have experienced sinée the Renaissance is -
an unravelihg and wasting away of art. It has.becéme‘more
and more stagnaﬁtnand less and less engaged. Art as we
know it has run a full cycle of decay. The inanimafe art
- object sﬁcéumbing first to "no theory" and then'ﬁo}pure
theory" and later trying desperately to find its way back
emerged in the animate art object (i.e., body'ért).
Simultaneously we experience the theory on one side and
the body on thé other, each opting for the status of art,
éach claiming to have the better altefnative. In fact, |
. both are one-sided and fail to :éélize the dialectic pos-
" sibilitiés opén for a synthesis. ‘Artists Qeré so busy
'poéiting "théoriés" and "arting bodies" that concéptuai
aft‘was.allowed tb‘fall into the same trap aé pastlmodern—t
isfiélart. It“éuccumbed to the bureaucratic. and intellec- -
| tualkethoé-dethe 20th centﬁry.  In fact, it was destined
to such a demise. |
| '%ny.art wﬁichiattempts to be radical but cdﬁtinues'

N td_ﬁtilize:thézsupport structure.of that which it is'dp-i

. posing, is'destined for the Saﬁe co-opting and consumption

that all ﬁast capitalist based art has been prone to. It
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is naive to believe it possible to develop a radical art

.while uncritically accepting the traditidna} gallery foun-
.dation. Artists can be so busy questioning the founda-

tions of painting and sculpture that it does not occur to

them to likewise qnestion the gallery system just as
Viéorously. Though artistS'may'aCknowledge’this failure,
they are perhaps guilty of still another: .they have 1ost_
tneir ability to function meaningfully within our cul-
ture. They,have come to be the decorators of bourgeoisie
eociety as well as become "nhe celenrated buffoonis] of

ns2

eociety's manipulators, namely the elite gallery

dealers and those elite collectors motivated by a wish to.

make profitable business investments. They have lost

‘their effectiveness because they are guilfy of producing

anti-dialogical art and uncritically accepting the anti-
dialogical state of our socieﬁy.
The critical activity I speak of was first set in

motion early in 1966 by the art- language communlty. It is

‘ disquieting to note that very few of the 1deas.they have .

‘presented have filtered into university art.departments.:

52Jon Hendricks, Poppy Johnson and Jean Toche, "To- "

.ward a New Humanism," The New Art. Acritical anthology

edited by Gregory Battcock (New York: E.P. Dutton & Co.,
Inc., 1973), p. 79 , '
¥
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Their work has been brushed off as another stylistic inno-

vation which will soon run its. course. This is to be ex-

' pected. We live in an anti-dialectical environment where

much is accepted or denied without proper critical reflec-
tion.
At this point some suggestions and alternatives for

the university art department will be provided. - Hopefully

they will demand some serious critical consideration.

B - Critical Priorities for the Praxilogical Classroom
What are the a;ternatives for the artist?  His first
task mus£ bé to follow Kaprow's dictum and drop out—-drop.
out.of aft as'it is now constituted and.engaée in a criti-
cal aétivify which will perhaps make it possible forlart
to.regéin its cutting edge. It is my beliéf_that once ar-
tists begin to question the various models of art educa-
tion, they wili begin to realize thé'present bankrubtpy
and only then will be in a position fo'begin a meaningful.<_'
feconstruction of the educational edifice. 'A cosﬁetélbgi4
cal face-lifting will not do. What would be entailed .for
univérsity_art departmenté’is this: |
1._-The‘teéching-of vulgar studio art would be

" suspended. -
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Praxilogical courses would be designed to pro-
duce dialogical cultural fluency. This proced-
ure would constituﬁe the paradigm of critical
consciousness which would find its impetus in
critical education.
The artist educator would be responsible for

developﬁent and correlation of a critical edu-

cation with the purpose of helping to formalize

critical attitudes which would enable the naive

-consciousness to overcome irrationality.

The educational framework would constitute in—
structing students to discuss "the problems of
their context--and to intervene in that con-
text."" The discussion of context would in-
clude topics relevant to the artist.

a. Why are painting and sculpture no longer vi-
able? The answer to this particular ques-
‘tion is provided in the three previous es-
says. However, for the naive artist this
question would have priority.

b. What is the function of art today and what
has its function been in the past? The an-
swer to the first part of this question is

" again discussed in the previous essays. The
second part of the question has yet to be
dealt with and the amount of space provided
here does not warrant such a discussion.

’3paulo Freire, p. 33.

b S (N N 1 .
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Is it possible for the artist to shore up
his theoretical foundations and continue
making the same old art? This question was
answered brlefly in the overview of this
section.

What function does the gallery serve and .
what function has it served in earlier cul-
tures? Today the gallery serves the artist

-by exposing his work to the public as well

as an outlet for making money. The main
function is the monetary aspect. Briefly

in the past the gallery served as a didactic
device for informing and educating the pub-
lic. Churches rather than galleries were the
main outlet then. -

Are there alternatives to the gallery? At
this point in time, "No." One can, however,
cease to utilize that particular framework.
There needs to be a moratorium on the gal-
lery, constituting the first step to relin-

" quishing the moneymaking aspect. In essence

what this means for the artist is to quit
making art as we know it today and begin

- working on alternatives for 1ntegrat1ng art -

back into the society.

Why is art disengaged? Of course the answer:
to the question is the fact that art is no
longer useful to the society. It goes with-
out saying that . its usefulness as a decora-
tive object is a very minimal usefulness. It
is not useful in an educational manner which..

~could be of service to the soc1ety and con-

sequently would be engaged

How do the crafts relate to the current ques-
tion asked of painting and sculpture? The '
most obvious answer is that we should not do
away with crafts but they do not belong in
the university currlculum.
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h. Should art use material from other disci-
plines such as philosophy, linguistics,
sociology, anthropology, psychology, mathe-
matics, etc.? If art expects to achieve
cultural fluency artists must be well versed
in all disciplines of knowledge. This is
necessary for the attaining of a critical
consciousness.

i. Disciplines such as sociology, anthropology,
philosophy, etc., are going through the same
self-critical reflections as art. How does
the current self-critical era in art relate
to that of other fields of study? Many dis-
ciplines are questioning rigid value free
empiricism and realizing its restrictions. .
A dialogue needs to be established between
all disciplines.

The precedlng questions are important to the devel-
opment of a crltlcal consciousness for they place the ar-
tist in the position of engaging his presupp051tlon.

C - The Prax1loglcal Classroom versus Studio and
‘Historical Emplrlclsm

The following discussion can serve only as a general
introduction to the praxilogical classroom.. The praxilég—
icéi classroom would differ from the standard studio and
lecture classes:

1. In.thé place of teacher there would exist co-

ordinators; |

2. In the place of lecturer - dialogue;
3. In the place of classroom, dialogicallencoun-

ters.
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The artists as a group of dialecticians would seek
to illuminate context and seek praxis or cuitural flﬁency
arising from the illumination.
For the artist, obtaining cultural fluency is a dia-
lectical process which, simply put, consists of at-
‘tempting to affect the culture while he is simultan-

eously learning from (and seeking the accePtance of) -
~that same culture which is affecting him.°

The praxilogical coordinator would seek tdciismantle

all presuppositions that are related to studio and histor-

ical eﬁpiricisﬁ as already discussed. He would seek the
transitién from a one-sided empiricism through the intro-
duction of the holistic dialecticél wedding of theory aﬁd
practice. Thus, the praxiiogical classroom would be re-
sponsiblé fo; developing the artist's fluenc§ in praxis

through the proceés of dialogical encounter with their

context reinforéed'by vigorous criticism. This method is .

based on a dialogue as an equal exchange between artists,

thus prbducing the artist asdiacritic. The following ex~- .

ample‘is'pfovided:by Paulo Freife from his book Education

for Critical Consciousness.

_ 5% Joseph Kosuth, "The Artist as Anthropologist,"
The Fox (New York The Art & Language Foundatlon, Inc.,
- 1975), 26
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DIALOGUE

"A with B = communication

F::::::ﬁy intercommunication

:Relation of "empathy" between two "poles" who
are engaged in a joint search.
MATRIX: . . ., humble, hopeful, trusting,critical

Born . of a critical matrix, dlalogue creates a
critical attitude."5%

"And so we set dialogue. in opposition with the
anti-dialogue which was so much a part of our

“historical-cultural formation, and so present
in the climate of transition.

ANTI-DIALOGUE
A .
/l '~ over
\B = communique'’

'Relation of "empathy" in broken matrix: . . .
arrogant, hopeless, mistrustful, acritieal.

-In Anti-Dialogue the relation of empathy between the
"poles" is broken. Thus, anti-dialogue does not
communicate, but rather issues communiques."”

Toward this end, the first dimension of our new pro-
gram content would be the anthropological concept

of culture-~that is, the distinction between the
world of nature and the world of culture; the active
role of men in and with their reallty, the role of -

-55Peulo'Freire, p. 45.
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mediation which nature .plays in relationships and
communication among men; culture as the addition
made by men to a world they did not make; culture
as the result of men's labor, of their efforts to
create and re-create; the transcendental meaning,
of human relationships; the humanist dimension of
culture; culture as a systematic acquisition of
human. experience (but as creative ass1m11atlon,

not as information- storlng) . « « in short the-
role of man as subject in the world and with the
world.

" In other words, the education of the "artist as anthropo-

logist."57

The educator s task is not that of one who sets
himself or herself as a knowing subject before a

knowable object, and, having come to know it, pro-.

ceeds to discourse on it to the educatees, whose
.role it is to file away the communiques. Educa~
tion is communication and dialogue. It is not the
transference of knowledge but the encounter of
. subjects in dialogue in search of the 51gn1flcance
"of the object of know1ng and thinking. °8

The model‘suggested by Paulo Freire and inacted

' Brazile is one to be reckoned with by all educators no

in

t

‘ just artists. Perhaps if everyone were able to gain praxis .

there wouldn t be a need for artlsts any longer. Everyone_

'would be an artlst then. On the other hand, if it is

56Paulo Freire, p. 46.

57For more on the "Artlst as Anthropologlst,"
Joseph Kosuth's essay in The Fox, pp. 18-30. -

58 paulo Frelre, PP. 319 410.

see
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impossible for everyone to gain'praxis the artist is in the
position to regain his status as prophet, i.e., seeing the
future as it might be and working toward that end. .

The Hebraic scriptures are quite explicit in dis-

tlngulshlng between the Roeb who acted simply as

"seers" in foretelling the future, and the Nabi—-

the "prophets"——who sought, through their projec-

.tion of past behavior into the future, to alter

their future. %®

With the return of the "prophetic" mode the artist

would once again gain his old position as diacritic of
society. The difference between the artist today as
critic and the artist in the future as diacritic would be
engagement w1th hlS soc1ety rather than isolation and dls—
engagement..

"Prophecy" in the Hebraic tradition was paired with

iconoclaem--the breaking of icons. . . . The emphasis

is upon breaking the false images rather than put-

-ting forth the more adequate ones.?%’

Perhaps in this sensé more than any other, the

artist must become prophet.

*®Robert W. Friedrichs, pp. 65-66.

80 Robert W. Friedrichs, p. 75.
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