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ABSTRACT

This study presents a sociology of art knowledge., It explores relationships
between art knowledge and institutional structures, making visible how and
why certain conceptions of art are hierarchized and generalized so as to be
considered essential to the nature of all art. It renders problématic the
existing situation' in which the art traditionally taught in schools and
universities is, for the most part, insular and culturally singular in basis,
and examines why fhis cultural singularity persists in a society which s
culturally pluralistic. The thesis is that the university art départment has -the
monopoly on defining, legitimating, and . perpetuating this insular and.

culturally singular art knowiedge for transmission through the school system’

to all cultural and social groups.

Thevways “in which the‘ uﬁiversity effects art knowiledge aré discussed in
terms of " the uniyersity’s curricular structljring and disciplinéry'ti.es; its
social role as patron, producer, definer, legitimator, énd socializer in the
arts; and in terms of its ability to neutralize ‘“"avant-garde" attacks,
including the postmodernist incursion of pépular ‘culture into the realm ofv
"sacre.d" culture. The theoretical f‘ramework“ of thi‘s critical analysis. is a
4sociology of knowle_dg_e, and .thé materials for analysis were ob'gainéd by
reviewing 'publlir: documents on' art . programs, policy on vthe arts  in
postsécondary education, and a cross-disciplinary selection of literature in

social theory, educational theory, aesthetics, and art history,



The institutional structures and norms described throughout the study
present significant résistance to the postmodernist commitment to‘challenge
tonceptual parameters and hierarchies of art khowledge that hinder a
broadening of the cultural base of art. The' study makes imperative the
need to seriously consider this resistance if educational systems are to
embrace the artistic activities of a diverse population and if art is ‘-‘to
move into a moré vital and relevant role in society. It makes'imperative
for sociological study of art systems (which in thé past has concentrated
almost exclusively on the role of museums, galleries, critics, dealers, and
artists’ "lofts") to take into account the role of the university art
department as a primary institutional basi‘s of art knowledge, and as a

definer of cultural knowledge about art,
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CHAPTER 1
ART KNOWLEDGE AND THE SOCIAL ROLE OF THE UNIVERSITY ART

DEPARTMENT IN THE AFTERMATH OF POSTMODERNISM

Art, -as traditionally tadght in .schools and universities,I has had, for thé
most part, a singular cultural basis rooted in the "Great Tradition" of the
western European Renaissance and in western philosophical .aesthetics
(exemplified in the writing of such infiuential educators as Broudy, 1972,
and Smith, 1982, 1985). Recent writings (as evidenced in Foster’s anthology
on postmodern culture, 1983) have indicated that such a view is Iimited and
ultimately detrimental to art education, The notion of a singular cultural
traditioh is currently being replaced in some circles with a pluralistic'view
of sécial‘ and éultural foundations of art.education, embodied in work which
has been given the term postmodernist.” Postmodernism, in its loose
bluralistic sense, holdsv that there are more world views than those

embodie'd in western fine art and its modernist aesthetic

In the‘ spirit of postmodernism, this study renders 'p‘roble,'matic_'t;a_ditional
.co'nceptual hierarchies of art in education, It does this by Aexploring.-‘
relatibnships Vbetw_een art. knpwledge and institu'tion,a't struétures, particularly i
university art departments. Its method of inquiry is .an interpretive/cri_tical
one, drawing on a range of sources r)o‘t"normally found "together, to make
connections and make visible é.condition that is too often experi‘enced as.
_é facficity. Its theoretical frz.:rme‘work1 developed from general principles of

the sociology of knowledge. The study presents a: sociology"of ‘art
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knowledge-~a sociology of the cultural practices, beliefs, and myths about
art, as well as the formal art methods and art concepts typically taught in
schools and universities, The maferials for its critical analysis were
obtained by reviewing research studies of artists and their development,
public. documents on individual art programs, policy on the arts in

postsecondary education, and a cross-disciplinary selection of literature in .

social theory, educational theory, aesthetics, and art history,

Why must a sociology of art knowledge, or any approach that takes up the
postmodernist cause of exposing and dAisengaging hidden values and
assumptions of older categpries of fine ért, take into serious. acco.unt the
university art department;? The thesis is that the university art'depértment
Has - the moﬁopoly on éstablishing and perpetuating art knowledge for
transmission through the school system fo society. The university art
department is the institutional- and -cultural basis- of art knowlédge in
western soﬁiety. It defines cultural knowledge. It defines artistic reality.
This function becomes of. critical concern tovpostm.odernists when _combined»
with the second thesis: nowhere have the traditional conceptual hierarchies
of ért that exist in western >s\o'ciety been at once rﬁoré powerfuf and more

subtly disguised than in the university.

Behind the assertion that the ‘university art department is the institutional .
basis of art knowledge are several institu_tiohal relationships . between
universities and art knowledge. One is that compartments of knowledge are

framed and maintained by the departmentalism of -universities, Second,
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university art departments are the occupational base for most art teachers
in schools, That is, art teachers take into the school system' the specialized
concepts, skills and ideologies that gov aléng with being an artist, which
they aquired through their BFA, 4or similar art degree programs., The
university art department organizes those rites of passage, those effective
forms of socialization into that small spéciali'zed‘ subculture in which certain
art knowledge is perceived differently and valued to a greater extent.than_
it is in society at 'Iarg.e_v Third, university admission 'and graduation
requirements directly influence ‘course offerings in secondary schools., The
school curriculum - seems to be organized in terms of the nature of and
relative priority givenvto differing curriculum' areas in _universities (Apple;
1979). Fourth, because many art critics, art historians. and 6ther art scholars
. are situated in university art departmenfcs, their development of theory and
idéas about art is bound up with university processes and structures, The
values they 'bring to bear in aséessing or reseérchingv individual wofks,
bart_ists, or styles ultimately afféct reputations in the art world, Thesé
.aesthe_tic values become part of the students’ knowiedge ofr art and, in
turn, affect their actions, including what visual images they 'produc'e or what
careefs they strive-for,'F,ifth, becausé of the vast economic éupport of -the
arts within. North American universities, especially during the -196051 and
early 1870s, universities have assumed the role of patron of the arts. They
exert. influence':on.alrt knowl.ege in much th.e r'same way as ha\j/e dealers,
galleries, museums, the‘ earliér ‘systems of_vcommissions from ‘i,nAdividual
aristocratic Ipartons,' or exhibiting in - eighteenth and nine..teenth*century

European Academies.
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Universities significantly affect art knowledge also in their predictable
ability to absorb and eﬁpty originally oppositional art styles of their
subversive qualities. Originally oppositional, modernism is now part »of .the.
accepted culture.? The once scandalous modernist paintings by Picasso are
now part of the canons taught in schools and universities. Once established
in schools and universities, a style or aesthetic comes to be regarded as
classic or academic by a new generation of artists and writers on art, Put
another way, the point in time when modernism lost its subvérsiveness is
the point in time When it - became institutionalized in ‘schools and
uni.vversities (Jameson, 1983). Does it follow that postmprdernism will lose
" its emancipatory potential to shake up older. categories of art knowledge at
the poiht at which it. is incorporated into the university curriculum? Can a
broadéning of thé cultural ,vbas'e that postmo.dernism‘ demands ever be
possible in-.art study within institutions which have - traditionally “ had a
vested interest in preserv_ing- a realm of _high or '"sacred" _cultufe against
the surrounding environment .of "kitsch" (Greenberg, 1961) "sch.lock.", and the
"philistinisrﬁ of . .. TV series‘a.nd Reader’s D/geSt culture" (Jameson, 1983,_ ]
p. _.112)? Is the art institution ever likely to accept poétmoderniéms that

inciude

that whole [andséape of a_dvertis,iﬁg and moteis, of thé Las Veggs
strip, of the late show and Grade-B Hollywood“film, of so;called
paraliter.ature with its airport paperback c‘atego.ri‘es of the gothic -
and the romance, the pbpular .biography, the rﬁurder mystery and
the science fictioﬁn or fantasy novel,‘ ;I'hey n;a longer "quote” such

"texts"” as Joyce might have done, or a Mahier; they incorporate .
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them, to the point where the line between high art and
commercial forms seems increasingly difficult to draw, (Jameson,

1983, p. 112)

Not surprisingly, postmodernist challenges have so far been less than
effective in significantly changing the cultu'ralb base - of art instruction,_
Warhol’s high—préfile attempts to broaden the boundaries and blur the
distinction between commercial and fine arts are now taught as “"classics",
Even many punk art forms have been- absorbed within the univérsities’
self-appointed role of Vsupporting developments perceived as b_eing on the

frontiers of knowledge,

While it - has yet to - be seen if ‘a more eXtensive_'_incorporati'on _of
posfmodernist art forms into the university curriculum will be effectéd and,
if so, what .it might look Iike, another-manifestafio_n of the postmoderniét
shift. is éurrently ‘operating out of universities, I_ncreasingly within‘ the last
fifteen yeérs, a 'type of discours.e; a new "contemporar.y'fheory" (;Jam.eson-,
1983, p.‘ 113), has been éoming out of departments ‘of sociolog?,
anthropology, art history;‘film_ studies, Iiterary' studies, énd modern 'histojry.
One of the more recent additions has been {he _serious c':halllenge'rriounted
by .several art educatdrs "against .‘ the- dorﬁinance and unc‘ritical accéptahce
within elementary -and secondary schools of the traditional bculturally
singufaf subject matter of art instruction, as witnessed in the founding of
the Cauc&s }’or Social Theory and Art Educat/'on and the J‘odr'na/ of

Mu/ti—Cu/tura/ a'hd Cross-Cultural /ssues' in - Art Education. Educators of this
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persuasion describe art education as including the study of popular, folk
and ethnic . arts, mass media, the built environmenf, and other visual forms
that lie outside ér on the fringe of the dominant tradition, Popular films,
quilts, weaving, television advertising, and housing design, are all seeh to
have a valid place alongside expressionist painting and Renaissance
"masterpieces” in the dialogue of art. Bersson (1982) and Nadaner (1983)
have stressed the educational and social implications of the increasing
proliferation and penetration of society by the mass media and popular
“culture, Rath_er than accepting all visual forms within popular culture and
mass media as equally-valid for study,v they advocate that educa.tion in art
should assume -a role of social criticism and social _refor'm, The
p.roliferation of visual forms in which the message is often militaribstic',
'clas'sist, racist, or sexist? demands critical inquiry and critical understanaing
on the part of chiI_dAren and the. public. Education must no longer limit - its
subjécts of study to those which have been sanctioned. by western elite -
traditions, But ne.ither; can it depend on_the existing modernist: aesthetic as
a model of criticism. Itv is not enough to simply be able to: identify the
color and texture _relationéhips in a magazine or television advertisement
that ‘uses. sexual imagery to sell luxury cars. What is requfred is the
identification _of the social ‘context, ‘the_ cultural values of the targetted
audiencé, the value vsyster‘n‘ underlying ‘the .wdrk, the so.cia.l and cultural
implications of this value: system, the language _of de_l.ivery. and its

- relationships to the meaning of work, and so on,

Other art educators within the postmodernist discourse (Andrews, 1984;
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Chalmers, 1984; Stanley, 1985, for example) take a different. embhasis_ For
them, pluralism necessitates broadening the boundaries to Ainclu.de the study
of not only the popular culture and.rr.mass media that reflect th;e dominant
culture, but the visual forms of many cultures., They believe that in &
society in which several ethnic groups exist, a multicultural approéch to art

study helps dissolve ethnic stereotypes and cultural misunderstandings.

Such sociologically based 'challenges to - the parameters of existing  art
knowledge in schbols may offer some insight  into  art stuﬁy in
postsecondary institutions, even ';hough pérceptib'le change in the cultural
base of art instructrion in school classrodms (Chapman', 1981; Muth, 1985) *
has been no greater than it has been in uni'vérsity art studioé_ What ié
more dis_turbing t'hanka Iéck of change is that contemporary Change could
very well be 'toward., rather than against, _intensification. of  the exis.ting
singular c,ultux_'al basis,‘An example is the f'ecent highly érganized promotion
in the United States of the w_ealthy, J. Paul Getty. Foundation’s
"discipline-based" rﬁodel of art instruction, Discipline-based models - have
b.een' used in Canada in several_ local curriculum ‘guides (for example, the
British .Columbia e/emenfary fine arts curricu/um. guide and resource book,
1985). Compatible with what occurs in. general education, this curriculum
f’nodel, in its original form, _is based primérily 'on_ sequenced, academic
étudy of "Iegitimated"-hastér Works of the "Great T_radition". Furthermoré,
it is modelled on the traditional unfversity—based 'fihe | . arts
professions—--those of the art hist‘or‘ian, the - aesthet.ician, the artv critic, as

well as' the artist; it does .not adequately incorporate the sociological or
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the anthropological study of art, for example, which carries critical tools

_for looking at art inclusively rather than exclusively.

As academic content assumes a more prominent role in art study and as
art educators continue fheir efforts to raise the level of al.'t knoWIedge in
mainstream, pluralistic éociety, the critical co‘hsideration of the .parameters,
social functions and institutional basis of the art knowledge promulgated in
edu’caticn becomes of increasing concern, Consideration of these .
sociological factors, especially the interrelationship of art knowledge and
unive_rsities, becomes even more imperative, if we accept the thesis that
the university art department = has the monopolyb on defining. énd
perpetuating art knowiedge for transmissioﬁ, through the "school system to.-
the public. It is unlikely " that cha_nge in -art education in schéols and,‘
confingently, changé in the attitude of the,bublic -toward' art is likely to
occur withéut some kind of simultaneous change in art instruction in
universities, But as vyet there is littie indication in the literature of any
major efforts towards, -or even concentrated discussion about, change _in
university -art ‘instruction, in fact,-rese'arch’ and information concérning the
general subject 6f art instruction at the postsecondary level is sparse and
sporédicﬁ Of what littie the_re- is, most either" paints a psychqrhetrié portraif
of art students (Barroﬁ, 1972; Getzels ‘& Csikséentmihalyi,' 1976), their career.
éttitudes.‘ and professional Vdevelop.n.went "(Adams & Kowalski, 1980;-Madge &
Weinbérger, 1973; -Whi_fesel, 1980), or their painting. styles (Montalto, 1983);
dr, in earlier decades_,‘endor_ses the place of fine - art 'co’ursevs in éeneral

university ed.ucatio'n (Dennis & Jacob, 1970; Griswold et al, 1965; Mahoney,
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1970). There is a distinct lack of literature that questions, as this study
does, the premises of the institutional and knowledge structures of art
instruction in  postsecondary education from a critical so_ciologica|
perspective or in light of the issues surrounding postmodernism. Research
which most directly addresses the relationship between art knowledge» and
institutions is foUnd within the sociology of art.* However,-these who have
developed accounts of art systemé (Albrecht, 1968; Becker, 1982; Manfredi,
1982; Simpson, 1981; Wolff, 1981b) either neglect or give merely superficial
mention to the social role Qf postsecondary .art institutions in their proper
but almost exclusive concentration on the influence of critics, dealers,

galleries, museums, and "lofts" upon definitions . of art and, ultimately,

attitudes about education- in art. Given the role of posfsecondary_education
as patroh, protector, definer, producer, and educator in the arts, this neglect
is unwarranted. By showing how u‘niversity 'art‘ departments. play_. a . .
significant role in defining, legitimating, and ktransmitting art knowledge, this
study attempts to add a key piece to the incomplete sociclogical account

of art systems .and art knowledge and, ultirhately, to  suggest future

directions for art study in the aftermath of postmodern’ism,

Whilev cemmitted to t‘he_ search'.for adding. to our understanding of "art.
systems, there is a political. _position embodied in 'thisv study _which
embraces and defends ethical ideals of a society of.indivi_duvals' who
"respect, revere,' and celebrate individeai differences and cultural diveréity"
'(Blandy & Congdon, 1987, p. 2)_vSuch a . society cannot. be realized unless

its educational systems honor and provide for the artistic activities and
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contributions of a diverse population, The agenda o.f this- study is clear: to
make visible that which impedes this ideal. The . study argues that the
traditions, norms and institutional structures df universities ~present
resistance to a genuine broadening of the cultural base of art, A thorough
recognition 6f this resistance and the ways in which it impedes or
dominates is the first step toward reform, Individuals»cannot change that

of which they are unaware,

NOTES

1 The theoretical framework remained malleabie throughout the process
of critical analysis, It was reworked as the complexity of the issues
increased with the gradual collection of information and. with the
organization of ideas. Although a focus developed as materials were
collected, the research was .not approached to ‘accept or reject a
hypothesis. Rather, the research was conducted inductively, To use
Bogdan and Biklen’s (1982) analogy of qualitative research, the process
of inductive analysis is like a funnel. Things are more open at the’
beginning or top, and more directed and specific at the bottom.

The resultihg theoretical framework of the study and the organization
of chapters is summarized at the end of chapter 2.

2 Unless indicated otherwise, the term ‘"culture" is not used in this
study as it is often used in ordinary language. An individual of
culture is popularly described as one who, 'in the words of the
American anthropologist Clyde Kluckhohn (1948 - p. 29) "can speak
languages other than his own, who is familiar with history, literature,
philosophy, or the fine arts." That North Americans .speak of going to
university to become "cultured" or that they refer to the fine arts as
"high" culture as opposed to  "low" culture, promotes a conception of
fine "art as the domain of a privileged -social class, It is a conception
that constrains peoples’ perceptions, interpretations and behavior, and-
affects - the structures and functioning of  organizations, including the
institution- of art instruction in postsecondary education. This issue is
dealt with further in chapter 3 'in discussions of "cultural capital” and
"high status- knowledge". : '

¥ John Berger (1972) would say that the fine arts lead the Way in
- conveying such messages. : :

4 One .reason "why  change overall in art instruction in .classrooms has
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been almost imperceptibie is that for classroom teachers, teaching art
has consisted of picking up examples of formula "school art" or free
self-expression activity from their own teacher education in art, rather
than, for example, the critical discussion of art in society. A second
reason has to do with the institutional structure of schooling being
such that it is difficult to move away from the conventional model in
which the production aspects of art have functioned for students,
teachers, principals and parents as a desired and expected relief from
the academic school routine (Efland, 1976)

This lack of research has been ascertained by surveying literature
within the general areas of art education, visual arts, and sociology.
This survey included a computer-accessed ERIC (Educational Resources
information Center) search,

The sociology of art as .a scholarly tradition and body of knowiedge
dates only from the mid-sixties, with Arnold Hauser’s (1959) study of
‘the social history of art. Yet, its inguiry into the nature of art as a
social entity is rooted in Marx’s systematic analysis of society and
theory of ideology,



CHAPTER 2

ART IN THE SOCIAL ORGANIZATION OF KNOWLEDGE
THEORETICAL FRAMEWORK: THE SOCIOLOGY OF KNOWLEDGE

Formal educ.ation'lin art, .or in any endeavor, deals with the selecti.on,
management and transmission of knowledge. Knowledge is structured so.that
some is "intentioned" knowledge, a term used by Esland (1971b, p. 84) to
describe what a society considers important aﬁd purposeful knowledge.
vOther knowledge is considered spurious, or peripheral, or is totally
overlooked. The formal curriculum of schools and . universities is made up
of a set of arrangements of intentioned knowledge, or‘what a society
" considers important and plurpo'seful knowledge_' The selection of this stock
of knowledge is less an intentional 'maﬁipulation of minds by educators
than it is a process of selection b.ased' on what is taken to be the
significaht pasi, the tradition, By looking at art as a specialized discipline
of curriculum knowiedge, we can consider how that one collection of
knowledge is selected from én almost unlimited number of conjbihétions,
and' why it is considered important enough to be transmitted throughb the

school system to society,

Some Dbroad theoretical groundwork in the - sociology of "knowledge,
especially knowledge appropriated for education, is sketch'ed' out in this
chapter "in order to facilitate the more particular task 6f ’understanding why

we. have the highiy spec.ialized and insular. forms of art study that we do.

12
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The intent is -to facilitate an understanding of the mechanics of art
knowledge, the _sécially accepted rules, assumptions, and institutional
mechanisms that make certain traditions and conceptions of art“important»
and others relatively. unimportant, 'l;he sociology of knowledge puts up for
question.ing.knowledge- that may otherwise be taken as fixed, pr_edetermined,
and statically hierarchical. This study does .not treat fine art‘ kﬁowledge as
an unquestioned virtue sahctioned by tradition. Nor does it question whether
art knbwledge is socially produced, but rather in what ways an‘d to what

extent,

This chapter sketches‘c.aut the general nature and organizbation of knowledge,
first, in broad theoretical terms that describe the disfihctions ~ and
relationships between formal educatiénal knowledge and thé knowledge . of
the everyday world, and next, in tel;ms of "the 'okganiza_tion of. forfnél
- educational knowledge. cons'gituting the .curricula of most ‘North Amefican
schools and universities, From tﬁié framework -of the organizétién of
knowledge, some concepts and-basic.'lcheoretical principles ‘a‘s they might
apply to art kno'wledge in particular. ére. derived as a basis for the basic
arguments .in subsequ‘eﬁt chapters.‘_Of partiicﬁlar in.téfest is the >strength'and_
‘extent of méintenance “of the .b‘oun:dariés éf 'knowledge' categorieé, for, this,
it will _bé'argued, determirvme’s not on!‘y What' counts. as‘.art‘k'now|edge,‘but‘
va!so the} Status -and legitimation of‘var.bt knowledge in,educafién and society,
and, subsequently, its a_bility to perp_‘etuate itself in th.e face of- changing

social circumstances and postmodern challenges,
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The social construction of reality

The term "arf knbwledge" is" used in this study to‘represent notb only ;ch‘e
art metHods and art concepts which are formally taught during class time,
but all forms of thought involving art. The kinds of cultural practices,
myths, .values, norms, resourcés, s'vymbols, beliefs * and attit'udés that are
selected and organized within sc'hools and university art departments can be
conéidered as .art- kvnowledge, Such broad coverage is consistent with an
attempt‘ to chart a framework of the nature and orgahizatibn of k‘h’owledge_
and_ihtroduce, in the most general .terms, the ‘position of ért kndwledge

within it,

In the sociology of knoWIedge' literature, the term "knowledge" has been so
broédly conceived that it has often come to - be equated with the term

"culture”, As Robert Merton (1957) notes,

Not only the exact sciences ©  but ethical convictions,
epistemological postulatés, material - predications, synthetic
judgements, . political  beliefs, the categories  of 'th'ought,k

" eschatological ~doxies, moral norms, ontological assumptions, :and
observations of empirical fact are more or less indiscriminately

held to be "existenfially conditioned." (p. 467)

For Berge'r and Luckmann’ (1966), the so;iblégy' of knowledge must concern

itself with such a broad array; it must 'conc;ern itself with whatever pass’es'

for' "knowledge" in a society, regardless of its ultimate validity or -
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invalidity by whatever criteria!, The sociology of knowledge must se>ek to
understand the processes by which a// human knowiedge is developed,
transmitted = and maintained | in social situations,  such that the
taken—for-granted "reality” of the "man in the street" 'is understo’od, The
sociology of knowledge is, for Berger and Luckmann, concerned .with the
énalysis of the social construction of ‘“reality”. This i‘s where their
understanding. of the field differs from what had'generélly beenlmearv]t-
since the term for the field "the sociology of knowitedge" was first coined
in 1924 with the prlication of  the Germaﬁ philosopher Max Scheler’s essay
';Probleme einér Soziologie des Wissens" (Scheler,” 1960, cited i_n Berger &
Luckmann, 1966), For Bergér and Luckmann, and for this study, "ideas" or
theoretical thoug‘ht :s only part of the sum of what passes for knéwledge
or what is "real" for _fnémbers of a society ih their everyday lives.
Theoretical formulations of society, whether they be '» scientific, phiiosophical,.
mythical, or aesthetic, do not exhaust what members of a society "know",
It is "the social .construction of reality" that must instead be the céntral
foﬁﬁs for the -sociology of kn.owledge, becauée this is What constitutes the

fabric of "'meanings in a society by which that society acts.

Berger and Luckmann‘ admittedly owe their redefinition of knowiedge fo
Alfred Schutz, Schutz’s (1962,.»1964) field - of vincjuiry wés "the st‘ructure of
the cohmonseﬁse world of eve.ryday life, His‘_focus was a_vphenorﬁenology
of the ne.:tural' atfitude or, i‘n o.ther"\)vords, the di'scbo‘vergl in fl_JH depth of
the presuppositioﬁ.s,'str'ucturebs and signification of the»common-sen‘se world,

Although'he did not elaborate a sociology of knowledg’e'per se, he did
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state that the sociology of knowledge is misnamed and should focus on

all typifications of "common-sense thinking"?

Common-sense thinking occurs, as Schutz (1964) writes, in this way:

We rely upon the fact that our fellow-men will .react as we
anticipate if we act toward them in a specific Way, that
institutions such as governménts, schoolks, courts, - or public
utitities will function, that an order of laws and mores, of
religious and political beliefs, will govern the.behaviour of our
fellow-men as it governs our owﬁ, In terms of the social group
we may say with Scheler t'hat_ any in—group‘ has a relatively
hatural concept of the world which its members take - for granted,

(p. 121)

There is a zone of things taken-for-granted that, at a given time, does not
seem to need further inqguiry, even though we do not have a clear and

distinct-dnderstanding of its structure,

The fact that we do not understand the Why and the How of.
their working and that we do not kn'ow'anything ovf. their origin
does not hinder us from dealing _undisturbed with sifuations?
things, and persons, We use the most complicat_ed gadgets
prepared‘ byv.a very. advanced ' technology without knoWing how
the contriyancés work‘ . . . The man in the street has a

knoWIedge of recipes indicating how to b_ring forth in'typical
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situations typical results by typical means (Schutz, 1964, p. 120).

Schuti contrasts, on the _one‘hband, the "man in‘the street” who has a
working knowledge of many fields with, on the other hand, the experts’
knowledge, which is restricted to a Ilimited field but therein is clear and
distinct. According to Schutz, all our pbssible guestioning of the unknown
presupposes the existence of and arises only vwithin - a | world = of

taken—-for—granted things3

~The term "art ‘knowledge“ is uéed in this study Iin the spirit of this broad
definition of knowledge addressed by Schutz and detailed by Berger and
Luﬁkmann.,‘ But there is 'another. reason for looking first to Berger and
.Luckmann’s sociology of knowledge that .is critical to the thesis: With the
distinction these authors make between the formal "experts’ knowledge" and
the taken-for-granted knowledge 6f ever‘y:day féalyity there is a distihction
in status; Knowled.ge in the former sense, the senée normally conceived bf
in everyday terms aé having to do with. "truth", sch.olarship or Wisdom as
pursued in avcadc_emic institutions, signifies thought_ forms which are "of hi‘gh
status, Possessing such knowledge is thought to-.represer;t a desirable and
privileged status for an i‘ndividuél, one which is diétinguish_able _from a state
of ignorance, Furthermore, those who possess knowlbedge of this sbrt are
considered authority figures; :theyb défihe and ‘Iegitimate the .behavior and
experiences vof otheré_ For exarhple, mérhbers o.f- the’ u}ppﬁgr'ranks of . the
church have long maintained the right't_o defiﬁe .wh'at a "state of .grac_e“ is

and what the nature of sin and salvation is (Berger, - 1969). Likewise,
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professionals who teach fine art in postsecondary institutions and in
schools are  involved in defining for their students the range of art
experiences thought appropriate to them., Art teachers are socially
designated experts in matters of art knowledge, They abssume a professional
mandate to impart wisdom and truth, to define artistic ability, and to
assess and categorize students, The conceptual disjUnction between the art
professional and the layperson untutored in the fine arts of western high
culture confers legitimacy upon art teaching and learning, and affects the
extent to whicﬁ such art is defended, insulated, and lmain"(ained by its

exponents in education,

Fine art knowledge as a finite province of meaning in .the macrostructure of -

knoWIedge

Given the dist.ith'ion betwéen knowledgé in the every’d.ay Wofld and what
Schutz termed "expert" knowledge, in what ways 'are‘thé two related? in
what way is the specialized art kn.owledge typfcal  of art 'departménts
related to the - "common stock" of knowledge outside tvhe specia!izéd fine
art world? According to Berger and Luckm,ann’ (1966), tHe relétionship ié
thié: When compafed to »everyday._ reality,ﬂ all other. realities appear as
b"finite provinces of meaning, enclaves ‘within the paramount reality marked
by . circumscribed m,eénings “and modes of expériencé" (p. 24). All such
"finite prdvinces of meaning" . are charactérizved by,'a turning away of
atteﬁtion from the reality of everydaykllife,' While there are, of 'course',

shifts - in attention within everydéy life, "the shift to a finite province of
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meaning is of a much more radical kind . . . In the context of religious

experience this is called ’Ieap'ing’" (p.25).

Art, in the western high culture sense, is one such finite province of
meaning in which "leaping” is of  a radical kind. The leaping that takes
place between aesthetic experience and the world of everyday experience is

illustrated well with the case of the theater,

The transition between realities is marked by the rising and
falling of the curtain, As the curtain rises, the spectator |is
"transported to another world," with its own meanings and an
order that may or may not have much to ‘do with thev order of
everyday life. As the curtain falls, the spectator "returns to
reality " ‘that is, to the paramount‘ reality of everyday . life by
com.parison with which the reality presented én,the stage now
appears tenuous and ephemeral, however vivid the presentafion'

may  have béen a few moments previously, (p.25)

“ Berger and Luckmann’s nétion that t.he reality of éverydéy life retaihs its
paramount status even as ’such. leaps take blace follows _fro,.m- Schutz (1964,
b. '124), who wrote, "It s the zon.e ofA things taken for. granted within-
.which we have to find our beaﬁngs,"_ So, althéugh some art experiences
may involve lleaping from" everyday reaAIity_, ‘they rerﬁain'an "enc_lave" within

‘everyday life rather than of their own discrete reality. *

Berger and Luckmann’s -treatise about the paramount status of the reality of
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everyday experience is a reminder that artists, even- those who, in the
tradition of the Roméntic movement, hold the "purest" artistic _inténtions
and claim ind.ifference to the public by not wishing to recognize obligations .
other than the intrinsic -demands of art.istic production, live in the reality of
everyday life. ldeas about art and artistic activity as well aé works of art
are formed in a context of public definition, no matter how"exclusivbe this
public is, It is in these terms that the artist is defined and that the artist
defines her or himself (Bourdieu, 1971). Much of the writing on art and
- artistic "creation" in the past has, however, addressed fine art as if it was
an autonomous realm that transcends the. social world or as if it was
impervious 1o sociological ‘analysis and its attempt to situate art in- ‘its
context, Sociological analysis, such as the sociology of knowledge and the -
Marxist and phenomenolo_gi.cal approaches from which it derives, has»bee'n
successful in exposing many of the hidd_en"a'nd -"sécred"_ assumptionbs-, in
what we now identify as the "Great Tradition" of fine arts. A basic tenet
of. the sociology of knowledge is that knowledge is soci.ally préduced and
socially defined, Art knowledge of _aﬁy sort i_s no excéption_. * Individuals
construct their reélity_ rather than discovering a reality which is somehow
fixed_ and ifnpermeable, Knowledge .is not, contrary to common assumption,
something extérnal to the ihdividual, something _fixéd, predetermined_; or even
-,cémmodityj-like, Rather, . knowledge ‘is fundamental = to van individual’s

experience of everyday life. In this broader view,

knowledge is seen as permeating .the entire ‘*fabric’ of a society -
through the consciousness of its members, and as providing the

 frames of reference by which all individuals -organize their lives.
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All action is, therefore, grounded in knowledge--people act on
the basis of what they take account of--that is, what and how

they interpret, (Estand, 1971, p41)

The broader definition of knowledge, like that put forward by Berger and
Luckmann, reminds us also. that the finite provinces of meaning, vthe.
~ theoretical knowledge thought to be the domain of the "expert", -accounts
for only a small part of the knowiedge '"in use" among individuals in
society, And the art knowledge expropriated for education accounts for an
even smaller amount, Practical. and-,immediate>probiems constitute the
majority of»our everyday knoWIedge, For most étudents, this art knowledge
remains external 'to‘ their exberience, Little felation exists between the
knowledge - found in education and . the r'eélity of their own .daily lives,
especially - given the diversity of their socvial and cultur_al bac'kgrounds in
contrast to the cultural exclusi\-/evness of: art knowledge typically taught in
schoqls and universities, This art' knowledge wi“, for most, never be
actualized és their own reality but will remain that qf the art teacher or-

the artist,

For stUdents_.specializing in finé art, on the other hand, |t is mﬁch more
Iikély- that fine art knowledge Will coﬁstitute _their frames of_ reference,
Their .- specialized art khowledge vbeco.mes integréfed with = their everydéy
knowledge. This specializevd province of meanfng becomes such an important
‘part of their cﬁlture that it ofterﬂ-.creates for-theﬁ\ an identity in .which

: their everyday actions and beliefs are based, Helen Muth (1985) writes that
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art evducators (or for that matter artists, art historians, art stqdents, and
others specializing in fine art) have "dual identities": one within the
everyday reality of their respective cultural alliance, and one within the
specialized discipline-' of fine art. "Discipline knowledge", the term she gives
the latter identity_ component,_ is acquired through formal training in art,
Though rooted in an evveryday culture, the ‘a_rt. professional has developed a
world view that is discipline-oriented, "Discipline knowledge becomes the
tool and the critéria [sic] to address all sorts of issues whether within the
province of the discipline or not" (p. 28). Discipline knO\'NIedge. becomes a
criterion for ‘"cultural knowledge”, a- term used by Muth and others¢ to
describe a knowiedge domainA "that is more diver‘se_ than discipline
knowledge and which is embedded in various symbol systems, artifacts, and
cult‘ural institdtions' of an individual’s everyday worid, Once an individuall
becomes a member of a discipline, the discipline haé an organizihg effect
‘on ‘the individual’s way of thinking: "lts distinctivé mode of thinking is not
. restricted to problems which fall within the discipline itself. The discip.line
t.hus becomes an integrated part of a person’s psycholog‘ical envifonfnent"-
(Muth 1985, p. 33). The notion of _discipline knowledge shaping an
individual’s ide.ntity i‘s a general theoretical explanation that»fi_ts particularly
well with descriptive studies of fine art istudents (éhapter_ 4)bw_he‘rei'n the
.overriding feéling is that‘."_art is life" o_r' that "art _is a way 6f being-

 outside society" (Ridgeway, 1975).
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Knowledge boundaries and university departmentalism

The ektent to which a discipline of knowledge becomes an integrated .part‘
of an individual’s ideﬁtity andbaffects that individual’s beliefs, values and
routine actidhs in everyday life is related to the structure and social status
of that knowledge discipline. VO.ne useful‘ way to think> éboutv a‘nd‘discuss
the structure of -a discipline of knowledge and its status vand relation to
'o.ther knowledge doma‘in-s is- to describe knowledge in {erms “of its

boundaries, their nature, and the way in which they are maintained,

Knowledge, especially that which is appropriated for edﬁcatiohal knbwledge,
is. bounded, differentviated’, and structured within, Often the.se'-b‘oundaries
correspond. to‘ boundaries of social frémeworks, éuch 'as' university
departménts, research specialities, or professions .(Holzn‘er; 1983). Such socvia’i
frameworks . and . their'. z.atte'nd_anf social. valﬁes shape _énd' Iimif What '
‘. knowledge deain§ are. cons‘i_der'ed felévant and which are periphéral,'
distrusted._ or fejected, Understanding the . nature -of art knowledge in
educatioh and society requires.’recognition ofi thisv basic 'relationéhip b'etweeni
knowiledge bbqndariQS‘and inst‘itutic}ns,b Pri.nciples_ “of knowlédge boundaries
will be r‘éviewed as va "theoret-icé.tl _Easis for argping in subsequént chapters _‘
that.the nature énd maintenéhée v;mvC boﬁndéries félates to the. légitirﬁation
and stafﬁs of art knowledge (cr.lépterb3j and to fh? 'stn"ength of commitfnent _
to the 4artistbic idehtity‘_ and the ‘d‘isc"ipline -of "f_ine art '(chaptef 4). The
mechanisms for acquiring and maintaining Ieg»itirﬁation‘ and vfor" developing a

follbwing of recruits in art are. important to the -art department’s capacity
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to maintain traditional insular conceptions of art. knowledge in a pluralistic

environment,

A set of principles of educational knowledge boundaries was developed by
Basil Bernstein (1971), a British sociologist of education, Bernstein

developed his framework in an abstract way, with the 5uggéstion that

we can go into any éducational,institution and examine the
organization of time in terms of the relative s.tatus éf contents,
and whether the concepts stand in an open/closed r’elatiohs'hip to
each other, | am deliberately using this very abstract language in
order to emphasize that thefe is nothing intrinsic to the relative
status of various- contents, there is nothing intrinsic to the

relationships between ‘contents, (p. 48-49)

A key. concept in Bernstein’s analysis of the nature of ’dif‘fé‘ren;(iation of
formal educational knowledge is "classification"’ ~ "Classification” is a
’vbounda_ry' maintenance :t‘:oncep.t_: - it refers to the relationship' between
knowledge categories 6r curriculuvm contents and the wa;l/ in -which they are
differentiated. To state Bernstein’s principle of classification simply: Where
‘classification is _s_trong,‘boundaries .are strong énd contéhté ~of knowledge
are relatively pure (unmixed). Str_o‘ng boundaries insulate contents from each
6ther, A knowledge area, which may be thought ‘o.f as a sort of conéeptual
box, stands in a closed relatio‘nsﬁi'p to other content areas. There is Ii-t;t'leb
confusion about which bits | of knowled'ge fit in  which box. Where

boundaries  between contents are weak ‘or blurred, in the other extreme,
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insulation is reduced and the relationship of contents is open, permitting a

mixing of the contents of the boxes,

vThe strength and nature of boundaries can be thought of not only as they
might occur between specialized knowledge areas, as in the case of the
traditionat school curricutum, but between spe’c_ialized knowlédge areas and
commonsense or everyday knowledge, Insulation between _"pure". and
b"applied" knowledge is most likely to be strong (Bernstein, 1971). in the
case of art .knowledge, this does not seem surprising, given the autonomy:
or lack of relatedness- typically perceived between the worlid of everyday
life and the. finite province of art discipline knowledge typicallvy t_aught in
" schools ahd universities., A strong allegiance to either the idéntity bf the
fine artist or to the applied artist ‘is 'to be expected,b This is confirmed- by_
evidence from studies of. art students wherein -allegiahce to the ffne arts
ideal i>s so strong that, according to one researcher (Griff, .1964,‘ 1970), Jit
acts as a mental .block preventing fine art students. »from.vswitching

allegiance to the applied. arts (chapter 4).

Operating on the strength of. boundarieé; Bernstein identifies two stfuctural
typesbof; educatio‘.nal curricul'a; "collection ‘co‘des"vand "integratgd codes." A
collection code refers to any organization of e.ducational.'knowlédge in’
which the'coﬁtent_s are clearly bounded and insulated _frbrh each other and
_.stand in a closed relation to each other, Knowledg‘e inb a collectiqn code
ténds to relate oﬁly minimally to everyday experience. With curricula of an

integrated code, on the other hand, the strength of boundaries is reduced
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and the contents stand in an open relation to each other and to

common-sense knowledge,

Attempts to impiement integrated code curricula -are sometimes found at
the primary school level where, with only one classroom teacher
responsible for almost all subjects, thematit: dr cross~disiplinary approaches
can be more readily implemented, Such approaches, where they exist, tend
to blur boundaries more than does the cotnmon practice of teaching
distinct subjects in distinct biocks of time, In secondary and postsecondary
education in western society, the curriculum is genverally of the collection
type. Subjécts,\includ}ing art, are typically taught as parts of a package
made up of distinct specializatiohs, Thta day is divided into: units of time,
and knowledge is. organized according to this time schedule, TheAtime
allotted  to the subject usually indicates the educational worth attributed to’
it. (As known so ‘well, ih many .schools:art is allotted a small unit of
time on va Friday - afternoon, often to be replaced by field tribs ahd

Halloween parties.)

'Thevstiject areas. of thé collection code are defined and maintained by the
departmentalism of universities, Thé uniQersity department is the knowledge
base and the occupation.alvba'se of teachers ivn both schools ahd uniVer.sities
in the sense that teachers have .been trained in, and university prof»essors
aré "experts" in, a particular discipline of knowlege. defined by é‘ tradi.tion
of research and teaching activities of a university department, Whét .also

works to maintain discipline boundaries is that administration processes
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-such as the allocation. of funds and staffing occur on a departmental basis,
The structure of knowledge which is presented to students is the structure
in which it is organized within educational institutions, Bernstein (1971,

p.106) states:

Social order arises out of the hierarchal nature of the authority
relationships, out of the systematic ordering of differentiated
knowledge in time and space, out of an explicit, usually

predictable examination procedure,

The collection code generates a - power system within . educational
institutions (Blackledge & Hunt, 1985) in which the department head can
affect knowledge ofganization-to a far. greater exteAnt than  students. With
integration codes, on the other hand, the teacher/student power structure
shifts toward cooperatioh, as teachers make 'decisibns about knowledge and

teaching in conjunction with students:

-Educatiovnal knowledge - that is -distanced from e\)eryday knoWIedge and
bpackaged in 'a_ c‘.ollection code tends to b.e experienced as- a facticit.yv_
‘Knowledg'e becomes sorﬁewhat like an objecf or commodity .in that it is
advertised as external 't"o the individual, .fixed, predeterm.ined, valu‘e-_free; and
évailablé to anyqne‘with the motivafion and {inﬁe, In actual fact, it is more’
.Iike' briVate property to which only a few Ihave access.  Berger and“
Luckmann ~describe the objectiQe; quality ‘of knowledge an.d, in ‘a more
genefal sense, the appr'ehension of all human phenomén_a that have been

categorized or classified,‘With’the term . "reification". Reification is an
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extreme step in the process. of objectivation "whereby the objectivated
world loses its cqmprehensibility as .a human’ enterpriée and becomes
fixated as a non—humanizablé, inert facticity" (Berger & Luckmann, 1966, p.

83).

Reification is the apprehension of human phenomena as if they
were things, that is; in noﬁ—human or possibly supra human
terms. Another way of -saying this .is that reificationbis the
apprehension. of the products of human activity as /f they were
something else than human produ;ts——such as facts of nature,
results of cosmic _Iaw_s, or manifestations of divine will,
Reification implies that man is .capable of vforgetting' his own .
éuthorship‘ of. the human world, and further, that the di_alectic
betWeen man, the producer, and his produc.ts is lost to

consciousness, (Berger . & Luckman, 1966, p, 83)¢!

The ‘socivovlogby of knoWIedge, or, in the case of t‘his study, the sociology.
of ‘art knowledge, makes knowledge-as-facticity problematic. Only then can
qUestions'be asked and answers sought regarding the parameters of art
knowledge, the social meanings and functions and ultimately the validity of
this knowledge for .educatio‘n‘ and society, .1t is this.-phenomenon_' of
'khowledge '-exberienced as a facticity ‘which art progra.ms and bindividualljs
must make problématic if their artistic vactivitiesl are to do more than

reinforce traditional fine arts values,
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Specialization, subject loyalty, and the social order

Both collection and integrated codes give rise to a series of sub-types,
each varying in the relative stfengt'h of fheir boundaries and the strength of
maintenance of these boundaries. Within curricula of the collection codé,
Bernstein identifies specialized and non-specialized types, °* A specialized
collection code, to which art students belong. as subject specialists in the
educational system in western society, is indicated by "subjeqt onalty",'
With each step in educational life, subject loyalty is systematically
developed in students ‘a.s they. specialize and, is then .transmitted by them
as some in turn become teachers. Specialization creates quickly an
educational identity which is clear-cut ‘and bounded, or which is, tobuse
Berger and Luckmann’s (1966) description of finite provinces of meaning,
"marked by circumscribed meanings and modes of experience" (p. 24), T_hg

deep structure of the specialized ‘type of collection code is

)

according to
Bernstein, "strong boundary maintenance creating control f-rom within’through
the formation of specific identities” (p. 56). The educational iaentity is
"pure" in the . sense .that_- educational knowledge is uncommonsense
knowledge; it is h‘ighly insulated -from' "applied” and commonsense
kﬁowledge, giving it something of‘.ah eéoteric quality with special

significance to those who possess it,

Very early in a child’s life the frames of the collection code socialize her
or him into knowledge frames which discourage connections with evber'yday

realities, For the majority of students schooled in the western world, the
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framing of educational knowledge is tight, Education means socialization
into the existing order and into assuming that the boundaries of the
world’s educational knowledge are fixed and impermeable, Education has

usually meant learning to work within a received frame,

It means, in particular, /earning what questions can be put at any
particular time., Because of the hierarchical ordering of knowledge
in time, certain questions raised may not enter into a particular

frame, (Bernstein, 1971, p. 57)

Bernstein makes the intereéting point that when this frame is occasionally
relaxed, it is more often for purposes _of. social- control of forms of
deviance than for purposes of transmitting knowledge that might be more
relevant to students. When 'Vthis weakening of the bdundarie.s' is introduced,
if is usually "with the less ‘able’ children whom we h»a.ve given ub
educating” (p. Sé); Or, ironically, a- relaxed frame is é._vailable to a select
few students in the most academically advanced (graduate) level of formal
education; here, studeﬁts may not necéssarily be given ‘o.r accept "a 'given
selection, organization, pacing and timing of 'k\now'ledge realized _inythe

pedagogical frame" (p. 57). As Bernstein explains;

The. ulti‘n'.iate mystery of the subject» is 'revevaledv-.very Iate“in thé
educétionél life. By fhe ultimafe ‘mystery of - the subject, | ‘mean
its potent_ial for creating new realities, 1t is also the 'c':.ase., aind"
‘this is important,btha‘t the ultimate my._stery <.>f_ fhe subject is not

coherence, but incoherence; not order, but disorder; .not the
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known but the unknown, As ‘this mystery, under
is revealed very late in educational life--and

shown

~coliection codes,

then only to a

select few who have the signs of  successful
socialization--then only thé few experiehce in their bones the
notion that knowiedge - is permeable, that its orderings are
provisional, that the .diale'ctic of knowledge is closure and

openess, (p. 57)

To sum up Bernstein’s principles of knowledge boundaries: the stronger the
bounda.ry, 1) the more educational knowledge tends to be differentiated and
specialized with strong insulation between "pure” a.nd “appl‘ied" knowledge,
2) the more it is taken for granted .and left unquestioned by-_teachers and
stuidents,_3) the stronger the sense of subjc»a‘ct loyalty which, in - turn, works
to maintain boundaries, 4) ‘the less poWér teachers and students have to -
affect knowledge, and, importantly, 5) the more  rigidly knowledge areas aré@
hierarchically arranged. Knowledge, as’ it- existsv in the curricula in most
North American  schools -and universities, is marked by strong boundaries
characteristic of the collectioﬁ code, Educ.atiQnaI knowledge is sharply drawn
into a ‘set of insulated and relatively unrﬁixed ‘subj‘ect aréas th.at. are
divorced from evefyday life, Students, -art' students included, are‘s'ocialized”_
into thé_ view that what ,theyb iearn "in formal education is predéterrﬁined,
fixed, and  unrelated: to. everyday knowledge. Most vstudents never -realiie”
that knowledge‘ is not ce.rtainv_ and given, butvis capavble of being undefstood

in different ways and includes knowledge of everyday life.
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As Bernstein’s critics have pointed out, his concepts of "classification”,
"framing", “collectibon code” and "integrated code" are abstract and static
(Apple & Wexler, 1978; Blackledge & Hunt, 1985), His naming process of the
organization of educationalv knowledge is part of a.search-for social
patterns and does not explaih the continued existence or the origins of
such arrangeménts in society (Blackledge & Hunt, 1985; Gibson, 1977;'P.ring_,
1975). Furthermore, Bernstein’s analysis tékes little account of vari_ables,
such as the potential influence that students may exercisé in shifting a
curriculum characterized as an integrated code back to a collection code as
their competitiveness  asserts ‘itself; or, as another example, vthe
administratpr who,‘by imposing restricfions on teachers, ;curns a curriculum
characterized by _weék framing into one. that is strongly framed. However,"
the usefulness of Bernstein’s set -of principles, as with any théory of the
sociology of knowledge, lies in its ability to provoke critical contemplation,
rather than take aé given, the nature of knowledge and how it is .orgaﬁized_
lBernstein’S' concept df co‘IIection code——the knowledge structure vm'ost
 students are so.ciaiized into throqgh their formal educatio'n—-seems- to fit
with what descriptive .research (Goodlad, 1984, for example) tells about the
nature of education"in general; But what does knowing that e.duc‘ation in
- general is characterized by the ‘collection code mean 'in terms of art

knowledge in" particuiar?

If art, as part of the formal curriculum of schools and of universities,
belongs to a collection - code - as Bernstein characterizes it, then "the

following stétements would apply& The boundaries of art knowledge as it is
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taught in universities and schools are strong. Its content is pure in the
sense that there is little confusion about whether the study of line -and
texture or Cubist paintings will be found in an art class bor in a physics,
geography, or dance class, Art, specifically its sub-type fine art, is a
specialized curriculum subject that is in_sulated from the knowiedge realm of
the everyday world, Specialization in fine art quickly creates an allegiance
to and an identity based on that épecialized discipline of knowiedge. This

specialization and subject allegiance in turn function to maintain and.

perpetuate existing knowledge boundaries and hierarchies,

Like any other subject specialty in educational institutions, art is blocked
into a timetable (although .usually given little priority). Art étudents,_like
students specializing in any discipline of educational knowledge, have been
socialized throﬁghout their school years into a. collection code structure. of
knowledge. They have come to takel knowledge and i_t-s_‘disciplinary
boundaries’ as - a given, as p}édetermined, fixed, and staticallyb hierarchal.
Attempts to break through the disciplinary knowledge boundaries from
within thé discipline of art are impeded by the fact that art in universities
and schools exists within .and is part of a larger collectio_ﬁ code of
differentiafed,_insUIated, and hieu;archically arranged sUbjeéts; Even with/n the
arts, fine artists insulate and prote;t their new found occupational status

from applied‘ artists, who are perceived to be of lesser status (Adler, 1979).

Attempts - within .any subject specialty to integrate that subject with other

knowledge domains, including everyday knowledge, risk running into strong
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boundaries = maintained through subject allegiances. Discipline allegiances
function as a powerful agent in affecting the organization of educational
knowledge, Many subject groups have a personal interest in the maintenance

and propagation of their own discipline,

If you are interested. in propagating your own discipline, then you
do not want somebody else’s to encroach too much on it. Those
of us who work in higher education are perfectly familiarvwith
the phenomenon, We carve out for ourselves a little area, and if

anybody -else puts his foot on it

’

then woe betide him! (Fowler,

1977, p.123)

Despite everything that has happened in the post-war era towards the
integration of curriculum subjects in schools and u'nivers-ities, the ﬁower of
curriculum politics remains as .strong or perhaps even strohger fhan it ever
‘was, Discipli'nary boundaries and. membership'be,come incréasingly rigid, and
interdisciplinary studies more remote, when competition for scarce resources
increases, as has happened-in educ':ati.on' in N_drth America generally, since
'197‘0, The .structures of knowledge and the boundaries of experie‘ncﬁe that
have been in place for so long in western educ.ational'systems constitute é
' social order. That is ‘why Bernstein (197_1) states that |f thére is‘ "a crisis
in society’s basic classificatibns' and frames" there is "therefore a crisis inv

its structures of power and principles of control"” (p. 67).
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SUMMARY OF ART KNOWLEDGE PRINCIPLES, AND LAYOUT OF THE STUDY

in this chapter, some theoretical principles regarding art knowiedge were
developed from a sociology of knowledge framework, These can be
summarized as follows:

1. Art knowledge, as traditionally taught in schools an_d universities, is‘ a
finité province of meaning, a specialized .discipliné, that is highly
differentiated and insulated from other specialized disciplines and from
everyday knowledge, The very fact that art is a subject in the formal
curriculum of schools and universities contributes -to this differentiation and
insulation, The compartfnents of curriculum knowledge (or subjects) are
framed and maintained by the departmentalism of universitiés,

2, It is“this-very differentiation and insulation from evéryday knowledge
that permits the "pure" or fine arts to maintain signifiéantly more status
than ‘"applied" art, but less statusb than other knowledée disciplines ih
edﬁcation, in other words‘, vthe Iegitimation. of arf’in education is ambiguous.
‘3, Within the. gé_neral domain of art knowledge, specialization occurs such
that the fine arts are differentiated and insulated from the appliebd arts,
Specialization in fine art creates vquickly an identity, a strong.sense of
subject onaity, which functions to maintain the existing ‘different_iation,

insulation, and hierarchical arrangement of art knowledge categories.

These pririciples subply a theoretical frameWork of art knowledge upon'
which subsequent chapters are based. Chapter 3 builds on the first and

second principlés and argues that the -insulation of .certain’ narrow
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conceptions of art knowledge from other educational subjects and from
everyday reality in itself confers status to such art knowledge, while at
thé_ same time maintaining art's peripheral vposition in society and in
education. Furthermore, it is because‘_fine or. high art has been academicized
-and incorpofated into the formal curricula of universities rather than left in
workshop apprenticeship training or technical célleges that it is able to
maintain vits social legitimacy, ambiguous as it may be, Lvegitimation is
crucial to a discipline’s survival. The extent of social legitimation achieved
by an art institution helps determiné that institution’sv ability to maintain its
role . in def.ining and perpetuating ifs art knowledge. Rather than ri_sk further
Ioss. of " legitimation, the ' discipline of art is likely to maintain the
legitimation - that i‘t hés'inherited from i.ts socially-accepted traditions. and.
strengthened through academicization, It protects those boundaries that have
in the past defined it as high status knowledge, While the _discipline
protects these boundaries to keep in art’s status, it keeps out, at the same .

time, the arts of less Iegitimatéd cultures and social groups.:

Chaptér 4 supports. fhe third principle by providing descriptive énd embiriéal
evidence of the commitment. fine art studeﬁts develop .toward their
knowledge discipline. It demons'&rates that the university art department vis o
very ef'fectbive in éocializing v siu_dents v‘i'nto the fine vartv s.ubdulture.
Socialization ‘is an effectivga hechanism by which the -university art
department presefveé its- status,. ambiguous as it -may be, from outside
challenges such as those that the postmodern .arf world  present, Once

~ commitment .is . established, the discipline "is protected, maintained, and
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transmitted to others - through education--a social process known as

"cultural reproduction”,

Chapter 5 outlines traditions that have exerte_d‘ au.th.csrity. in establishing,
legitimating, and in turn, perpetuatiné the insular type - of art knowlege
dominant in education. Art knowledge lives in traditions. The tvraditions
outiined in this chapter are the academies ofv (high) art, the university’s
liberal arts ideal, and the philosophical traditién of arts-for-arts-sake
aesthetics., With the authority of theseb soci'ally-sanctiébned western traditions
and their association with privileged social groups, the university is able to
maintain the . Renaissance-derived fine arts as its knowledge Dbase,
Furthermore, these traditions have‘p'.rovided artists and art students with the
motivation - required to pursue art invthe face of conflicts and economic
hardsbhips endemig.to the pursuit., During ‘the era of -the early European
academies, a motivation was the capacity bestowed upon the artist to
discover the laws of God’s uniyerse,‘This concern with the divine was
gradqally replaced by the liberal arts educational ideal of the intellectual, It
was the notion of the artist as intellectu-al that eventually bermitted the.
production of art to accompanyAthe, understan,ding_.pf art in the university
curriculum, Academicizaton has been én‘ effective and well—uséd legitimating

strategy'for some art knowledge.

As- further support for the argument- that universities maintain and
perpetuéte certain insular art traditions, chapter 6 presents some challenges

“within art schools to traditional " art knoWledge boundaries, and posits that
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these challenges have been largely ineffective in broadening boundaries. The
structure of universities is such that, once absorbed, avant-garde chalienges,
including more recent postmodernist att‘empts to expand art boundaries to
include popular and commercial art, have Abeen emptied of their potential to
effect significant change in broadening the cultural basis of art in

education,

Finally, chapter 7 'briefly summarizes the sb;ial functions of university art
departments in effecting art knowledge, and spchIates, in light of the
university’s propensity to maintain traditional western conceptions of art, on
how postmodernist approaches might best be incorporated -in aftempting to
broaden art’s cultural base. Postmodernism is not simply .a particular style
in art but a multi-disciplinary discourse, A b.roadéning of traditional
boundarieé of art may be best effected through increased discourse
between the art dbeparvtment and the disciplines identified as carrymg .thev

tools for critical analysis and effecting change,

NOTES -

! Berger and Luckmarn (1966) suspend the issue of the ultimate validity
of knowledge in their sociological investigation of knowiedge, Alithough
not taken up in this study, there have been several criticisms made of
using a broad and, for some; indiscriminate definition of knowledge
(Holzner, 1983, for example). For discussion of this see Merton (1957,
p.467-484), Merton takes up in detail the question of whether all the
diverse kinds of "knowledge" stand in the same relationship to their
existential or social basis, or whether it is necessary to discriminate
between spheres ~of knowledge precisely because this relationship
differs for the various types. In reference to the '“systematic
ambiguity" that he claims ‘exists, he consults the writings of Marx and
Engels,. Scheler, Weber Durkheim, Granet, and Sorokin, :

2 Berger and Luckmann (1966, p.15-16) quote two passages from ’Schu'tz
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(1962, 1964) in which: he deals most directly with the sociology of
knowiedge:

All typifications of common-sense thinking are themselves
integral elements of the concrete historical socio-cultural
- Lebenswel/t within which they prevail as taken for granted
and as socially approved, Their structure determines among
other things the social distribution of knowledge and its
relativity and relevance to the concrete social environment
of ‘a concrete group in a concrete social environment, Here
are the legitimate problems of relativism, historicism, and of
the so-called sociology of knowledge (Schutz, 1962, p. 149),

Knowledge is socially distributed and the mechanism of this
distribution can "be made the subject matter of a
sociological discipline, True, we have a so-called sociology
of knowledge. Yet, with very few exceptions, the discipline
thus misnamed has approached the problem of the social
distribution of knowledge merely from the angle of the
ideological foundation of truth in its dependence upon social
and, especially, economic conditions, or form that of the
social implications of education, or that of the social role
of the man of knowiedge, Not sociologists but economists
and philosophers have studied some of the many other
theoretic aspects of the problem (Schutz, 1964, p.121).

Also central to Schutz’ (1962) thinking is the proposition that there are
"multiple realities”. There are as many realities or social worlds of
experience as there are individuals. This . suggests that social
interactions and social constructs ‘are to be approached subjectively,
from the the phenomenological reality of individuals, While recognizing
this notion of multiple realities and the difficulties the associated
subjectiveness could entail for inquiry, this study deliberatety brackets
and formalizes one ‘"paramount reality” (Schutz, 1962, p.- 341), a reality
that ‘is paramount to, although often taken-for-granted by, fine art
" students, and is embodied in their social interactions. When singled
out from the flow of experience, as this study intends,. the reality of
this social . group becomes an object of awareness, it becomes
problematic and ultimately in a position where it can be contemplated
in terms of social change, ‘ '

Language is one factor in this, Everyday reality is grounded in
language. lLanguage provides the machinery by which’ knowledge, no
matter how tenuous or ephemeral, . can be organized in our
consciousness -and conveyed back into the order of everyday life, The
"meaning" of a visual work of art or a dream can be made
accessible to everyday experience by integrating it linguistically, back
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into the order of everyday life, Language is capable also of
constructing symbols in art that are highly abstracted from everyday
experience. Language "soars into regions that are not only de facto but
a priori unavailable to everyday experience," hence constructing
"immense edifices of symbolic representations that appear to tower
over the reality of everyday life like gigantic presences from another
world" (Berger & Luckman, 1966 p. 38). Art belongs to an historically
important symbol system of this kind, as does religion, science, and
philosophy, But even this is brought back to everyday reality as many
of these highly abstracted symbols are retained and accumulated in "a
social stock of knowledge"” which is' transmitted from generation to
generation and which is available to the individual as real elements in -
everyday life,

An issue that is  addressed in some sociological writing on art (Bird,
1979; Hauser, 1983; Wolff, 1983) concerns the reduction, especially by
some orthodox Marxist analysis, of matters of aesthetic value 'to
entirely social or ideological explanations. The problem is this: On the
one hand, the Marxist doctrines of historical materialism and class
struggie are viewed as a valid method of analysis of society and of
exposing many of the extra—aesthetic elements such as the values held
by wvarious classes or the influences of political, economic, or moral
ideals. On the other hand, a need is perceived to rescue the concept
of the aesthetic and the concept of individual subjectivity from the
"desacralizing" sociological reduction of political worth, Yet when this
rescue is. attempted it -is difficult to defend without resorting to
relativity, nostaglia, or universal, timeless aesthetic quality., This study
does not set out to resolve this issue, nor simply dispose of it,
Rather, it takes a stance similar to that of Howard Becker’s (1983,
- p.36): : ‘ ' :

By observing how an art world makes those distinctions
rather ' than trying to make them ourselves, we can
understand much of what goes on in that world.

Becker approaches his research on "art worlds" as he would with any
other occupation. To view art and the art community through the lens
of the  sociology of occupations or organizations is, as LaChapelle
(1984, p.36) writes, "a wuseful way to avoid a strong propensity that
exists to rank artists, types of art, art periods, and almost everything
that has to do with art hierarchically and. then to write only about the .
top of that hierarchy.," Likewise, this . sociology of art knowledge
addresses art as a knowledge category in the same sense that one
would address mathematics, geography, or ‘even life skills,

Muth borrows the ‘term frdm' D. H. Feldman’s work in the field of
cultural geography (1980), Beyond universals in cognitive development,
Clifford Geertz’ (1973, 1983) writings in -interpretive anthropology are
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notable examples of the notion of cultural knowiedge,

In conjunction with the. concept of "classification”, Bernstein uses the.
concept of "framing" to refer to the relationship between teacher and
student, in particular, to the degree of control available to the teacher
and the student, -

Berger and Luckmann (1966) use the example of marriage to illustrate
that both complex theoretical systems and mental constructions can be
described as reifications; -

Marriage, for instance, may be reified as an imitation of
divine acts of creativity, as a universal mandate of natural
law, as the necessary consequence of biological or
psychological forces, or, for that matter, as a functional
imperative of the social system, What all these reifications
have in common is their obfuscation of marriage as an
ongoing human production, As can be readily seen in this
example, the reification may occur both theoretically and
pretheoretically, Thus the mystagogue can concoct a - highly
sophisticated theory -reaching out from the concrete human
event to the farthest corners of the divine cosmos, but an .
illiterate peasant couple being married may apprehend the
event with a similarly reifying. shudder of metaphysical
dread. Through reification, the world of institutions appears
to’ merge with the world of nature. It becomes necessity
and fate, and is lived through as such, happily or unhappily
as the case may be, (p. 84) : :

North --American postsecondary education is less specialized, meaning
that a range of subjects and a variety of combinations can be taken
and "streaming" into an educational specialization delayed : longer, than
in England, for example (Berns’tein, 1971). But even students -who have
not specialized into a discipline seem to know . where they are tending
towards in terms of the sciences or the arts, or between the pure or
the applied, or even between having or not having. .a ' specific.
educational subject” emphasis or occupational identity, They may harbor
some underlying concept or vision of themselves as the ‘well-rounded’
and ‘’cultured’ liberal arts type, or the skilled, - empioyment oriented
type. : .



CHAPTER 3

THE UNIVERSITY AS LEGITIMATOR OF ART KNOWLEDGE

The very insulation or conceptual disjunction described in the preceding
chapter between art knowledge, in the traditional western high'k culture sense,
and everyday knowiedge consigns art to the reaim of "high-statué"
knowiedge and maintains its place in the formal curriculum.- But ‘at the
same time, ironically, this disjunction functions to isolate ‘such art
knowledge and maintain its peripheral status in education and in society,
Ambiguous as it may be, the social legitimation that such art knowledge
enjoys is due in large part to thé fact that art is now a subject taught in
the university., The university, it is argued,. is a legitimating institution, Once
cloistered within the university, art can remain a'speci‘alized province of
meaning insulated- and elevated from "Iowér,status"v applied khowle‘dge;areasl
and everyday knowledge, ‘and, subsequently, 'not taken to be a _Qital or
relevan.t force in societ‘y,'This chapter describes how traditional conceptio.ns
of art have their status and: Iegitimatioh conferred, and Why this status is
enough to maintain art’s p_lace in education but not enough to permit it to .
serious|y> compete in - curriculum politics with - academic - and
teéhnologically--felated educationél subjects.' Art’srbstiff competition with
other knowledge areas for. Iimi_.ted.resourcl:es in ‘education unfortu‘nately tends
to .cause knowledge boundaries and disciplinary ties to strengthen, rather
than loosen to include less Iegitimated:but more socially and culturally
relevaﬁt arts, |If - the arts of - bopular 7'culture, industry, and ethnic

communities were incorporated within the educational context, as has been

42
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happening within the postmodern art world, both on 'a wider scale and in
an informed, critical way, perhaps art would be in a more vital and less

ambiguous position,
HOW ART KNOWLEDGE INHERITS STATUS
Art knowledge as high status knowledge’

The possession of fine art knowledge, or any discipline of kno.wledge in
education, is thought to represent a desirable and privileged status--one
which is distinguishable from _ignorance, Discipline knowledge, as described
in the prévious chapter, implies theoretical thought a.nd idea's contributed by '
the so—ca}I‘Ied "expert", as distinct from the cultural beliefs and .values bf
the taken-for—granted reality of the "person-in-the-street", The: assumbtion
is that "Fhe thought systems of educationa| knowledge. are ‘superior to
common sense and the .thought systems of ‘those who have‘ nbt been or.
are to -be educated. This assufnption is implicit. in formal education, It
sustains the hierarchies implicii in education: of teacher ovér studenf, of
secbndary schools over elem‘entary ‘s'cbhools, of universities . over: applied

colleges, -of fine .arts over applied arts,

This quality of abstractness and the unrelatedness of a knowledge area to
everydéy reality are two closely related characteristics which Michael Young
(1971)- uses to describe what bhe calls "high status knowledge".! ,The:'

applicability of these criteria to art knowledge seems clear, given Berger
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and Luckmann’s (1966) concept of finite provinces of meaning and
Bernstein’s (1971) - principles :of knowiedge boundaries. Art, perhaps. more
than most other subjects in the curriculum of schools and universities, is’
frequently characterized as abstract and removed from everyday reality,

There are, in addition, two other. characteristics which Young uses to

describe high-status knowledge:; "literacy" and "individualisrﬁ", Young argues

th‘at much of the knowledge which is established in the curriculum as
"high-status" displays these four (what he calls) "consistent characteristics".
Young’é criteria of the stétus of knowledge areas are used here to describe
the status 'thatb traditional conceptions of »art knowledge in particular
maintains in education. Once this status has been established, the
mechanisms and processes may be identified by which such art knowledgé

is able to secure and Iegitiméte this status,

The issue of the status or the '_‘strétification" of knowledge is a crucial
kstrucvtura| dimension of the.vorganization of knowledgek, It 'is a cfucial'
dimension in the orga.nization of art khowledge, bf the powe‘r structures of
traditional, singular ways of thinking about art versus pluréli'st or
postmodernist ways of‘-thinking about art, It is difficult to cdncei\)e of fhé
possibility ofb a curriculurﬁ of ,knowiedge ~which is differentiated without".
being .hierarchical.ly ',gfranged, Assumptions about the ‘stratificatior_'\.._of'
knowledge are implicit in -our -ideas of what education is, and what
kndwledge is vworthy. of constituting' forrhal education, By considering to

~what extent and by what criteria different knowledge areas are stratified, -

we are led to coﬁsider the social ba'se' of different kinds . of
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knowiedge and we can begin to raise questiohs about relations
between power structures and curricula, the access to knowledge
and. the opportunities to Iegitimizé it as "su.perior" and thé
relation between knowledge and its functions in different kinds

of society. (Young, 1971, p. 35-36)

The latter two characteristi?:s in  Young’s . description of high-s;atus
knowledge~~individualism and literacy--fit with what is generally "chought of
as art knowledge. Individualism, or what Young. considers the avobidance of
group work or cooperativeness, is a characteristic commonly eﬁuated with
creativity and artistic a.ctvivity in this century. The fine art world is often
charactérized as the mecca of 'individ_UaIists_ Many writevrs' argue that artistic
.producti_on is an_.individual and solitary act of self—expression, and that
education in art should fécilitate or initiate, not .interfe'revwith dr inhibit,
this priVate individualized process., Newick’s (1982) article‘ in the Journal. of
Aesthetic Eddcation entitled "The expérience of aloneness and the. making of
art." ‘is illﬁstrati‘ve, So is fhe‘phenom.enon of the art instructor aé the
curriculum, so familia.r in postsecondary education (B'ar‘ron, 1972) and in
schoolls (Gray & MacGregor; 1987). Furthérmore, where_" art teaching has
incorporated the study of the history and philosophy of ‘art’, it has been a-
study of artists, as r'e’vflectéd- in an interést. in biographies ahd also in
visiting artists . who, as the art critic Martha Rosler (1981’ p.31) put it, iike
- "enviable meteors, light up the‘-campus, for awhill'e, and then streak off on

their trajectories of fame.”
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Art teaching has frequently neglected to situate the individual in the social
world, It has neglected to account for the - various structures and
institutions of artistic production and the numerous othér people that make_
the production of any work of art possible. It has neglected to show that
art .is' "collectively produced” (to borrow Howard Becker’s 1982_term), The
focus on the artist as supréme indivfdualiét, as individual creator, émerged
in the Renaissance (chapter >5) in relation to the bourgeois ideology of the
indiv‘idual as genius which developed  concommitantly With the rise of
capitalism in Europe .(Barthes,. 1977; Hadjinicolaou, 1978; Wolff, 1981b). It is
a social type that is misleading. The idéntity of 'individualist" is ‘merely an
abstraction th_at can,' in Michael Apple’s (1979, p. V1O) Words} act as "an
ideological’ presupposition that keeps us from estavblishing any gehui‘ne
sense of affiliation with those who pro'duce o‘ur’comforts, thus making it
even more difficult to overcome _._the ’ atfophication of  coilective

commitment."

The finél. characteristic fhat Young uses to typify high status knowledge is
an emphasis on written as opposed to. oral’ or other 1 for_ms of
bresentation-—"literacy" "as he terms it. Subjects reqbuivring' formal ‘writtenb
examinatiohs place emphasis on’Htera.cy fathe_r than orél expression and are .-
more highly Iegftimated than-c»our_se‘s in étudio work ‘where formal. Writtén
exarﬁs are seldom given and the only formal evéldation' may be verbal
class critiques of student work or gradin_g of portfdlios, Young mentions, in
citing Weber (1952), that'whét counts as knowledge de.pends on whethgr it

can be objectively assessed. Implicit in ‘education is the "idea that if it
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cannot be evaluated, it’s not worth knowing, There is a long-standing
conviction -maintained by many artists and art instructors that the
"objective" evaluation of. artistic activity is unsuitable or even impossible,
In fact there has been a great deal of suspicion toward any verbal form
of analytic or intellectual activity practiced by artists (Naylor, 1981).
However, this may be changing with the shift in many postsecondary art
departments to conceptual art and verbal procedures_(MadQe & Weinberger,
1973; Montalto, 1983), and with the shift in art education in schools from
"creativity” and free expression to "discipline—based"'activity, Art as a
subject specialty may now be aligning more closely.with its academic
context - and its characteristics of literacy and -e\llavluation, which Young

claims typifies high-status knowledge.

If this shift toward conceptual art and discipline -based : art evdu‘cation.is
taken into account, art knowledge sustains to- var;ying degrees all four of -
the characteristics of high-status knowledge that Yo(mg identifies:
abstvractness, insulation from reality, individualism, and literacy. »It' should be
made clear that these characteristics persist not because knowledge is in
any meaningful way rbest made a‘vailable accofding to these criteria, bu‘t.
because "they are‘ conscious or unconscious cUlturai choices> which accord -
with the‘ values and beliefs of dominant grbups at .a particulé.r ‘time" (p
38). They can be Vié.wed as social definitions of educational value. They
are specific histériéal co.nsequ'e-nces of an education system based on a
highly valued model" of "bookish learning" (Y.oung, ’1971;'p,38),'first, intended

for medieval priests, later extended to. lawyers and doctors, and since
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increasingly replacing the apprenticeship model of training for vocations in

industrial societies—-the preparation of artists being an example,

The academic model has become so institutionalized that it has come to
provide a standard against which all other forms of knowledge énd
knowledge acquisition are compared, High .status knowledge has come to be
associated with that which is tradit‘ionally taL;ght in universities to the
academically ablest students. It is in terms of these standards that a
student’s educational success or failure is defined. Courses in "low status”
knowledge areas are associated with those who have already failed
according to academic 'definitions; of knowiedge, Even success in Tiow
status" knowledge area courses is d.efi_ned in these terms as failure’ It is
not surprising that university art departments make great efforts to dispel
‘the popular belief that the art student population. is made up largely of
those who are unable to "make the grade" in academic subjects. According
to -Madge and Weinberger"s (1973) stud_y,* many fine art students
demonstrated potential fo.r caréers in fields other than art, su_;:h as English,
science and math, "Few if any of them were the ’drop-outs’ of the anti-art
student s.tereotypes" (. .271)' ‘That art -prograrhs attract acéderﬁical[y aEIe_
students is a cohclusfon aesigned to' provide further support for -the
characterization of art as a high-status discipl_iné of kﬁowlédge, worthy o.f

more priority in-the curriculum than it currently receives.
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Art knowledge as cultural capital

The status of traditional conceptiqns, of art knowledge in education and in
society can be described another way: We can say that this art knowledge
is a fo‘rm of what some sociologists call "cuitural capital™. Cultural capital
includes a familiarity with ‘those aspects ‘of culture which are considered

part of an elite life style,

The French sociologist, Pierre Bourdieu (1968, 1973) describes cultural capital
as theé advantage that the wupper and middle-upper clasées have:; the
language, skills and mannerisms that are rewarded but. not generally
provided in education, Cultural capital includes  an ,awarehess_ of the
mechanics of the education system and its value as -‘a means to an end, I.t
is tacitly preserved in schools, which take it as a natural rather than a
social gift. Bourdieu asks his‘ readers to think of cultural capital as they
would economic capital. Cultural capital affords adyantage's to those who
possess it, CLllturaI capital, like economi_c capital, is . unequally distributed
throughout society and thisb distribution ‘is.depenvcljent in_ large pa‘rt' on the
division of labor and power. in that soﬁiety.' As sO many sociologi-ca.;l
studies demonstrate, thé apparentiy'open and meritocratic North Amefican
system. is predis‘p<’>sed ..to favor those wh.o ‘have this cultural capit:a'lb, (See,
for example, the papers published in Brown’s, 1973, anthology.) |

A major component of chtura_l capital, as Bour'diéu déscfibes vit',_is

attendance at art galleries and theatres, where the cultural ‘basis is usually
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singular, DiMaggio and Useem (1982) demonstrate just how crucial the fine
or "high" arts afe as a ‘form of cultural capital, especially for the upper
classes, They argue that the high arts are a prerequisite for ascent into the
top of the class hierarchy and for sustaining power. v"I'nvoIvement in high
culture provides .a means for high-status individuals to affirm their claims
to class position", |t offers "a convenient vyardstick for assessing the merit
and cultivation ‘o’f .persons” (DiMaggio & Useem, 1982, p. 182). They note
that in a2 complex and mobile society where individuals of different.classes
interact and status groups are not solidly demarcated, involvement in and
preferences for the styles of the arts which are considered part of an elite

lifestyle become an insignia of class status.

For the middle and upper—middle 'classesr, participation in. the ‘hi.gh' arts -
provides an opportunity for symbolic inderﬁification with the upperA classe‘s'
(DiMaggio & .Useem, 1978). Fine and Roés (1984) write that these arts
provide " a setting for "identity transfer”, fc'>r' enacting an instftutionally
sanctioned’and,pfeferred role where they can "adobt and Wrép themselvés-
in these symbolic identities " (p. 249) G‘alleryv and museumbpeﬁings, cinema
previews, performances of opera and ballet ére "ritualistic representationé.
of . preferred class positions”. Data vfrom a variety of surveys  and
attendance figures>; from acréss North ~ America demonst.rate' a péttern: the
high arts, including -~ visual arts, opera, ballet, modern danc-e, theatre and
classical music, are consumed' most frequently by professionais, n_ext -in
frequeﬁcy by other white-collar employees and. managers, and so on as

one descends the class hierarchy (D,il\/laggio & Useem, 1982)° Attendance at
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these events has recently been'increasing, suggesting that cultural capital is
sdught by more than a small elite, however., In Canada, participation in
arts-related activities grew significantly faster than all other leisure time
activitiés, Attendance at museums and art galleries grew at an average
annual rate of 2,6 percent and at. live theatre at 2.1 percent, By contrast,
»attendanceA at sborts “events increased at .an annual average rate of 1__3
percent,_and television viewing by 14 percent (Canada Council Research - and
Evaluation, >1985). Another relafed statistic is that over one-fifth of all
continuing education courses offered by American universities are. in the
fine arfs (Hillman=Chartrand, 1986). If these data; along with. the abundénce
.of art appreciation books on the shelves of popular bookstores,b are any'
indication, tinkéring in high art knowledge is widespread. This phenomenon -
‘is ‘humorously reflected in The bluffer's guide to art (Lampitt, 1l971); a brief
collection of satiricél anecdotes and art facts for popular reading—-enough
"recipe knowiedge" (to borrovach‘utz’ term) to provide the "bluffer” with
enough of a vocabulary to get'by at "the.kind of social evening (Sangria
and cheese will be served) to mark the end of an extracurricular course on
The Cubists: How square in fact were they"’ (p. 198). In ridiculing 'the

language of the "cultured" elite, this advice is offered:

If .confronted With that most terrifying of questions; ’Yes; but

whaf is art?

Ybu may unte.vSC‘hiIIer, who "said, ’Life is earnest, art is gay.

Or . .. be vagL.JFe . .. . Never use a two-syllable word wher_e a
- mu!;(isyllabled one will do,

Something like  this usually. Works;' ,‘ there is a modular
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rationale which in its volumetri_c appeal sublimates a certain
sense of inner violence which can only be compensated for by
an ethnic ex‘plosion-of solidarity that willk extrapolate. into the
subconscious bigotry of abstractionism as it’s manifested today.

(Frost, 1971, from the foreword to Lampitt, 1971, p. 198)

. As Fine and Ross (i984) write, by indicating where people want to be, they
are also indicating- what they want to be. "The constfaints on one’s
mundane reality are made temporarily to vanish" (p. 250). The point has
also been made that the 'at.tractiveness of high culture to the middle
classes is partly continéent upon the continuedb exclusion of the poor and

working classes (DiMaggio & Useem, 1982).

Art knowledge of.'the culturally singular high art tradition, in summary, is
valued cultural knowledge, or cultural capitél_ Cultural capital is the currency
of the "New C_Ia.ss“ or whét ié sométimes called intelligehtsia (Gouldner,
1978, p. 197).¢ Just as a stock of ac_cumulated tangible goods and reéources
_ brings i"n income and advantages- for the OId Claés, an accumulation of
cultural capital, of valqed cultural knowledge and competencies, including a
familiarity . with the high arts, affords. advantages to the _New Class
members - who possess itv(HambIen, 1‘985),7 Artists, as . members v'ofb
universé_ty faculties and as producers and manipulators of valued cQIturaI
knowledge, are- members of this.b .privileged ~social. group. However, those
“who préduc‘:e‘ and manipulate applied, popular, or other visu'aL forms not: part

of, or -on the fringe of, the sphere of high status knowledge or cultural
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capital are less likely to belong to this pri\)ileged ‘social group or wield
the power advantages it affords. Even though these artists believe they
have the means to im;;rove society, their actual ability to compete .and
exert influence in education and in society is limited by the extent to
which their specialty is Ieg‘itimated in society. Social legitimation isA a
crucial factor in understanding the organization of art knowlevdgve, and, in
turn, the possibilities for v'change in the hierarchial structure of art -

knowledge, -
AN AMBIGUOUS INHERITANCE

Given the art-.as—capital and the art-as-high-status knowledge scenaribos
described above; how can art’s precarioﬁs position in educatvion be.
accounted for? One way is in terms ‘of cultural capital theory, as Karen
Hamblen (198b5a) has shown, Art is a form of culturél .capital that has, to
put it simply, ambiguous legitimation, Capital, whether it is economic or
cultural,. is socially defined, Any skill, knowledge or other cultuf'al good is»
only as valuable .as society says .it is, "Herein lies the problem. and the’

primary source of the art educator’s problem”, writes Hamblen (1985a, p. 2):

The v, extént_ to which any typé '.6f capital has legitit;na.cy' is
m‘eaSt;lred by its enforceable claims when there is a threat £o
withhold . its services; capitali is legitimated bto “the extent its
absencé_ ‘ would create a social v>oid_ ‘This  economic - taw: of
cultural capitall has potent implicati.ons for art éducation, All tvo

well aware of their marginal position, art educators have ‘wisely
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not tempted the social fates by threatening to.withdraw their
aesthetic capital services, Rather, the field of art education has
often been characterized by'adjustmenté and acco.mmoda‘tions to

fickle social validations of worth, (Hamblen, 1985a, p.3-4)

As Hamblen (1985a, p.3) statés, "disenfranchisement is a modal characteristic
of the field." At the elementary and secondary school level, the ‘ambiguous'
légitimation- of art is apparent on many fronts,- The results of a recent
survey conducted by the British Columbia Arts in Education. Council (1986)
provides a local demonstration of the ambiguvous legitimation of art
maintained by p'arents, Over 50 percent of the 75 superintendenté and 71
éhairpersons of school diStricfs in ther province bsurveyed believed "that
parents, by and large, attach ’some’ .or very . high’ importance.to ,fihe arts
courses" (p. 16.5, When aske'd if most parents feel that the fine arts should
be reduced in favour of aspects of the curriculum .deemed ' essential for
.employmen";, 59 pérceni .of  both 'superintendents and chairperébns repbrted
that they did not bellieve. this to be the case. Yet, at the samé tirhe, over
70 percent -Qf both groups also believe that parents would Iike» to‘ see a
greater - e'mphasis. on 'applied”.  or "sciencé" .courses _in ‘the curriculum,
Parents are concefned with ~ how well the educaﬁo_n system preparés
students for the workforce .<(a>ccording‘to 91 percent of superi_nfendents and

87 percent of chairpersons),

in educational - administration, not surprisingly, school board officials’ and.

trustees speak' highly of the wvalue of arts education in promoting creative
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thinking and seif-expression, while at the same time underfunding the arts
and instead putting limited resources into computer technology and

applications® science, and mathematics,

Within the university community, the ambiguous legitimation of art s
manifésted in. expressvions of doubt that studio art programs have a place
in the un.iversity curriculum, One university president (at the University of’
New York iat -Buffalo) observed that in- common rooms and facuity clubs,
art "is often referred to as ’hobby lobby’ or other terms of opprobrium"
(Meyerson, quéted in Rosenberg, 1973, p. 95),' "Comparable quéstions are not
raised about mediocre art historians" (p. 95). Similarly, an art. historian

encountered the view on his campus that:

The artist does not know what he is doing, that he does not
understand -his art, nor how he produced it, nor its ’placé in the

s

culture and in’ history', (Brandstadter,. 1969, p.45).

Among artists on facullty, there is a recurrihg expression of the concern
that artistic activity is not treated on.pvar with research and scholarship, It
is expressed in the struggle to have arf exhibitiéns ‘conside'.red‘in place of
scholarly'public‘ations as indicétors_of exéellénce within 'academ.ia, It is
expressed in’ the struggle tob'hav'e admission criteria for BF.A. brograms
include criteria based on more than numerical - academic 'gradeé{ 'andr_to
have at least one arfs course count toWard sebondary school graduatioh
requirements and e‘ven univer_sity and college admivssion requirements, And ‘it

is expressed. in-the debate about the terminal .degree in studio practice; for
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students pursuing a career as a - practicing artist, the terminal degree is an
MF.A,, while the mark of the professional art historian and art educator is

the PhD. or an equivalent doctoral degree !?

Much of the doubt about the rolé of art in the university curriculum .
involves perceptions of the production of art itself, In contrast to medieval
western European prlactice in which art production Was better defined 'an‘d
could therefore‘ be imparted in a more systematic fashion, the.present
postmodern era of pluralism ‘and rapid changés in art styles, with its
attendant confusion about what art is, or what an értist is or does, makes
it difficult to decide who is to be educated as an. artist and how (if at
all!). The percéption also per‘sists that much that goes‘ on under the . rubric
"art" is ﬁot wofth educating for. Those who can find no critical standards
in art may think that anyone can i_be an artist By publicly declaring oneself
to be such, as Iong as that indvividual is emotionally. or po|iticvallyvir'1volv,ed_
Or-"for those anti-art proponents who say that art is dead, what then is
the point of educating people in & "dead"'discipline‘? Or; if artistic pursuits
are viewed as dealing with Ilittle more thén ""technique" as opposed’ ;co
"philosophy", or worse vyet, if art is viewed as little more than a "]ibidinal
release” (Ackermén,. .1970, p. 68) of unconscious or . emotional 'impulses
without reéognition of the more c_émplex notzions_of .arf aétivity aé
illuminating V\./ays.fof perceiving, understahding or influencihg the _wo.rld
around us, how . is one to make a solid case forr the inciusion of artistic
activity in university education? Thé_ "unwholesome split” .(Arn'heim, 1965,

p.3) of nondiscursive from discursive knoWIedge modalities that - underlies
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these doubt‘s is not just a function of art programs but is inherent in
western society generally, This attitude that intuitive,.imaginative, cre‘ativei
thought, and hence art production,vcanbnot be taught links art with naivete
and even ignorance, It is something that postsecondary education-~the
function of which is taken to be imparting knowledge;—is not eguipped to

deal with or even to honor (Rosenberg, 1973, p.101).

While many have expressed reservatiohs about the place of artistic activity
in the -university curriculum, others have spoken of the necessity for a
campus environment that is conduc':ivev to creative and inventive
thinkers—~the philosopher, thé geniﬁs scientist, and even the ‘artist. "Let’s
cherish the screwball” stated ihe president of the State University of New
York at a commencement address ~(Hamilton, qu‘oted in Herstand, 1962, p.
165), Creativity was at that time the watchword, Sparked by Vthe Soviet
Sputnik and.the ensuing "space race", philos.ophers, psychologists; and
sociologistsv avidly investigated the concept of creativity. T'hey ‘Iool.<ed to
the arts for clues on what makes an individual creative. Artists and “art
educators basked in the legitimation and resulting maferial resources: that -

the ethos of creativity brought to the arts in education,

Interest in the arts Was_ at . an all time high-‘during the 1960s and éarl'y
1970s in North America, Oné of the great bodies of support f-c>>r the artist
was a highly visible youth culturé;_the arts  represented for. youth a vsetv of
values that seemed“contrary‘ to establishn;nent values. Increasing 'nufnbers' of

these vyouths were spending more and more time  in postsecondary
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education. Governments, as well as university and college trustees and
administrators, presumably inA respoﬁse to the increase in = student
enroliments in the arts, were providiné funding for researcH about. the role
and nature of art programs in universities and collegevs,ll There was also a
great building boom in new fine art centers on campuses (The Arts,
Education, and Americans Panel, 1977). Donors were ;aﬁght up in the
glamor of the fine arts, makihg the raising of funds for arts buildings
relatively easy, Arts centers were copies of Ilush metropolitan centers of.
art.’? The enthusiasm for handsome building's accords wi_th the art-as-capital
phenomenon, and demonstrates weil the attendant ambiguousness, In acts of
pious sentimentality toward the high arts, society tend's. t.o.ensﬁrine. them in.
expensive Pantheons, Once ehshri.ned, however, the arts are removed from
the ev.erydéy world wh.ere ,thvey‘ may be revered, b'ut ‘also ‘ignored_ "The
support of art education as an expendable and isolatable luxury commodity
promotes segregation as effectively as outspoken opposition”, wroté

Ackerman (1870, p. 68).

The gener_al pubiic ﬁay recognhize the value of_. preserving the artiAstic
heritage- and they may even recognize the‘v.alue vof“ educétion in- art, yet at
the same time - they believe that education in thé applied lsvciences' énd
associated technological fiel‘ds 'is‘ mbfe im[sortént_ Scientific and te‘chhicalv-
knowledge is the knowlédgevscho_ols take as the més_t important knowledge
they want to maximizve (Apple, 1979)? While _art’svpvrestigej lies in its history
and its ability to serve the humaniét-rhe_toric' of liberal education (chapter

b), the benefits of funding scientific and technical knowledge are more
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visible and more easily accountable, Not only is the content of technical
knowledge more readily identifiable, teachable, and testabie than in the arts,
but the connection to the structure of corporate economies is seen ‘to be
more direct. Maximizing technical khowledge satisfies pressures both from
corporate structures and from parents for educational instituft‘iovns to fulfill a
role in selecting and preparing ‘agentsv for positions ir;1 the'workforée, Art
knowledge is seen to be of less value in this"respect than other forms of
educational cap‘ital, even though art knowledge, in_ the traditional high culture
sense, is nominally a member .of the family of .high—status _knowledge

areas,

in the poblitical, struggle carrived'von by -representatives of an increasing
number ~ of knowledge areas for limited resources and priority within the‘
curriculum of schools and universities, art educators are .just oné group who
believe they provide knowledge and skilis essential to thé betterment of
society. The art eduf:ator’s' ability to compete and exercise power in
'cUrFiculum p_oliticé is limited - by the extent that art is legitimated in
society. Legitimation is a .critical factor in any sociological analys‘is of
knowledge. The organization of knowledge is one thing, but how a society
accepts and lives "with this .o_rder' is another. -in the end, after having
settled on matters of whose definitions will prevail;_ who makes decisions,
at what level tH_ése decisions are to be.n;1ade, how they ére to be carried
out and evaluated, arid, so -on, - "a: curriculum éxists bgcause a societ‘y'.'
believes in the knowledge it confains and the fairness.v.vith which it " is

distributed" (Eggleston, 1977), Legitimatioh is the justification and defense
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of group action and patterns of belief, Existence is sanctified by "bringing
it under the domihion of the ultimately right principles” (McCiure & Fischer,
1969). Not surp‘risingly, art education in schools and universities has been
redefined and marked by shifts in emphasis--not unlike the army or ‘the
clergY——as it ha.s' searched for contemporary social legitimation, In the
latest atterﬁpt to secure legitimation it ‘has shifted from a focusvbon
c.reativity' and free expression ‘to academic and verbal procedures, Both
emphases have, at the appropriate times, provide‘d resources and
I_egitimatioh for art in -education, When caught up in the struggle for
legitimation, = particularly in the current educational climate that favors
academic "basics", the pr_opensity. to Ioosel.'m.art knowledge boundaries and
incorporate the. study of visual forms with less social status (but’ often

more cultural relevance) weakens.
THE UNIVERSITY AS "LEGITIMATE LEGITIMATING INSTITUTION"

There is a hiera’r.chy of types o'f art institutionalized within western
society’s educational syétems, ‘just as there is a hierarchy of‘ subjects
institutionalized in ~ education, Art—as-high—status-knbwledge C and -
artfaé—cultural—capital refer to ‘the consecrated arts: fine art painting and
sculpture (and in the yqther arts, theatre, 4Iiterature ‘and classical music),.The
so-called "lesser" arts are not,ihcl-‘uded.: the popular, commércial, éthnic, and
app.lied arts—-those _‘areas, within- what Bourdieu (1971) terms the "sphere of
the arbitrary as Tregards Iegitimac:y"_v13 . The hierarchies are not static, but

may vary in- the course of ,time_'ExampIes of those arts which are in the-
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process -of being legitimated, according to Bourdieu at the time, were
cinema, jazz, and phot'ography.14 The "lesser" arts have remained closer to
the everyday reality of the public, and in this regard differ most from
what counts as high'status knowledge. The fine arts, on. the other hand,
have developed abstract and academic qualities and an incrke‘ased remoteness
from) everyday knowledge, The fine artist‘, who in the .past‘d'eclared an
indifference to obligations‘ other than the ihtrinsic demands of: artisfic work,
has maintained the intellectual’s ideal of knowledge for its own sake, Fine
artists, in being farther removed from their medieval status as artisans,
have moved into -a place at the head of the value structure in many ‘art
schools and art departments (Hubba'rd,.1971), while artists - working in the
crafts and the .applied arts have less prestige because of the ass_ociation
of cra.fts and applied - arts with everyday’ 'Iife_ Artists worki'hgv in teacher
eduéation faculties or depa’rtments have the Ieast .Aprestige of all art.
personnel in postsecondary education, according to Hubbard (197 1), because
of the value.’tradition‘ally placed on ‘the exploration of ideas for their 'oWn
sake above pragmatic_s, The “various artistic forms inst_itutiénalized in 'a_
society’s a;ademic systems are organized according to a hierarchy derived
from‘ degreés of cu>ltura| legitimation, independent of _ihdividual 6pinion
(B_ourdieu,' 1971). The high art/l_ow art stratificatifon»is sé thoroughty
'inistitutionaliz>ed Atha_t a general. obligation exists to.:adopt an attvitude ‘to fin‘e

art which is

B

as Bourdieu writes, "pious, ceremonial and ritualistic" (. 175).
There 'is an attitude among mem_bers‘of the public that there are objective
norms which should be . adopted when viewing the fine arts, but these may

be replaced with individual judgement in the case of "lesser" arts that are
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outside the sphere of "consecrated culture”,

The legitimation of some art forms over others is conferred by the
educational system, especially the universities--what Bourdieu -terms the
"legitimate grahters of legitimacy", While Iiterature,»clas'sical music,v painting
-and sculpture are taught in the academic curricula of schools and
universitiés, furniture design, and advertising design, for example, are taught
primarily in specialist vocational institutions for which little = cultural
legitimacy in terms of aesthetic criteria is‘claimed, Other visual forms that
surround ' us in evéryday life, such as billboard‘ advertising,v ;elevision, and
popular movies, are only occasionally dealt with, if ét all, in academic

curriéula,_ They have, as Bourdieu would say, a "non-legitimate authority",

In the absénce of an  institution 'devvoted to teaching them
sy-stematically_and methodologically, thereﬁy giving_ them the seal
of - respectability as consitutent parté of Iegitiﬁate culture, most
péop_le experience them in ‘an entirely different way.. (Bourdieu,

1971, p. 175)

The stratification thét has resulted as‘the fine arts moved‘ "'up" iﬁto the
‘ivory tower of the 'univers'ity, while leaving otherb art knowledge areas
"behind” in vocétional schools, points to tﬁe impqrtant.role universities blay
in _defining and_‘legitimating‘the stvatus of certain art knowledge and its
place in e.ducation_ Ambiguous as it may be in relatid.n to other- curriculum
.subjects, the legitimation ‘thatv art knowledge, in particular fine art

knowledge,benjoys comes in large part from its being taught in universities,
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where knowledge and academic procedures are ty)picallyﬁviewed as the
primary instituti‘onal concern, The association of art with universities
increases the peréeption of art ‘_as an intellectual concern and a valid field

of study.

Art departments in universities are well aware of their Ie’gitiméting context.
It is not uncommon to find official statements in program catalogs and
other public documents that emphasize art as an inte}llectual form of inquiry .
well suited to the un‘iversity,‘As stated in a brochure! for Queen’s

University’é Bachelor of Fine Arts program (undated),

_A university with its traditipns of scholarship and research is
well suited to embracg the dis.tinctiv.e forms of creative enguiry
pursued in a brogram of fine art, The environment of a
university effectively supports .a proper clima.te a‘nd.balance
between  the practical’_.'concerns of. the studio - and  the

complementary requirement of academic studies,

As has been the casé with ’other' fields of endeavor ‘that héve attempted to
secure legitimacy through vacademiciZatio.n, vthere' has béen -a shift of
a_t,tent_ié_jn "to stahdafdizing entrance and graduatioh req»Uiremer‘ns, étandardizihg
course content, establishing a uniform" rate of métriculation, marking the
successful completion of. a cc.>urse' of stﬁdy 'by‘arn awardéd degree, formally
designating domains of authority and expertise énd recogniiing this with thé
use of hie‘rar’chically significant tiﬂes, ahd, of ‘course, moving . arfists into

offices (A'dler,.1979)._16 In Canada, it used to be that most students wishing
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to be artists went to art schools—-the Vancouver Sf:hool of Art (renamed
the Emily Carr College of Art and Design), the Winnipeg Art School, the
Ontario College of Art, L’Ecole des Beaux Arts, or the Victoria School of
Art and Design (now éalled the Nova Scotia College of Art and Design),
These were autonomous and did not grant degrees, In the 1950s the
system began to change. The Winnipeg Art Séhool became part of the
University of Manitcba and developed a degrée grantihg program, The Nova
Scotia - College of Art and Design, aItHough étill autonomous, is now ‘a
degree-granting institution, Even though it may be recognized that degrees
in art have no ultimate value in the assessment of artistic competence, a
" college that awards degrees is better able to compete with the uhiversities
in a society in which credentials and labels have become_’increasingly
important fqr teaching, for graduate studies.”, and for other ‘professionall
programs. Art colleges and. fine art departments in vocational_ coileges have
to compete with the univefsity’s lure of degrees, scholarship support, library
resources, access to laser generators, audivo—video_ 'tvransmission and other
technolb’éical advances in art., Other benefits include access to a corﬁmunity
of sc‘hoiars in anthropoiogy,‘ sociology, political écience, philosophy ana
literary studies, and to ‘the- cultural - and social life Qf a’ large campus,
"University is a way of life, an atmosp_her'e, Ia feeling of things constantly
hapﬁening around vyou ahd. to y__oq", Aas ‘Yo'rk Univérsity .advertised in ‘it‘s'.

Fine Arts brochure (1985-1986)

i»Whether universities formed studio art programs or whether art colleges

became degree~granting institutions, the fact of the matter is ‘that education
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in art is now entrenched in. academia and has adopted many of its
structures. The university is the institutional basis of art knowledge. The
typical artiét is now educated in an institution of postsecondary education,
with universities being the major 'centres for instruction in the arts (Adler,
1879; Dennis & Jacob, 1968; Freundlich, 1980; Montalto, 1983; Michael, 1970;
Ridgeway, 1975; Villenes, 1982)% The awarding of degrees to artists is
commonplace, Harold Rosenberg (1972) made referencé to this as early as

1965 in discussing a "Young America" exhibition:

Only one of ten leading artists of the generation of Pollock and
DeKooning had a degree while of thirty artists under thirty-five
shown in "Young ‘America 1965" at the Whitney Museum, the

majority had BFAs or BAs. (p. 39)

For Martha Rosler (1981), an American art critic, fchis "development 6f a
h'ighly ramified art-teaching apparatus- within colleges and universities” (p.
27) is part of the "felt: need within . capitalism to .cultivate art as an
(internalized) ideological control" that hés secured a firm foothold for_ért
ieaching in ppstsecondary education, The invention and propagation of the
MF.A. degree, Rosler writes, has led to a surplus of credentialed arf
students Who‘ automatically Iook_ to Apostsecondz-.xry educat‘ion' for
empioyment, 'although in fact they will acquire.these positions " only with

the "utmost Iucbk and relatively' low wages" (p. 29),

Attempts - to reformulate the artist’s role to one of phi,losopher ‘and ideas’

b'man", as embodied in thevconce‘ptual' art movement of the 1960s -and
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1970s, and the move of fine art- into universities may also be partly
understood as an adaption to sfructural changes in the economic support
for the arts (Adler, 1979). Conceptual art "needs . patrons rather than
collectors™ (Lippard, 1973, p. 8). This is a role suited to academia (Adler,
1979). With its critical and speculative elements., wrote Adler (1979, p. 17),
the conceptual art of the sixties appeare_d to be "a genre of academic art

finely adapted to the pressures of the new university habitat".

Although the academicization of art may have been adaptive and thorough,
the classic attitude within art departments has been one of suspicion and
even opposition toward academia as an appropriate center of artistic work
and educbation in art. There is.suspicion‘ of the .ideal of academia és a’
productive, creative work_'éenter with relative . freedo‘m supported by‘
institutional resourcés and with rewards bésed solély on individual merit,
Success in the system of academia is s_een'instead to require a certa.in
kind of acceptance of the status quo (Hamblen,'1986) of . the academic
institution; The mission of artb is held to be different or even contrary to
the mi'ssioniof scholarship, The academicization of art jars with the social
.type of the'artist, with its treasuréd qualities of -eccenfricity, individuallism
and freedom of lifestyle. Artists have frequently eXpressed opinions that
the . large bureéucratic struct.ures and'rationalistic educational. methods of
universitieé are ohpréssive; stultifying ’énd detr’in'.\enta'l to  art production énd
the activities of creative individuals,. People» who.‘may hav:e ‘been drawr_rto»
art in the first place becaus‘e,» like Marcel Duchamp, they did not want .to

go to the office
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now squirm slightly in their university offices Iike resettled
_9Ypsiesv in a pristine new housingbcomplex, Forced to do some
of the despised "paper pushing” in the very opposition to which
their occupational identity. was formerly defined, they enjoy the‘ir
new comfort and security while suspecting the new milieu to be
incorrigibly sterile both as a setting for the socialization of rlew
occupational generations and for the production of significant new

achievement, (Adler, 1979, p.17).

With the alliance of art with universities, artists have found themselves
searching for a compromise, for ways of retaining, on- the one side, the
financial and status advantages, the well-equipped studio facilities and
aecess to leading artists that the .university can provide, along with, on t’he'
other side, artistic freedom_and a bohemiarr, less formally organized art
scene. Accordingly, art 'departments are ciaught balancing the legitimating -
structures of academia with the legitimating structures of the fine art
world. What seeures Iegitima'tion inn general education, does not"always
secure legitimation from the fine art world. The broad.ly educated human
bein'g is an educator’s. ideal, not necessarily an artist’s ideal. An artist, as
Adier -(1979, P. 15.) conjectures, "might well ‘prefer '.,his '_student‘ to be locked
in a .closet with his violin for four years if his crranees-of‘ emerging an
‘idiot genius’ were thereby enh_anced,". The undergraduate art studenr Whovis
required to marntairr'a minimum level of acheivement in a variety of“
subjects in order to meet gr'_aduation requirements has to .balance studying

for exams in English, hist'ory,v or philosophy with spending ‘an‘ eight:hour
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day in a painting studio,
The university’s pursuit of Iegitimati'on from the fine art world

If adopting academic structures does not necessarily SeCL.JI’e Iegit.imation
from the fine art world, what does? There is a set of highly informal an'd,
loosely integrated institutional structures and channels throug‘h which artists
seek legitimation, Many of these sf(ructures were adapted by art programs
soon after the inception of studio art programs in universiti‘es, at a time
when the “traditional ideals of creativity and individualism were at their
peak., These structures have remained in spite of the chénged climates in
educ.ation toward "disci'plined" study' of the "basics", and, in the fine art
world, toward' the more historical/social/political ethoé of postmodernism,
Theée structures, when incorporated. within art programs, work to Iegiti‘mate
these programs in the eyes of the art student (cHapter 4) and in the eyves‘
of the fine art world, Pfesumably, these structurés .functionr also to
Iegitirhate and‘ re.ihforce—the tradi.tiohal ideals of artistic act‘iv‘ity Which they
represent, Getzels and Csikszentmihallyi (1976) have outlined .those
_institutional structures and channels through which ar;cists seek legitimation,
_They' are mentioned ‘here as aniother type of legitimacy-seeking strategy
’institutionalize_d in art programs, but one that carries poteﬁtial conflict in
.that it does not élways fit ‘with f‘the preVioust described characteristics of

high status knowledge,

One such significant Iegitimatinvg"institution is the "loft"!®, The loft is much
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more than just a large workspace in a vacated factory or warehouse, It
has become an important symbolic institution for art stUdénts to
communicate a message of their commitment to becoming an artist, and to
develop a “"following" (Getzels & Csikszentmihalyi, 1876). In lofts, as

Getzels and Csikszentmihalyi write,

There are parties at Jeast ohce a week; the more memorable
they are, the more likely it is that the young értist’s name will
be widely known

A loft without parties and without. visitors, a loft that s not
known in “artistic circles, is not a /oft in this institutional'.senSe.»

(p. 187)

The art ex_hib_ition is another .Iegitimating institution .important in establishing
a public identity for an artisf, The prestige of the institutional setting of
the exhibition u§ually determines the extent to which that exhibitién is able
to legitimavte an artist. - Acquiring a contract with a reputable gallery
secures, at least te.mporarily, one’s status as an artist, So does being.
selecte_d for one of the "biennials", those large ’juried, invitational shows,
descendents. of the large‘ annual p_ainting salonsl of nineteenth. century
Europe and .the Ve‘nice Biennale which began in the >18$Os (bGIuek, 1981’); The
biennials benevfit"the ydung’ artists selected by gi‘ving_ them, in‘ the» ‘words
of a curator of the Whitney Biennial, "credibility,Aa stampA of apprové!‘, It’s
a. kudo that might make them more attractive . to a dealer” (Haskell,. in
Gluek, 1881, p. 99‘). The work is seen by an international audience and,

"even more significant is the fact that the - work is put into the context of
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American art" (p. 99). Exhibiting .in a reputable gallery or juried exhibition
may also lead to a review by an art critic for a newsbaper or natiohal
fihe art magazine, In this sense, the art critic also performs a Iegitimating

function,

Another step in the Iegitimatioh of the contemporary "artist is the move to
New York, In the western fine art world, perhaps more than in most other
fields of éndeavor, the power to confer 'Iegitimation has historically been
centralized-~Florence in the early Renaissance, then Rome, then Paris, and in
this‘century, New York. The beliéf of many membersvof the fine art worid
is that unless an artist is recognized in New York City, his or her artistic
status ~"remains at best marginal" (Getzels & Csikszentmihalyi, 1976,. p.

191y,

Knowing how to gain legitimation through thé above channels is an aspect
‘of. art k_nowledge‘ that art students consider very important. They reﬁognize
thaf being legitimated by the appropriate social institutions is a major
criterion of success--who you know is often more important .than what
you kno_w, Séme of this art knowledge they. Iearnv ihformaHy outside _the
art. program and some through the art 'prdgrarﬁ, Art depar‘tmenté genérally
make. visible attempts to ‘provide- studio space of s‘ome sortb and to hold
critiques and irjformal seminars. with visiting artiﬁsts,which, in effect‘,
éyrhbolizes the - "loft" and-.its social milieu (Montalto 1983). In addition,
recognition of the'importance"vof the exhibition in covnfe'rrihg‘legitimacy and

Iaunching students into the fine art world is fostered through the required
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graduating exhibitions of the _work of MFA. and. unde'rgraduate fine art
majors, and by .organizing field trips to galleries and museums in New York
or the nearest rﬁajor- art centers, Art teachers in schools also quickly come
to recognize the importance of exhibiting studént work- in establishing the
legitimacy of their art program, even if tﬁis legitimation comes from the
educational system rather than the fi.ne art world. As Hawke (1980) wrote
in his ethnographic  study of a beginning art.teacher in a junior secondary

school, the art teacher

did appreciate validation of his efforts by the principal, of his
performancé as an .artist, and_sought extension of that validation
through students’ art diéplays, Nevertheless, as an artist, he held
in disdain the. staff’s ‘opinion of the actual art works completed

by the students. (p. 249)

This "entrepreneuri‘al".aspe_ct of art. knowledge, particularly the belief that
one’s status as an artist is dépendent on success in New Yo.rk, reinforces
a mainstream in art, a set. of western high  art ideals represented by
modernism and its Nev;/ York "scene". Several writers on art have found

- this problematic, Rosler (1981), for one; writes that it furthers " the "gospel

she adds, an effect of the.

’

of New York, ,t.he.. empire center of art", ItA.is
"routvibniza,tion of ~art -training” (p. 28), which - is part of a 'general
rationalization - of >prof‘essional training in all areas. It furthers  th‘e
"éradication of regibnalfsm in' art, a process ‘that‘ is well-advanced and -that

answers to the purposes of the market' and ultimately to those of . the

ideology of global capitalism” (p. 28). Getzels and ' Csikszentmihalyi
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recognize its contribution to at least three social processes that conflict

-with the cultural mores of the artist as individualistic and seif-sacrificing,

They exacerbate the competitiveness in the aiready crowded art
world of New :York, | f thbey want to survive in it 'they have to
use a certain amount of aggressivéness, shrewdness,
entrepreneurship, and éne—upmanship——all qualities that ., .,ére
foreign to their personality, Second, by paying aftention to the
trends, they risk becoming “trendy" themselves, And fi'nally, by
their presehce in New York, they confifm the city’s preeminence
in art, a circumstance they personally deplore, (Getzels &

Csikszentmihalyi, 1976, p. 185)

This - entrepreneurial and "hustlihg” 'éspect of art knowledge does not fit
iwith the char'actefisticsv of what is. normally qdnsidered high—status
knbwledge‘, Nor does it fit with postmodernist. attempts to disengage art
from the modernist mainstream and its resulting. restrictions to artistic
activity, If  art programs incorporate these entrepreneurial aspects of art
knowledge in their search for legitimation from the fine. art .World as
indispensible institﬁtions 'for"prepa.ring "professionals™, they face a risk -both
of forfeiting their ac_quiredv status of art aé ban intellve'ctual»concern, aé
"high—‘svtatus" knoWIedge, suitable as a divscipline of study in universities,
and of moving out of line with postmodernist-‘sentvirﬁents, Yet, 'accérding to
Montalto’s (1983) study of three "renowned"’“ MF A, programs in the .United
State’s, these very exberiences art programs provide "beyond the - easel",

beyond thé formal’ art knowledge of the intended curriculum, are most
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imvportant in helping graduates develop -attitudes and beliefs to sustain them
in their socially committed role as artists, To be an artist requires not
only a knowledge of the concepts and methods of their art, but a
knowledge of the legitimating structures and processes of their art world
and the concomitant behavior and commitment required for conferral of the
seal of legitimacy as an artist, An implication is thét not only must theb
formal intended} concepts and methods of art change in art instruction, but
so must alternatives be presented and perceptions changed regarding what
legitimates an artis;t in contemporary society. The following chapter looks
in more detail at how ' commitment and identity develop in fine art
students, and argues that the legitimating structures in the fine art world
prevent "reality slipping” and legitimate for the art student the insular art

knowledge embodied in most art deparfments,
. THE DIFFICULT TRADE~OFF

To. consider the'ilegitimation strategies va art departmenté in terms of
cultural capital theory, asta_mbIen (1885) has for art'éducators; is to note
that artists’ are "seeking various and sundry allies in order to Iegitirﬁé'ée
vaesthetivc capital and to provide a professional market for its products” (p.
9). One.very import‘ant alliance is with universities, By being rﬁembérs. of‘.
‘universityll faculties, artists are legitimated as members of the intelligentsia
or New Cl_ass,‘ The alliance extends and reinforﬁes their historical role asb
specialists in cultural capital,‘ in the manipulation of valued cultural

knowledge, skills, and styles. However, in conforming to . admission
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requirements, completing required assignments for numeric grades, receiving
academic degrees, and the like, artists have _ad.onted the .rational educational
structures .of the technocratic segment of the intelligentsia. They have
adopted the legitimating language of general education, although perhaps not
as obviously as at the school level, where a discipline-based model of art-
instruction s bec_oming a viable and respected - alternative for- many
claesroom teachers, The uniq_ue educational experienees that were seen as
an antidote to the ills of technocratic rationality and which art educators
have for decades prided themselves on ha.ving provided for .students, have
vrecurrently been held to be at risk of being surrendered for the dominant
technocratic retionalist mode! of education (Black, 1966; Hamblen 1987,
following Goodlad, 1985), Technocratic rationalism is characterized by
standardized content, an emphasis on efficiency :of means, behaviors that
are routinized, outcomes that are predefined, and deCisions and content that
are presented as nonproblematic and self-evident (Hamblen, 1887). Artists
"and art. educators have deveioped this alliance with the’tec‘hnocratic
segment = of 'the intelligentsia,?? even though_fhey see themselves as
members of the humaniet segment, claiming "a moral_superidrity over the
technocratic intelligentsia, who ‘heve been imnuted‘ to be without m'orel
scruples in their application of mechanistic solutions to.human'problems,"-_
(Hamblen, 1985, p, 9), The fact ‘that tnis model| has" been .ta'ken up bfor ert -
programs in educatien speeks to the domin_ence of that sys_tem (H.a'mblen

1985b; Beyer, 1984),

Art_edueators at all levels of education ~are  involved in a difficult
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trade-off: When art is presented as structured and testable subject matter,
it may gain legitimation and be better able. to secure a mainstream
position in education, but it isb, at the same time, open to charg‘es of
reductionism and the loss of its ability to provide unjque and culturally
relevant experiences in education and society, Is there not a credible way
to both bring art into the mainstream and eqﬁip it with é culturally b‘roader
and more meaningful knowledge. base that responsibly and realistically
sup.ports the basic aims of education? It seems unlikely that there is as
long as university-based artists continue to enfertain what Adier (1879) has

an inclination to define,

identified as "aesthetic separatism" (p. 18), that is
in theory, the arts as essentially related and equally worthwhile, while at
the same time 'excluding from  this ™family’ the ’poor relations’ (fashion
design, advertising art, handicrafts) which had been left behind in vocatioﬁa!
schools with the move ’up" to the university” (p. 18). Adler observed invhér
ethnographic study of the California Iinstitute of the Arts that the trus’teesv
exhibited a rhetoric of patriotism and service to .society, and ‘a ‘concern
with the ‘social integration and 'usefulne:ss of art, Trustees favored bringing
under one roof both the "fine" and "commercial" arts. However, the artists
fo(md this "disagrebeably aIieh", While " frequentiy: vannouncing the collapse of
disciplinary knqwledge_fbouhdaries and -calling fér ,. "‘gros's fertilization®”, thé

artists maintained the knowledge boundaries of their "pure" specialization,

They heatedly opposed the integrative - impulses  of culture’s
industrialists (their patrons) with an insistence - upon the strict
. segregation of occupational castes, Since aesthetic -innovation is-

likely to be spurred by changes in the artistic division of. labor,
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such concern to protect. their occupational status from the threat
of unseemly association placed limits upon the artistic
developments which could be countenanced at the I‘nsti‘tute——just

as it does elsewhere. (Adler, 1979, p.123)

These artists were interested in integrating only the disciplines which were
~ equal in social status, even though an alliance with the working class,
"inasmuch as New Class humanists have often seen themselves as
champions of 'popular causes” (Ha.mblen,- 1985, p. 10), and an .alliance. with
the study of popular, folk, and commercial art might have been a viabvle
way of vbroadening the capital base‘and linking the study of_art to populist
principles of democracy, f;The Working ctass - has often formed the
legitimating power base of inteIIectuaIs,.who can then claim widespread

support for their programs and expansion of cultural capital" (Hamblen

1985, p. 10),

The art schooi scenario that Adler deecribes plays out the theoretical
account of the nature of knowledge and knowledge boundaries »devel»oped in
the previous chapter, S.’pecializations'of discipline knowledge are "finite'
proi/inces of meaning". (to_'v use Berger & Luckmann’s ' term; v1966)‘
characterized by strong boundaries‘ which differentiate them from other
knowledge disciplines . and fr.o.m everday iife_ It is the dif“ferentia’ti.on» of
dis'cipiineiknowledg‘e from the knowledge of the  everyday worid that
confers statiJs ‘to 'that_ discipline, This - status is maintained by disciplinary
boundaries, especially in situations» of.‘ stiff competition for Ilimited

resources, .Competition for scarce resources encourages the development of
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political groups with unambiguous -boundaries. Disciplinary ties become more
rigidly claimed, keeping out "lowbrow" relations. So although the university
may be recognized for having brought different fields tegether, mutual
collaboration and influence between artists working .in the visual arts and
individuals in other arts and other fields of study, inciuding those fielcls
that carry the critical "tools needed to effect a broadening of _art’sv
disciplinary base in. education,. ‘are impeded by the rigid demarcation and
maintenance of the university’s -disciplinary boundaries. The following
chapter deals with a social mechanism that is very effective in maintaining

existing boundaries and hierarchies of art knowledge.

NOTES .

1 For his characterization of the stratification of knowledge, Young
draws on Bernstein’s (1871) "integrated" and ‘“collection” codes of
curricula and particularly their sub types in which knowledge is highly
specialized or not, -

? Apple bases this notion of "individualist" on Raymond Williams’ (1961)
work ‘ : ’
3 Note that curriculum reform is more likely to come about in low

status knowledge areas than in the high-status areas associated with
the academic curricula of universities. Curricular reform for the young
and the less academically "able" does not undermine or affect the
interest of those in positions of power in the social structure, This
may suggest why we see more changes in art education . at elementary
levels than at the secondary and university levels,

4 In Madge and Weinberger’s (1973) - study, fine arts students "showed
the widest range of achievement in other fields" (p. 59) in comparison.
to . graphic' arts students, Thirty one percent - of the fine art students
interviewed answered "yes" to the question "Was art your best
subject?" Approximately "this number had considered careers in fields
other than art, most of which required university academic preparation,

. Details - of Wthh subjects art students had excelled in are not given
specifically for flne art students, : ’ '

According "to the artists interviewed in studies by Getzels and
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Csikszentmihalyi (1976) and Griff (1970), however, one of the reasons
why art students, both fine artists and graphic artists alike, were in
art school was because they were unable or unwilling to make the
grade’ in academic subjects. Details are sketchy, making generallzatlons
about the academic -ability of art students difficult,

Attendance data also indicate, according to DiMaggio and Useem (1982)
and Hillman-Chartrand (1986) that level of educational attainment is the
‘best predictor of arts attendance. With the increasing differentiation of
postsecondary education, institutions with narrowly technical curricula
cannot be expected to’ inculcate involvement in the high arts to near
the extent that traditional liberal arts institutions do. Prestigious liberal
arts colleges and universities remain the educational institutions where
a familiarity with the arts can be cultivated and hence are an
affirmation of, or in . association with, an elite class position,

Gouldner (1979) uses the term "New Class" to encompass what -he
sees as two distinct groups: ‘"intellectuals" (humanists) and "technical
intelligentsia" (technicians, engineers, and so on), Gella (1976), however,
states that "almost every author has a different concept of the
intelligentsia, though most of them use the terms intelligentsia and
intellectuals interchangeably" (p. 8).

Cultural capital can be income-producing, even though its basis is
education, not economics, Bourdieu (1973), in examining the close but
complex relationship of the possession of cultural capital with the
possession of sociai/economic capital in the upper class in France,
argues “that cultural capital is most effective, that s, brings in
opportunities and income normally inaccessible to those who do not
possess it, when combined with economic capital and political power,
Those with economic capital have more chances of possessing cultural
capital, but, interestingly, they are also more able to do without it.

By way of illustration, the British Columbia Ministry’ of Education’s
additional funding program, "Fund for Excellence"”, effected in 1986, is
quietly nicknamed by some school district administrative staff as the
"fund for computers", Almost all of the projects accepted for this
funding involve ‘large purchases of computer equipment and terminals,
Little of the fund was left for other than computer purchases or
computer applications, No programs in the arts received funding.

Also, in regard to (under)funding of the arts in education: in a survey
of = school district superintendents and board chairpersons (British
Columbia Arts in Education Council, 1986), 50 percent reported that the
proportion of the schoo! budget allocated to fine arts instruction at
both the elementary and secondary level, had declined from 1981 to
1985, When asked .if fine arts programs were able to withstand cuts
in their materials budgets than were other courses in the curriculum,
"56 percent of the superintendents and 59 percent of the chairpersons
indicated that -fine arts programs are less able to endure cuts as they
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are more materials-dependent than many other courses" (p. 15). And
"asked if fine arts courses are more susceptible to reduction in times
of fiscal stress than are other parts of the curriculum, 75 percent of
superintendents and 62 percent of chairpersons indicated agreement" (p.
16). ‘This study also indicated that full time arts teaching positions
declined markedly from 1876 to 1985,

That the three programs which usually comprise the teaching of fine
arts in schools--visual art, music, drama--together accounted for only
approximately six percent of -all teaching (in 1982), also attests to the
marginality of the fine arts within the total curriculum,

What art instructors look for in potential studio art students is not
necessarily the same as what philosophy or biology professors look
for in their applicants, One instructor identified the criteria used in her
art. department (University of Alberta) for reviewing an applicant’s
portfolio as follows: '

a) breadth of exposure or variety of experience;

b) technical.or manual dexterity;

c) observational skills best exhibited through observational studies;

d) evidence of energy, curiosity and imaginative or inventive thinking.
(Ingram, 1986) ' '

The debate over whether the PhD, should be the terminal degree in
studio practice appeared frequently in American journals in the 1960s,
Quinn  (1962), for one, pointed to both  the extensiveness and
seriousness of work involved in a studio graduate degree and the
advantages  that PhD. recipients have .over studio .graduates in the
matter of hiring preferences for faculty positions, Hubbard (1871) noted
that administrators discriminate in favor of those in possession of the
doctoral degree, sometimes, in the United States, with the support of
state laws . concerning promotion, Such ' favoritism in .the past, along
with the "publish or perish" promotion system, has reinforced the
priority of degrees, scholarship and published research over artistic
pursuits as an indicator of excellence. within academia, Yet the official
position remains that adopted.by the College Art Association at the
Midwest College Art Conference in 1960 and resolved again in 1970
(Montaito, 1983) The MF.A, is the terminal degree in the field because

the "PhD. or .other doctoral degrees are not appropriate ways of
measuring success in creative fields" (quoted in Montalto, 1983, p. 43) .~

A PhD. would merely place an academic symbol on an art program in
order to make that program more acceptabie to  the - academic
environment in which it is situated, Although the awarding -of a
doctorate for studio art education did not gain much ground, the
artists’ very attempt to secure such a symbol which is in many ways
contrary to the values traditionally -held by artists suggests that art
production, by being situated in academia, has adapted to’ and assumed
some of academlas values, :

The majority- of research.and information that -exists on the subject of
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art in higher education comes in large part from this period in
American history (for example: Barron, 1972; Dehnis & Jacobs, 1968;
Feldman, 1970; Griswold et al,, 1965; Mahoney, 1970: Risenhoover and
Blackburn, 1976; Ritchie, 1966),

Previous to this period, studies relating the -subject of the visual arts
in postsecondary education were few and far between. (These were
Smith, 1812; Hiss & Fansler, 1934; Goldwater, 1943)

In Canada, comprehensive documents on art in postsecondary education
are -rare, There is the Canadian Cultural Information Centre’s (1965)
reference handbook on - facilities for the study .of the arts, This
document was little more than a listing of the names and addresses
of the 52 institutions that at the time offered opportunities to study
the arts, In 1972 a similar reference handbook was published by
Statistics Canada, this time listing 121 institutions that offer
opportunities to study the arts. These directories are, unfortunately, the
extent of Canadian material that takes an overview of the subject of
art in postsecondary education, However, they do establish that the
number of institutions with facilities for the study of the arts in
Canada doubled from 52 in 1965 to 121 in 1972, indicating that
Canada, like the  United States, experienced an increase in the late
1960s and early 1970s in programs of -art study, presumably to meet
the demand of a dramatic increase in enroliments, Most of this
increase was in studio programs rather than art history. The result is
that the production of candidates for studio teaching in postsecondary
education far exceeds the demand.

Note that at a more local level, two listings of programs in British
Columbia were prepared. Colton (1964) assembled a report to assist
the British Columbia Art Teacher’s Association, It is  not specific to
art 'in postsecondary education but instead comprises a broad listing
of various channels through which the visual arts may be developed in
the community under the following categories: secondary schools; art
schools, universities, and vocational schools; seasonal. programs, adult -
education programs; recreation programs; . art associations; public art
galieries., The other local document .is a directory prepared by Kava
(1979) for the Director of Coliege and Institute Programs for the .
Province of. British Columbia. This -merely. lists art programs . in
postsecondary - educational institutions in the province along with
abbreviated program objectives reported from program catalogs, and-

some de'tails such as  approximate enrollment in programs.

~ The heavy dollar investment might have been better used for

improving existing facilities or for basic curriculum concerns (I\/Iahoney
1970). Architects: were called in" before funds were provided for a

‘thorough review of what the building was for. Interest in the  building

itself was easier to ‘get than money for curriculum concerns, The
outward image too often overrode  interest in -providing space that
could adapt to potential new forms of art, or that had walls and
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floors that could take hard use,

The examples Bourdieu gives of this are dress design, interior design
and furnishing, cosmetics, and cookery,

In  understanding the legitimation process and, ultimately, the
acceptance of certain artistic forms as appropriate educational
knowledge, it is useful to consider the case of an art form that has
recently acquired increased Ilegitimation as a fine art; namely,
photography. Note that photography is now incorporated within
academia, but not (yet) to the extent that painting and scuipture are.
Photography is currently. advertised as a specialization in many, but
not all, fine art departments. As expected, it is offered in most
departments of applied arts. It has also been the subject of much

. aesthetic theorizing (by Rosenblum, 1978, and Sontag, 1977, for

example), which helps to support and legitimate it, Rosler (1981)
provides a brief account of the incorporation of photography into the
fine art market in the late sixties and early seventies:

Conceptual and Pop artists who wanted to avoid" the
deadening preciousness and finish of high art and who were
moving toward a narrative literalism brought photography and
video into the ‘galleries; for Pop artists, photography was a
form of quotation from mass culture, no more intrinsically
respectable than comic. books. Conceptual artists, moving
away from ‘"object making", also were attracted by the
anonymity and negative valuation attached to these media,
Never far behind, though, dealers were learning to capitalize
on the seemingly unsaleable by seizing: on the category
"documentation”, which " relies most heavily on written
material and photography. This gave these media an art
gallery 'rightness" that still retained a look of newness.
Meanwhile,  of course, the photography that was
self-consciously ~art was drenched in Modernist sentiment,
seeing its mission ‘as the exploration of the special
- potentialities of the medium.. (Rosler, 1981, p. 48)

Photography demonstrates, according to Rosler, the restructuring of
culture in .the early 1970s into- a "more homogenous version of ’the
society as spectacie’, a . process - accelerated by the increasing
importance of electronic media . . . and the consequent devaluation of
craft skills," With this comes _the "increasing ability of dominant
cultural forms to absorb all instances of oppositional culture after a
brief moment and. convert them into mere stylistic mannerisms" (p.
48), ' '

But the legitimation of 'photogra'ph‘y as high culture began much- earlier,

~Becker (1982) explains "how Alfred Stieglitz, a pioneer of American
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photography, made the decisive organizational moves that shifted
photography from the status of amateur camera clubs with ‘"craft"
standards to a fine art, Stieglitz produced, on a small scale of course,
much of the institutional paraphernalia which justified photography’s
claim to be a fine art: a gallery in which work could be exhibited
and where painters, sculptors and photographers could be introduced to
one- another (Stieglitz’. marriage to - the painter Georgia O0O%Xeefe
furthered this painting-photography connection); a journal containing
fine reproductions and critical commentary which provided a medium
of communication and publicity; and subject matter and style that
departed from the imitation of painting favored at the time, Becker
notes Edward Weston as also influential in shifting the status of
photography to a fine art, Weston was the first American photographer
to receive a Guggenheim Fellowship., He also developed a style that
combined: stern realism and standards more common in the world of
high art with the symbolic effect of photographic tonalities, '

Brochures and catalogs are particularly useful because they tend to -
present a symbolic language, a formalized picture of how the .
organization functions to serve the need of art students, and of the
belief-systems of the art culture. When using catalogs and brochures
for evidence of certain values and objectives, it must be remembered
that these materials represent an official view, a side put forward by
the authors—-likely, in this case, administrators and educators—-as an
attractive means to represent or "sell" a particular program to the
public, to funding sources, and to the market of potential art students,

There are. two approaches to researching any phenomenon: One is to
investigate what actually  exists; the other, as above, is to investigate
how a phenonenom is presented to and perceived by its public, How
accurately documents prepared for public consumption reflect, if the
latter is -the case, the actual day-to-day practice of the programs
they advertise, would not be the issue, Rather, the intention would be
to look at ideals, program goals, stated - objectives, or even the lack
thereof, as a way of getting an idea of the dominant cultural norms
and recurring themes that are formalized in the objectives..

With the visual arts, these academic structures have been around since
at - least 1950 .in the -United States, at which time a survey of
American art schools found that.all of the eighty. schools sampled
had established formal entrance redquirements., These included - high
school - graduation certification as well ‘as the usual portfolio’
submissions -and interviews; and a credit system for measuring

students’ advancement. With only a few exceptions, they granted -

degrees (McCausland, Harnum & Vaughn, 1950),

“As universities formed studio fine art programs and as art schools

became degree-granting, MF.A, programs were eventually developed so
that Canadians could be as qualified as ~American artists. and thus
could teach in Canadian programs., It was the earlier situation, when
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graduate degrees were attainable in the US. but not vyet in Canada
which may be responsible for the present situation in art schools in
which "‘Americans tend to dominate art faculties,

Surveys of artists provided consistent evidence that the education. of
artists is well entrenched in institutions of higher education, although
most do not distinguish between university education and college or
art school education, The Empire State College Visual Arts Survey
(Villenes, 1982) reported that of more than 200 practicing professional
artists of ‘international, national, and regional reputations" (p. 30), at
least 90 percent had had a formal education in which they had studied
drawing, painting, sculpture, printmaking design, and art history, and if
their field of specialization required it, commercial or industrial design,
or crafts, The only artists interviewed in the study who had not had
such training were born before 1920, In Michael’s (1970) study, only
two painters, three printmakers, and two weavers of over 200 artists
surveyed did not have any formal training, Ridgeway’s (1975) study
reported similar findings, Of the 28 practicing American artists she
interviewed, all but three attended universities or colleges,

Most of the 79 fine art students that Getzels and Csikszentmihalyi
(1976) studied who obtained the highest "success scores" as artists
(pased on a measure of achievement indicated in students’ permanent
records on file in art schools) started their careers in a loft, even if
this meant renting jointly with their colleagues, In fact, the six art
students with the highest scores had all rented lofts while still in
school, As far as the authors could determine,  none . of the.
"unsuccessful" former students did this, -

In Getzels and Csikszentmihalyi’s sample of art students studied, four
out of the six most successful' as  artists eventually moved to New
York, The remaining two, believing that their success as professional
artists depended on it, were planning the move.. One former art
student, who spent two vyears .teaching art at. the University of
Minnesota before moving to New York, explains:

The new is what people are only just talking about; it’s
_ideas that count, not products, One can see where it’s at
from magazines, but it’s not the same thing as living it. (p.
191) '

_I\/Iontaltov’s (1983) selection of ‘renowned" art programs was based on

a ranking of the greatest number of artists from each school
represented in the Whitney Museum of American Art Biennial. Exhibition
Catalogues. Montalto’s stated reason- for this selection criterion is that

_ the Whitney Museum is--and he quotes from the catalogue itself--"an '
- individual survey of some of the most important and provocative
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American painting, drawing, sculpture, film, and video produced ., . . by
living artists.," A strong -criticism could be made concerning the biases
and exclusiveness of the Museum’s exhibition criteria (a concern not
addressed in his study), and the possible consequent implication that
the study may be neglecting art programs that represent art form and
qualities not acknowledged by the Whitney Museum. What did result,
however, from Montalto’s system of ranking art programs was a
convenient and interesting representation of three extremely diverse
perspectives toward. art study: The San Francisco Art Institute has a
rather unstructured educational environment; Rutgers’ Mason Gross
School of. the Arts stresses the socio-political, cultural, environmental,
and historical nature  of .art; and the VYale School of Art  and
Architecture has a very structured and prescriptive program in which
students are- encouraged to study many art movements and styles
rationally and systematically before arriving at their own,

The alliance with the technocratic segment has been formed also in
the sense that artists look to computers, holograms and other new
technologies as potential new media in art production. And in schools, .
the technology of the computer is explored for its possible
contribution in art classrooms (Hamblen, 198b)



CHAPTER 4
FORGING THE ALLEGIANCE TO ART:

THE ART DEPARTMENT AS EFFECTIVE SOCIALIZER

The model of the organization of knowledge, derived from Berger and
Luckmann (1966), is one in which reality is socially _.constructed, socially
maintained, and can be changed by human activity. But in spite of this,
reality attains the guality of an object that cannot ‘be willed away by the
individua!l  (Blackledge & Hunt, 1985), Likewise, knowledge, by which
individuals make sense of their reality, attains the status of an. object,
Knowledge becomes knowledge-as—fact, Socially produced reality, including
knowledge which is "legitimate"” or associated with truth or scholarship,

becomes part of an individual’s reality through a procéss of socialization,

Socivalization is an impor'tant component in the analysis of ‘the‘ relationship
between social structure and art knowle_dge, it is t.hé corﬁplex proceés
thro‘ug_h which inbdividuals- de\)elop a sense. of identity and internalize the
knowledge, skills, values, and motivation of the culture and subcultures to
“which they are affiliated. These internalizations, in turn, govern their actions
and concebtions of these actions in both everyday and professional
b_situations, In turn, for individuals to be initiatéd into and assume full
mem.bérsh'ip in  the s.pecialized fine art schuIture, they must .Iearn and -
inte.rnalize at least the essent.ial core. of that subculture’s svhared basis of -

amn

- knowledge, - which includes not only the formal “experts knowledge as

found- in- art curricula, but. an uhderstanding of the subtleties .of dress,

85
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speech and mannerisms which identify the members,

A complex parapherhaiia exists through which individuals gain entry and
publicly ~demonstrate commitment to the fine art subculture, Certain.
institutionally  established and pub|icly acknowledged educational procedures
have to be gone throu'gh and. probf provided of competence. The art
department plays a significant role in getting individuals ‘committed.to ‘the_
roie of ';artist", It is, as.this chapter argues, an effective "socializer" into
the highly specialized fine. arts subculture, it is so effective that its
recruits become committed in. spite of the ambiguous Iegitimation of art
and the conflicts this - involves: the attitude in schools that art s
second~-rate to the sciences and other academic subjects; a lack of parental
‘support for art as a c’areer‘choice; the unlikelihood that an educaiion in art
\ivill Ieaci to a financially secure career: the ill-defined and elusive role of
art and the artist. in soci‘ety; -and the equally unciear objectives and content
of art programs (National Endbwment for the Arts and National Council on

the Arts, 1978; Ritchie, 1966).

The strength  of commitment to artistic -identities that this chapter
demonstrates by reviewing_vempirical and descriptive research of artists and
art students lends further subport' to fche argument that art departments ‘iv:leay' )
-a significant role in presérving'the traditional ‘concept_ua_lv‘hierarchies of art
knowledge that impede a broadening of art’s cultural base toward a more

vital and relevant role in a culturally pluralistic society.
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THE CONCEPT OF SOCIALIZATION

Socializétion has been given attention within behavioristic Iebarninbg theory
(Homans, 1961; GSkinner, 1953), Piaget’s (1928) cognitive developmeﬁtal
approach, Freud’s psychoanalytic theory (Mackie, 1980), and symbolic .
interactionist views (Becker et al,, 1961‘; Mead, 1934; Olesen & Whittakér,.
1968). Socialization‘.that .takes- placé during the formative years of childhood
has been studied in terms of the development of language -and individual
identity, the learning of cognitive skills, the internalization of moral.
standards and appropriate attitudes and . motivations, and some understanding
of social roles. Although Athis type of sociali;ation may ilay the foundation
for later learning, it does not completely prepare individuals for
occupations; sexual relationshipé,v parenthood and other roles -in adulthood_.
There is, then,. in any society further or "secondary" socialization,! The
extent and character of th.ié later - socialization is determined by the
complexity of the division of labor ahd_thefdncomitant social distribution .

of knowledge in society,

It is_ possible to.'conceivevrof a sbociety in which no further
socialization’ takesv place aftevr brimary‘ socialiiation. Such‘v a
éociety wogid, of- course, be one with- .a very simple st'ock ofv
kn>owledge, Avll knowledge wouid ber generally relevant, ‘with
different . individuals var‘y‘ing only in their perspectives on it; This
conception is useful in pcsiting é limiting case, but t.here is no
~society known to us that doéé not have some division of Iabo}

and, concomitantly, some social distribution of knowledge; ‘and as
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soon as this is the case, secondary socialization becomes

necessary, (Berger & Luckmann, 1966, p. 127)

Later socialization is the internalization of institution-based subcultures. It
requires the acquisition of role specific or specialized knowledge;
knowledge that arises as a result of the division of labor. THe subcultures
internalized in this l‘aterb socialization generally represent partial realities or
finite prévinces of meaning (Berger & Luckma'nn,. 1966) in contrast to the
everyday world and its common stock of knowledge, "Yet they too, are
more or less cohesive réalities, characterized by normative and affective as

well as cognitive components” (Berger & Luckmann, 1966, p.127). .

Berger and Luckmann also suggest that the character of secondary
socialization depends upon the soc»ia'l status of the body of ,khowledge

concerned,

Training is necessary to learn to make a horse p‘uII a manure
cért or to fight on it in battle, But a society fhat limits its use
of horses to the pulliné of manure carts is unlikely to embellish
this activity with elabo.r'ate fituais or feti_shism,. and-the_ personne!.
té whom. this task has been assigned is unlikely to identify with -
.the role in any profouﬁd ‘manner: the Iegitimatiohs, such as they
are; are Iikély to be of a compensatory ‘ki‘nd_ Thus there is a
great' deal of soc-io"—hist’.orical variability in the representations
involved in secohdary socialization,.(Berger & Luckmann, 1966, p.

128-129)
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if, as Berger énd Luckmann suggest, the character of soéialization depends
on the status of the body of knowledge concerned, then one_Would think
that the ambiguous legitimation of art would mean thét socialization into
ért is also ambiguous. However, this a.ppears not to be the case., Although
socialization into fine art ié socializati.on into a discipline in which there is
little consensus about the nature and purpose of artistic activity in society,
or indeed whether this activity can even be taught; descripti.ve studies of
art students (Barron, 1872; Getzels & Csikszentmihalyi, 1976; Griff, 1964,
Madge‘ & Weinberger, 1973; Strauss, 1970) demonstrate that art students are
unambiguou_sly comrﬁitted to their discipline., Art _students ha‘ve beenb
socialized into specific identities that are based on va strong sense of
subject lovalty. lnvord'er for socialization to be this succeséful, art students
mustv pefceive-their di_scivpline as having 'sbcial .status, in whatever way vthey
define status. The .art department, it is argued in this chapter, is the agent
which cultivates these'percept_ions in students and solidifies _commjtment to
the  discipline of'a‘rt and- the identity of artist, even in those likely cases
in which an artistic identity may bhave élready been gradually cultivated inr
childhood and adolescence. Despite the. ambiguous legitimation the outside
world attributes to it, identitiesv'are strengthened through inferactions within
the art department, with its insulation of the 'knowledge boundaries of the
fine art discipline from | other disciplines . and from eVéryday, or

common-sense knowledge.

This implicates the university art department or art school with perpetuating

traditional conceptions of art knowledge as a specialized discipline sharing
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many of the characteristics of "high status kn.ow‘ledge" (Young, 1871) such
as abstractness and relative differentiation and insulation of certain art
knowledge from other knowledge areas, both "pure" and "applied", and the
knowliedge of everyday experience. By maintaining existing knowledge
boundaries through the promotion of specialized subject identities in its
students, the art department pl‘ays a major role in the cultural reproduction

of an insular body of knowledge which is, as the postmodernist position

holds, untenable in a pluralistic society, Most of thé studies of art students
that will be reviewed below are not very recent, unfortunately, nor do they
specifically document the Canadian context. They do, however, constitute the
bulk of the -research done on this topic., They represent a range of

methodological approaches—-interviews, surveys, and psychological tests and

measures,
PROFILE OF AN OUTCA_ST POPULATION

l\/ladgeA and .Weinbergér’s"(‘1973) study of art students ‘in Britain effectively
poftray’s the fine ért student as exfremely committed to the role of ’.artist_
It.-demonstrates that a sense of being different from others outside the
fine art world is a dominant perceptionn amoné fine art students,-afthough
how they express it may vary, "'Indiyiduals IWith this feeling" Ma'dge "and
Weinberger write, "waﬁted to dissdciate themselvves from somethihg" p.
273),‘.|n the school years this‘might have been the school authorifies .and
t.he valueé of the. instifution, but .in art school if became something Iérger

and -more vague, like the values of society, As one fine -art’ student in
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Madge and Weinberger’s study stated,

| take no interest in outside things, | am bound up in my own.

world, (p. 111)

Often the feeling of difference is described by the students in terms of
their being more analytical and open—minded than others outside their art
world, It is often expressed as a sense of privileged ability to see through

the values of the larger society.

| felt | was di'fferent, | had a more questioning attitude. Doing

art at school was the outward sign of my difference. (p. 110)

| am aware of so many more things. Non-artists do not perceive
the deeper implications of the system within which we live, |

" question things mbre, such as the validity of motives. (p. 111)

I think in a different "way from others, more deeply; it’s a
different kind of learning to univefsity and training colliege, (p.
111) -

One’s outlook is bound to be different. -Art students. have
different ideas about life and society. They couldn’t do the kind

of jobs most people do. (p. 112)

In this 'self—perceptioAn ‘of'- being more a‘nalytic and open-minded than others
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lies not only the students’ sense of difference but a sense of superiority,

| can’t communicate with others, | have to talk to them on a

lower level (p. 111),

The sense‘ o/f difference and the sense of superiority that fine art students
expressed was directed not only toward those outside the art school, but
even toward their colieagues within the arf schoo!l who work in the applied
arts, The difference in values and self-perceptions between fine art
s-tudents and applied art students illustrates. how strongly the boundaries are
maintained between the so-called "pure" and "applied" arts. The boundariés
of fine art knowledge are so strong as to separate its proponents

ideologically from those in the applied arts. Fine art students see graphic

art students as "more like others in the world," "less individualistic," they .
"take things more at face value," . "lack commitment" . "are .not very
interesting," "are totally lacking in any cénsiderati‘on of their subjec.t or-
involvement in it," “"only "aim at technical satisfaction," are ‘"primarily

interested in making money" (p. 115), and so on.

The'gr_aphic design students,b'or‘l’ the other han:d,‘ :felt tﬁat the difference fine
art. students spéak df was an 'act, and thé design“students te'hded to resen{
it. This came across strongly in reéponses to -the qUeétion.' “:Is tbhere'a
difference in ogtlook between those in your area and thése‘ in other ‘DAD
[Department of Art and Design] areas?" (p 112). As one graphic arts

student stated:
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Fine Art students set up introversion as a cult, They tend to

work in their own void with personal ends. (p. 113)
And another:

Fine Art students seem more intense about things, and enlarge
upon difficulties, as they have so much time to think about

them, (p. 114)

The way most graphié design .students experienced .their relationship to the
fine art students is one in which, as one graphic design student. sta;ced,
"Fine Art students tend vt‘o look down on Graphic Design students more
than " vice versa" (p. 115). The fact that so many of these kinds of
responses were given -to amplify thé straight ye.s/nvo question . "ls there é
differénce in outlook between those in .your area and those in other DAD
areas?"? points fo’th.e part played by each faction in deffning the norms

and self-perceptions of the other,

Fine aft students and graphic art students define the.mselves differently also
in terms 6f group mgmbership, As. many as 94 percent of graphic design
’v‘students in Madge avnd'Weinberger’s study saw'tﬁemselves, in their final
year, as vrn.embers. of a group. In the ‘case of the fine art - students,
however, feelings of membership” declined over the three years of the
program, such that in the final year only 16 perceht saW themseives as
members of a group. They made comments’ sﬁch as "l see myself v'as-an

individua!," and "We are not a group, and this is good, as it proves we
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are not influencing each other to a great extent," (p. 116). Madge and

Weinberger summarize in regard to the fine art students,

Having dissociated themselves from other pupils at school, from .
the outside world as a whole, and from sfudents taking a parallel
course in their own cdllege,.they eventualiy felt themselves to
be dissociated from the other students on their own course. (p.

274)

Madge and Weinberger’s studyv effectively portrays an "individually -
hyper-developed Fine Art student"}(p_ 277),. extremely committed to the role .
of artist, Fine art studen;ts are "typically individuals who cultivated their
individualities, both .as an end in itself and as a presumed méans of
entering the ill defined and elusive role of artist" (p; 269). What started as
a 62 percent proportion <'>f-‘fine art students in _the final 'year'of their
secondary school - education c_iaiming they wére different from non art
students increased to 83 percent ‘in the final year of art school, As these
students movevdbinto the role of artisf, they took on ideﬁtities of the
traditional social type of the értist, such as supreme "individualist", The‘y'
came to view -themsélves as having the 'characteristics o»f the role (Reitzes

& Burke, 1983),

Getzel_s‘ and Csikszentmihalyi (1976), in their longitudinal study of art
students and recent graduates of the School of the Art Institute of

Chicago, administered to students in fine art

s

the applied arts, and art

education a set of tests designed to measure values -("theoretical”,
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"economic”, "aesthetic", "social", "political”, and "religious") and to measure
personality ("sociability", "conscientiousness"” "sensitivity" imaginativeness",
"shrewdness" and "self—s}entiment"), The pattern that emerged is congruent

with expectations generally held for each specialization;

Advertising and industrial artists are almost indistinguishabie from
each other, iIn a manner consistent with their future roles, they
accept the valu‘e of material gains and sociability more than do
the other groups.. Art education vstudents, whose task it will be
to teach, outscore the other groups in social value., Finally, the
fine.art siudents have the Jow econohic-high aesthetic value
pattern, which makes them the most "artistic"v ‘subgoup within the
total group - of artists, vThey‘ reflect to an exteme ‘degree the
value pattern that differentiates art students from colilege norms,

(Getzels & Csikszentmihalyi, 1976, p. 50)

Two earlier studies by two 'American, sociologists (Griff, 1964, Strauss,
1970) support the. kinds of results regarding role internalization that Madge
and Weinberger and Getzels " and Csikszentmihalyi- found. Both these. earlier
studies also denﬁonstrate differential experiences of students majoring  in
-different vishual_' ert fielde—;fine art, co»rhmer.cv:ial‘ art, : and . art education.
Anselm Strauss (1970) conducted two or thr.ee hour interviews with seventy
students and recent graduaies of, again, the ‘Art Instbitute-of_ Chicago. Of
most interest are ‘the interviews with five rﬁale students who en‘tere'd the
fine artS’»pregram with vaguely formulated-n’otiens ‘of b,ecbming commereial

artists, and who then underwent a "conversion experience" into the fine
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arts, Strauss describes the conversion experience and what they were up

against:

They devel_op negative attitudes toward commercial work. and
learn that art is something more than techniques and a job, Art
is a twenty-four hour matter,, Acquaintanceship with other
students fills in the meaning of art as we/tanschaung, with hot
discussions and sometirﬁes the discovery of ass_ociated art forms,
such as ballet and drama... They' have their troubles with parents,
since they are breaking formal agreements to enter commercial
art——on_e boy’s father cut off his allowaﬁce in an effort to bring
him to. heel, but the boy moved away and got a job to support
himself. These students have  other strains élso arising ouf of the
conversion experience: ..fighting the attempté of instructors to
teach techﬁiques which - appear mundane compared _with,.bro'blems
of self—expression; breaking with forher industrial—art.friends;
fa,c‘ing the future with no‘skill to fall- back upon for '-ec'onomvic
support. For these students the [art] school has opened a rich
world and has at the. ‘'same time allowed them to take initial
stéps in ‘findirlmg a.place within it.” Whether or not they - become
successful of credi‘table .- artists, they are deeply committed to

their artistic identities. (p.174)

Mason Griff’s (1964) study of art students in Chicago indicates that once
students enter the art .school ' they sometimes switch from_’ applied art

‘courses to fine art courses, however, the reverse rarely takes place. The
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ideological commitment, as Griff explains, is so significént that fine art
students cannot break through this "mental block™ to contemplate switching
from one vfield to the other without considerable damage to self—eéteen’i,
The fine art student has been "imbued with the notion that there .is one
art—-fine arts—-and that other forms, such as commerciavl art, are not art
within the context of its true mean.ing" (p. 77) Students of the applied arts,
on the other hand, have not been Aexposed to a similar oriehtation, They
haQe no ideological attach.ment to the fine arts. Reference is made to the

[}

fine arts along the lines that it is, Griff writes, "something ’good’, or that
it is great art but impractical from 'a commercial standpoint.," This permits
them to better bridge the gap between commercial and fine art. .‘

The following is an excerpt from an inter\./iev_v.Griff held with a fine ért
student who had recently come into contact with commercial art students
at a night ‘school course, It is‘ particularly telling of the allegiance to the

fine art ideal and how strong the boundaries are which. separate fine art

knowledge from that of the applied arts,

bAt first we learned figure drawing. There were many commercial
artists theré_,, Their technique wasn’t like the -fine artist’s, 'fhey,,
go only to :see “the mddel, They just draw the brAnodeI frém the
- commercial artist’s boiht of view. It’s f(o appeal  to the 'public
rather thén for‘.art’s sake,. You ought to see the model and What
they do to:her features when drawing her. Most of the models'
are old .and' ugly bags; but they transform them‘ into-.beautiiful

vivacious women with sex personified, They would completely
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.exaggerate the eyebrows and the rest of the anatomy--you know

what | mean.. they were cheapening themselves by -distorting
what they saw,.. | ”guess they have their place; but it’s disgusting

to me. (p.78)

One last study of .art students worth fnentioning is Méntalto’s (1983)
phenomenological study of the art styles of three MFA, baintinig programs,
It too lends support to the notion of the strong commitment of fine art
students to their specialization. The fine art ideology is so pervasive,
Montalto concludes, that it transcends any one single method or art style
in painting. In fact, as he -argues, it functions as the stong socializing
force and rﬁotivator that keéps faculty togethef despite the diversity that

may exist among their art styles,

These studies of art students all arrive at a similar picture of the ﬂn‘e art
student as highly committed to the historical type of artist that originated
with the Renaissance,vvFine art students’ identities are so completely fo}med
during their postsecondary art programs fhat they ins:ulate and defend their
specialization=-their art knowledge, with all its values, beliefs and. behavipr
codes ’as. -w.el.l as. its methods and concepts-—-from other knowledge - -
domains, includAing that . of their-colleégues in the app|i>ed'arts. Gi\}e_n this,
how are individuals recruited to the fine arts subculture?.Who has access

to and who takes up its s‘peciaiized knowledge?
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THE SOCIAL PARAPHERNALIA. FOR RECRUITMENT
Art, unlike medicine or law, is an open field with unclear caree‘r
possibilities, _Although  a legitimating institution. for -artisfs, the art
department does not directly bestow artistic status in -the sense that a
s'chbol of law or medi'cine certifies Iegai or  medical status. Recruitment
into an art world is neither tightly controlled nor tightly Iimitéd, Few
applicants are refused admittance to "art schools and few are expelled.
Theoretically, almost anyone who has the time and money can enroll in
any number of formal art programs, Yet this is not to say that individuals
just drift into art, There is a "whole social paraphernalia for - getting
persons committed to -their arffstic identities", states Griff (1970, p.147),
Entry into "art schooIA may,bé the’first major step toward full commitment
to the role . of artis't, yet“ the process_’of artistic identity formati.on 'begins
for many in early chilghood. It is a procevs's that seems more fortuituous

than engineered.’
Artistic identity formation in childhood and adolescence

It is a ﬂbcultural assumption that. artists are mérked 'by signs »of' unusual
."tale'ht" in art at an éarly age; t'hat artistic' talent is a gift that some" ére
born with and some not (Chapman, 1980), Getzels and Csikszentmihalw
(1976), however, were unabjle to find in the history of the early lives of
any ofkthe' art students or art graduates‘ they studied aﬁy.one iﬁcidént that

served as an unmistakable sign of exc_eptionalltalent or an affinity toward
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a future vocation as an artist, There was no clear message in the record
of these artists that said "this child will be ‘an  artist.," Getzels and
Csikszentmihalyi instead began to see in these histories a highly complex
formative process of innumerable and seemingly insignificant events that
gradually built up to form an artistic ideniity. In. elementary‘school, the
ability to draw was one of the more crucial féctbrs. All of the artists
Getzels and Csikszentmihalyi studied recall how they were _able to amuse
or impress their 'schoolmates and teachers with their drawings; and they all
remember being increasingly asked by their teachers to design posters and
lend extra help in decorating the classroom, Yet they all insisted that what
established their artistic identity was not so much any particular "gift" but
simply greatér dedication to ‘art, Saturday morning art classes of the sort
sponsored by the community art gallery. or._by' t‘he community arts council
are énother factor in  éstablishing a childhood identity as artist (Griff, 1970),
These classes are many children’s first (and for most, only)'contact with
peers having sim-ilar dispositions toward kart or with ‘a'n instructor who is

an artist,

Preéumably, thosev‘_children who had been singled out .for their artistic
abilities by their peers or feachefs are those most likely t.o' cohtinu’é to
take art courses in secondary school, It s i.n'seconda.ry 'sého_ol’ that art
- teachers may ofvfer enc_ouraQemént ’to. take art courses in postsecondary
education and possibly even a career' in “art (G.etzels & Csikszentmihaly'i;
1976). 1t is conc.ei.vable that this is the “first time many of thesebstudents

have given thought to art as a career possibility, rather than as simply an
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enjoyable pastime at which they are good. Public end self recognition of
one’s artistic ability does not automatically trigger one to identify with the
professional artist (Griff, 1970), There are feWer "vouthful deciders” in art
than in medicine, for example, where recruite' are determined to be doctors

from a very early age (Rogoff, 1957),

.Except for. the role an.elementary school feacher may have in singling out
students for their artistic abilities or the role a secondary school artv
teacher may have in converting the artistically identified student’s notion of
art as a fun pastime into art as a vocation (Griff, 1970), art in school is
not a significant contributfng, factor in the decision to study art .‘at th‘e
postsecondary level. In fact, according to testimonies by art students and
artists, most persisted in vtheir decision to take up art /in spite of their
experiences in art classes in school (Madge & Weinberger, 1973; Woods,_

1987). One art student in Britain recalls: -

I cannot remember any of my ideas or attitudes ‘being_ approved
of at school, except on one occasion when my high productivity
in potato-patterning was warmly- received. (Madge & Weinberger,

1973, p.129)

Several artists whom Woods‘(1987) interviewed ‘also expressed the opinion

that art instruction in school was uninspiring.

The fortunate thing for me in terms of my Iater‘thinking about
art is that | never associated what they called art in school “with

what | later began to think of as art. What they call art was
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stupid, It was all rote, There is nothing exciting about it, The
teacher would demonstrate how .to begin and hand out materials.

I found it totally boring. (p. 69)

In  many schools students are facedkwith prevailing pressure towards
science or other lsubjects leading to placés in universities and ultimately to
rewarding and financially secure careeré, The view of one Canadian school
counsetlor, who iholds responsibility for students’ program and career
guidance, is' typical; Art, aé he sees it, is useful as an outlet from the
rigors of .other subjects but poér as av vocational opportunity. for students
(Hawke, 1980). This attitude t_oward'art was . also reported by the art
students in Médge ‘and Weinberger’s (1~973) study. More than two thirds of
the total .174 art students interviewed responded to the question "How was -
art regarded at school?" along the lines .of:’ "it was not taken seriously or

was regarded as a second-rate subject or as recreational or suitable for

drop-outs" (p.58).

The pressure toward careers in other than the fine arts COrﬁes in large part
from .-parents, and often “res‘ults in  serious - confliéts (Getzels &
Csikszentmihalyi, 1976; Griff, ‘1‘964, 1970; Ridgeway}, 1975;. Strauss, 1970).
‘_Uponfhearing of their offsp?ing’s intention to beco-me an ‘artist, parents
often vreverse their attitudé "from 6ne .of_ ‘encouragemenAt and pride in
childhood artistic ‘abiltities to oné of]di'sappointm'ent‘ and -even dis_suasion._
Some parents, parti_charly'those of the middle and u‘pper cla-sses,'go to

great effort to see that their offspring are exposed to fine art for its
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"cultural" values, but not to the extent that it is permitted to become .an
attractive vocational choice, Typi‘cal of this situation is the case of én
elementary school in an affluent urban area? The school was an
arts~oriented one with a principal who was . visibly active .in the legitimated
fine arts, and respected in the community for thi;s, The school’s enrolment
was consistently vefy ‘high in the primary grades but dropped signifi.cantly
in the upper 'elementary grades_ The parents were keen to introduce their
offspring to the arts, stressing the cultural, humanist, and other related
values of the arts that schools do. But at the point where academic
studies w.ere'seen to be of increased importa_née, parents transferred their
children from the arts-oriented school to another school where academic
studies that lead most directly to prdfessional programs in -university were

emphasized,

If parental concern has not been expressed ‘in the -elementary grades, as in
the above situation, it may occur during the students’ secondary school

years,

High svchool was,,. the ,tim‘e* when some of the parents began
worrying that their sons were not turning oﬁt as th‘ey had hoped,
Ed’s erarevnts, who thought‘ his paint‘inbgs_ "pretty" when he was in :
ele‘me'ntary school, became. "uptight" when fhey‘ realized that he
was in earneAst about art,- Ed  reports, "Because the_y. were
Catholics, they | thought painters ‘ only did naked Iadiés,_ so they
sént me to convvent sch.ool," (Getzels & Csik‘_s.ze‘ntmihalyi; 1976, P.

212)
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In the 'population of parents of both art and non-art students that Madge
and Weinberger (1973) studied,* the most general expressed attitude was oné
of tolerance, that "it is up to the child to de.cide"'(p_- 53). Howéver, these
authors also noticed thai some overt opposition to art as a career did

exist, Some parents looked on art students as "lay-abouts” (p. 52),

The most strenuous objection parenfs are likely to make. to their
offspring’s intention to become an artist, aé Griff (1970) describes, is that
the painter cannot hope to earn "a good salary and a nice home" sblely
from painting. There is the fear that traditional symbols cherished by
families will have to be forfeifed, The bohemian. stereotype of.the artist
violates the professed moreé of the traditionél Americén ideal. Note that an
artist may, in fact, have no choicé_ but take up the bohemian lifest_ylé in
order to subsist on the scant financial rewards of "pure" artistic activity,
To vadd to this,. i»s the perception of artistic pursuits as femirii.he; a son.as

an artist is for some parents a source of discredit.

Parents’ v shift in attitude from ‘" one of encouragement and reward of-
childhood ‘_art'istic flair to disapproval later of - fine art as. a career choice
signifies for Griff  (1964) the .aliehationS of the artist ‘and art in
contemporary culture, It signifies thé, anﬁbiguoué. status of art in society,
and is something which art -students face early in their careers. Pa.rents.
may recognize, avvl_thou'gh 'n‘ot necessarily at a conscious 'Ievel; the -value of -
the fine arts as culfural_ capital; ‘howev\}er, at the same time, tﬁe vocatioh

of artist does not fit with the expectations of occupational prestige they
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hold for their children. This is a manifestation of the historical ethos that
it is far more noble to patronize the arts than to practice them. However,
with art’s .institutional basis in universities rather than vocational colleges
or workshops,.parental support for an offspring’s deﬁision to study art has
presumably become somewhat easier to secure, Social tensic_)ns and
contradictions are mediated. thr‘ough placement in acceptable insfitufions_
This patronize—but;don’t—practiée attitude is expected to be most prevalent
~in the more affluent classes, An aftistic career does. not generally reéult.
from an education at an elite private school, The attitude vbiced 'by a
student in Griff’s (1964) study who came from a relatively ‘upper class
neighborhood was that, "people there are ‘proper’, The art institute has a
Bohemian reputation and a stréngeness about the place, so that not many
étudehts go-there" (p. 80)‘. Nori is it expeéted that many studeﬁts of low
economic standi.ng enro'll in -art programs, -according to Griff (1964), because
goals in the lower classes are oriented toward immediate gratification and

because income is a significant concern for this group.

For the most part, art is viewed as pure nonsense by the lower
classes... Art "is thought to be the domain of the wealthy who

they believe comprehend it (p. 85).

Presumably, then, it is from ‘the middie classes'that those most likely -to

become members of the fine. art subculture are to emerget
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Motivation to study art

Given the preséures from parenté and from the school against choosing
fine art as a career, what makes oné decide to enter art school? For many,
entering into art school represents not merely an opportunity for acquiring
greater skill in art or a way to avoid academic study, but an attractive
lifestyle based on. individuality, a general lack of interest in money’and
respectability, freedom from the nine' to five work routine, and a
nonutilitarian use of labor—--the antithesis of the middle—claés values from
which most of these art stu.dents come, The glamor in the lifestyle and
anti-establishment values associated with the artist is the reason for
entering art school most eXtensively and consistently documented, In Madge
and Weihberger’s (1973) study, for —example, tbhe following are ‘typical -

student comments:

Lots of my non-art friends. are only concerned with clothes and
materialistic things, My parents are only -concerned with their

own life and achieving security. (P. 111)

And:

Other friengé" lives revolve around jobs,. drinking, women~-| have

nothing in common with them. (p. 111)

These kinds of values may develop in reaction to wafching parents and
friends feel trapped, defeated, or unfL_JIfiIIed in jobs with few challenges or

opportunities for'vpersonal expression and freedom. From psychometric
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studies, Frank Barron (1972) suggests that these students value the
"independent way of life" (p. 49) so strongly‘that this has determined their
vocational choice. -He developed a portrait of the fine art student that

reflects these values:

In  personality, the students .are 'notably independent  and
unconventional, inid in gesture and expression, rather complex
psychodynamically but with an emphasis. upon =~ openness,
spontaneity, and whimsicality rather . than | neurotic
complicatedness...

In brief,' they choose to do What they value most, and ‘this itself
sets them apart from many apparently better adjusted people who

are doing what they would rather not (p. 49).

But it may be an oversimplification to say that those who opt for the role
"~ of artist are sin’iply expreésing a divergence with the‘ dominant values in
society. Madge and Weinberger suggest that there may also be cases where
the student may reject.the stereotypical bohemian lifestyle and the idea of
the artist’s outliook aé necessarily being different from others and instead
- may seek to equate his or .her ro|e.as an ar{ist with ‘more highly ‘regarded
inteilectual _rdles, such as that of the scientist, Emphasié 'on‘ the: more
highly legitimated intellectu>a.l _aspects of artistic activity and the trend

toward conceptual art; may have created sufficient lattitude for the

’satisfaction of either motivation.

But in either case, the expectation of the art program is that it is free of
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restrictive organizational controls, at least reiative to other educational
prograrhs. It is expected that the art school offers freedom to work in a
situtation where one can define for oneself what to do and how to do it
As Getzels and Csikszentmihalyi (1976) state, the thought of having
"complete control over eaeh action, the immediate results of each
movement, the concreteness of the products are powerful rewards" (p_ 216),
and all contribute to the decision to become an artist, When Madge and
Weinberger (1973) asked art students both at the secondary school I‘evel
and at the postsecondary .evel "What is your motive for doing art?" 73
percent gave "enjoyment" as their motiv‘e. For those students in their
second or higher vyears of art school, equally preminent was .a group of
motives which included self-expression, emotional releese, comeulsive need,

and furthering personal development’ Not one fine art student gave career

or earning capacity as a motivation for doing art.

One former fine art student’s reasons for entering art school summarizes
several of the ideas discussed above. In a letter about the fate of

idealism in art school, he recalls:

When | entefed .the universify’s art program as a freshrhan,. m'y.
reasons for being there seemed clear to me., | had "talent": a .
knack for making photograph-like drawing’s and.v nicely balanced
compositions, I_believed, thanks to re‘ading: advertisements to art
schools, that one could make a secure living with such skills. |
liked _being preised for .my drawings and: cartoons, and was

'vaguely aware of an intrinsic ‘satisfaction that did not depend on
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hearing applausé, And after twelve vyears of schooling' I was
vividly aware of a desire to stay as far away from term papers
and librariés as possible,

My oqtlook was characteristic of many new art. students, It was
not, | thihk, hopeléss. AThe intrinsic joy of- creation was already,
confusedly, withih me. And | was ready--as | discovered
later——to put energies into activitiesvthat promised to make

society more livable. (Winter, 1970, p,15-—16)

Upon entering art schbol, this student became increasinély disillusioned to
the peint that he éventually dropped out with, he claims, no regrets.. He
could not see art as being good for anything but a technical exercise~~in
his words, . "useful ohly for giving urban intellectuals something to talk:
about" (p.16). Of course, at any point along the initiation and learning
sequence, an individual may ‘becomé disillusioned and opt out, especially if
that individual enters art school with an expectation of being taught Aabout
art in a structured way, a}nd instead is faced with Ic.><.>'bsely structured
curriculum and instruction réflecting -a romantic belief in tﬁe "untutored
genius", The disillusionment could also- conceivably occur if skill ‘, in
drawingffﬁpon which .the student had gained a}tistic recognitién in the first
place—-is an inéignificant criterion for“ success in  the .pro_gram, Both a -
loosely structured curricuium and an emphasis on abst‘ract,v conceptual,
performance or new media forms, rather than on drawing skills, -are

common realities of art programs,
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The most crucial test of the fit between, on the bone hand, a student’s
skills, expectations, motives and external pressures and, on the -other hand,
the realities of the -art school is the first year of art school. In other
words, the first year is the most crucial first step in a commitment to the
role of artist. By the third year of their art program, identity. as. an artist
has been affirmed (Getzels & Csikszentmihalyi, 1976; Madge & ngnberger,
1973). Art students have become immersed 'm.and have internalized the art
knowledge of - the fine art subculture, Even though this set of values,
mannerisms, as well as formal curriculum skills and concepts " has
ambiguous cultural legitimation, the art school or art department has
éffectively legitimated this art knowledge for its new recruits, [t has
legitimated for many art students a career choice that ‘is viewed by
parents and academic counsellors as a poor vocational kalternative, Through
interactions within the art department, students develop and: solidify
commitment to conceptions of art knowledge valued within the department,
If these conceptions are based ablmost exclusively on a mainstream
modernist way of th_ihking about art, és‘ is most often the case, so too is.

it likely that these conceptions become the norm for students,

THE FUNCTION OF THE ART DEPARTMENT IN PREVENTING

"REALITY SLIPPING"

Berger and Luckmann’'s (1966) concept of adult socialization does not
presuppose the same high degree. of identification as do}es socialization in .

childhood. This is because the contents of later socialization have a "brittle
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and unreliable subjective reality", whereas in early soc'ializatiorf the child
internalizes the world of his or hér parents as the only world (Berger &
Luckmann, 1966). Yet in later socialization, the degree of ideﬁtification can
vary, Learning to become a professional artist involves immersing oneself
inA the s-ubject and ways of art and identifying with acclaimed artists to an
extent not as neqeséary for the person learning to. be an engineer, for
example, Berger and Luckmann would say this difference comes from the
intrin:sic differences between the two fields of knowledée, and "betWeen the
ways of life in which these two bodies of knowledge are practically
applied.," (p.133) Where the values of a knowledge area are in sharp
contraskt with those of the larger society, as with the case of much art
knowledge», there has to be an intensification of the socialization of the’
artist. Berge.r and Luckmann’s example ofrthe musici'ar; and the Catholic

priest works well to illustrate this: -

It "may be" assumed that - a musician in the making in
contemporary America must commit himself to music with an
emétional ‘intensity that was _ubnnecessar'y. in r‘ﬂneteenthk centufy‘
FVienna, precisely because in the: Americah situation there s
_powevrfui competition _fr'om what  will subje'ctiv'ely appear as the
"materia'listi.c"'_and "mass culture" world of the. ‘"rat race".
S.imilarly, religious'training 'in_ a pluré!istic situation posits' the
need for ‘artificial” techniques of: reality—accentuation_ that ar‘e‘-
unﬁecéssary -in a situation dominated by a religioUs monopoly. It
is “still "natural" to vbéc_ome a Catholic  priest in Rom.e'in a way

that it is not in America. Consequently, American theological
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-seminaries must cope with the problem of ‘reality-slipping” and
devise techniques for "making < stick" the same reality, Not
surprisingly, they have hit upon the obvious expedient ch sending

their most promising students to Rome for a while, (p. 134)

LikeWise, we could say that the art school practicé of sénding bus Ioadsv
of art students to New York City is a device also adapted for preventing
"reality-slipping." In the case of the education of artists, as with Berger
and Luckmann’s example of priests, there are “"techniques..designed to
intensify the affective charge of the socialization process'; (p. 133), to
make the identification more complete or closer to that found in primary
sof:ialization_’ Almost  everything within® art programs reinforces . the
importance of art and the artist, and functions to étrengthen the student’s
identity as artist and solidify the "commitment to the fine art discipline:
courses in art history that.demonstrate the centfality of art to human life
and history: the camaraderie among fellow art students and  the
converSations_ with art teachers who are themselves artists; simulating the
loft environment through activity in the studios and a program of visiting
artists; the encouragement to exhibit one’s work: the‘emphasié on visiting
galleries;.and _vother practicés described in chapter 3 és Iegitimatihg
institutions within the fine art Wo.rld_' These are ;Il devices that function to

prevent ‘reality-slipping”. in Woods’ (1887). interviews with 30 "eminent
full-time" (p. 53) participants in the visual' arts community in Vancéuver,
British Columbia, the . importance of the learning environment, more

-specifically, the studio-loft étmosphere and discussions with peers, was.
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alluded to several times. As Woods summarized, and this resembles
Montalto’s (1983) summary, ;‘direct exposure to art and artists was still
regarded by most as significant to the devélopment of empathy" (p. 122).

The following interview responses are illustrative:

We were in and out of each other’s studios. People lived in an
area together, It was probably just as exciting as New. York’s
SoHo was a few 'years ago. The art school and the creative life

of the city was all interwoven (p, 100).
And another:

We were always discussing each others’ work, That was a big
part of the art classes, This was more valid than everything .
(else), It was a way of things making'sense, There were \)isitors,

~ painters, and writers..(p. 102)..

Berger and Luckmann (1966) explain that where "commitment to the new
reality" is institutionaliy defined as ne'cessary,' as in the case of the
-'ambiguously legitima’ted fine arts, the relationship of the‘ person to the
"socializing persoﬁnel" becomes "charged with ’significance’,v That. is, the
socializing personnél take on the character ofbsignificant others vis-a-vis
the individual béing; socialized;‘, (p. 133). We could Saﬂy that _the "ph.enomenon "
of the art teaéher as the cuArric‘qum, as master artist in a studio workshop
setting (rather than in the rigid teachef/student hierarchical structures of the
traditional EIasSroom) functiéns to ‘"charge" that teacher .with significance

for- the art stuc_lent,
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The individual then commits himself in a comprehensive way to
the new reality, He "gives himself" to music, to the revolution,.
to the faith, not just partially but with what is subjectively the
whole of his life., The readiness to sacrifice oneself is, of
course, the fmal conseguence of this type of socialization,

(Berger & Luckmann, 1966, p. 133).

In summary, commitment to the role of artist is not without its sacrifices
and conflicts, many -of which arise from‘the ambiguous legitimation of art
(chapter 3). From the decisibn to take. up art as a career, many students
face alienation from their parents, uncertain career possibilities and earning
capacity, and dédication to an enterprise that is seen by many as-
peripheral and having little to do 'with'problems in the -"real worid", But in

the words of Getzels and Csikszentrhihalyi (1976, p. 218):

other vcareer plans which have been kept alive becéuse art
appeared to be such an unlikely occupation, fade away, The art
school becomes a crucial link in the long  sequence of
experiéncesv from preschool experiments with - cfayoﬁs to final

success as an independent artist,

If the critical. test of the' effectivenesé of the socialization pfocess lies in
tvhe abiblity_ of Aindividuals to play the roles in which they may later find
vthemselves (inkeles, 1968), then socialization into the artist’s role is indeed
effective, Through int‘eractions within . the art departm‘ent, art students come

to identify with the role to .the extent that they appear to have taken on
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char‘acteristics of the soéia’l type “of the artist (Barron, 1972; Madge and
‘Weinberger, 1973; Montalto, 1983), Their identity is based on a culturally
limited set of western romantic artistic ideals. It is based on a finite
province of meaning, a»lspecialize.d disciplihe of knowledge that is highly
differentiated and insulated from everyday knowledge and éther specialized

the applied arts. Furthermore, it is a

disciplines, including its "poor cousin”
specialized body of sanctioned knowiedge that has been shaped and framed
by the institutional .strﬁctures of the art department and the university’s
collection- code  curriculum, The art department is a major player in the
process of getting individuals committed to tﬁ_is specialized and insular
discipline, The allegiance it . cultivates in itsi recruits fu_nctions to defend,
maintain, and perpetuate the difféfen.tiation and insulation which on the oné
hand'.elevates 1;ine art by maintaining its pléce in the realm of "truth" aﬁd
scholarship, as opposed vto knowledge of the everyday world; but, on the
other. hand, maintains >fine art’s position as peripheral to technocratic
dis;iplines thought to be of more immediate value in the "reél 'Vworl.d"_'
Through the processes of - socialization and académicblegitimation, the art
department has _become so . effective in the cultural repro.ductio'n of its
traditional cénceptions of art knoWIedge bthat it is .a'ble to - impedé
significant . postmodernist refo‘rm tqward the broader .knowledge base it

needs to move art education into a more vital and relevant role in society,
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NOTES

! "Secondary" socialization is the term Berger & Luckmann and others
~ use to refer to the socialization that takes place in adulthood, in
contrast to "primary" socialization which takes place in childhood,

2 Only eight percent of the graphic design students and 26 percent of
the fine art students answered "no" to this question,

3 This .case is based on personal discussion with an administrator of
that school district, ' '

4 Madge and Weinberger (1973) found that the number of parents with
an "actual artistic interest or activity" in art was higher, but. not.
significantly so, for art students than for non-art students. In 14 out
of 50 families of non-art students, one or both of the parents had an
interest in the arts, as compared with 14 out of 42 families of art
students, '

s " The words "alienation” and "artist" appear so frequently together that
- their conjunction has almost become a cultural cliche, explains Barbara
Rosenblum (1985): ' :

This fact, alone, compels sociological attention precisely
because cliches are shorthand forms of discourse which
simultaneously conceal and congeal social processes. (p. 35).

Following from Marx’s treatment of allenatlon sociologists see it as a
function of a lack of control over the work processes and separation
from the final products, Rosenblum argues, however, that ‘artists have
a very high degree of. control over the work process in terms of
choice of materials and technologies, work pace, and control over the
aesthetic judgements that determine the form of the work itself, It is .
"the marketplace relations - over which individual artists have little
control, :

6 Of ‘the .174 art students in Madge and Weinberger’s ' study, 142 came.
from schools .generally attended- by the middie «class: 92 from
" grammar schools, 25 from comprehensive schools, and 25 from.
secondary modern schools, Only 15 came from private schools. Eleven
came from technical schools, and six from special art schools,

7 Ninety-two percent agreed with the statement "The value of an art
education is in furthering -personal development in whatever direction
this may lead" and 89 .percent agreed -with the statement "The
freedom given to each student to follow his own development here is
very valuable" (p. 70). : ‘



"CHAPTER 5
LEGACIES THAT LEGITIMATE: SOCIAL ORIGINS OF THE ACADEMICIZATION OF

ART

As with any discipline, art kﬁowledge has a history through which a body
of respected knowledge has developed. In other word's, the selectioh_and
organization of knoWledge in education is less a conscious process by
educators than it is a co‘nsequence of a significant past--~the tradition, This
chapter outlines the significant past of traditional conceptions of art
knowledge. Key historical determinants of the core meanings and éystems
of .so>cially sanction»ed art practices -are presented in this chapter as tHree
traditions or legacies: the long academy tradition- of drawing and painting
"noble" subject ~matter, the liberal arts educatipnal tradition, and a
philosophical art-for—art’s sake tradition of aesthetics, Together these
traditions function as 'a set of authorities that. purport to legitimate the
place of art in education and - determine the acﬁvities and concepts
-acceptable' to educaﬁon in art.v With the authority ofvtheseAsociaIIy-acc':epted
traditions and their association with privileged social groups, the Qni_versity
art department is able to ma'intéin the traditional fine .arts as its_knowledge
base, despite postmbdernist objecti_ons to the cultural exclusivity"of 'such
knowledge. ,Furthermore, these * traditions "have provided "artists_ 'and. art
students with ».motivatio_n .t<.> pufsue art as a éaréer in. spite ‘of the
economic hardships it brings., A fourth significant tradition 'isﬁ di.scﬁssed in
chapter 6, namely,.the morev'reci:ent avant-garde traditién of rejecting all of

the above traditions,
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The claim was made earlier that the dominant forms of art knowledge and -
practices currently embodied in educational institutions in western society
are not represéntative of, or relevant ';o, maﬁy of their clients, Such a
claim .demarids consideration of the following q'ue.stions: Whose knowledge
is it? In what kinds of inst_itutions does it originate? Why is it respected
and other art. knowledge not? How has it been able to retain its exclusivity
in a piuralistic society and persist for so !ong"? This chapter, in reviewin.g
some social- and  historical background to art knowledge, attempté to
provide some insight into these questions. In so doing, it also
demonstrates further thé obstacles postmodernist attempts- at reform are up

against, namely a formidable set of legitimating legacies,

The claim- was also mavde that the institutional alliance of fine art with
universities has been _c}ru_ciAal in maintaining art’s‘social ‘status and position
in education (chaptér 3), even though the élliance, with its associated
constraints of disciplinary ties and academic‘ procédures, has vb.een a source
of complaint for many  artists. This chapter demonstrates that emphasizing
the scholarly ‘and theoretical base of a discipline, as has occurred wi-thin
the last few decades with the move of'> art intov universities and eventﬁally
into graduate studies, is not a new strategy for legitimating that di-scipline-
and ele\)ating its 'étatus in society, A’ttempts——notb alwayé successful-=to
reformulate the artist’s role from‘-skilled artisan to philospher and "ideas.

man began as -early as the Renaissance and culminated in this century

with the conceptual art. movement.!
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THE LEGACY .OF THE ART ACADEMY
Emancipation from the status of Iaboref

Before art ‘knowiodge of any sort could become a matter of significant
attention to a cultural elite and be conferred the status that goes with
being part of formal educational knowledge, of "what counts”" as knowledgé, .
the concept of art had to first devolop away from being a manual tra’de in
medieval soc.iety,‘Art during medieval times was regarded as one of the

manual crafts, and the profession of artist had no special status.

The instituti'on responsible for preparing artists in medieval Wéstern society
was the workshop, An apprentice [earned from a master the practical
aspects of the plfofession while at the same time contributing to workshop
production. However, it was frequently the case that tho préssure of
commissions limited the time the master could devote to teaching
apprentices (Kelly, 1974), The master’s priority was to satisfy the interests
and aims of his clients-;the highervclergy of the Church and the nooility
and ohivalric classes (Hauser, 1983). Because thi_s activity was directed to
‘the tastes ahd norms of the ruling classes, questioné of artistic freedom
and the social status of the ortiSt were of little consequence. Almost all
fourteenth century Florentine,artists came from: peasant .or working cléss
circles, The profession was considered too degrading for members of»the»
ruling and upper-middie classes to consider as a serious vocation.al choice

(Antal, 1970),
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As with most '_occupations at that time, artists belonged td guilds formed
for the purpose of protecting the art trade and artists., Painters, slculptors
and architects were each organized in separate guilds, But at. the beginning
of the fourteenth century in kFIorence, the painter’s organization was joi‘ned'
to the large _guild of doctors and apothecaries .(Antal, 1870). This larger
guild. was .comprised of members of numerous crafts who relied upon
dealers to supply various wares such as chemicals and drugs to the
-doctors, dyes, pigments, and waxes to the painters and to the wool andi
silk industry, and so on, It was the association with doctors and
apothecaries, and- especially with merchants Who imported vvaluable Oriental
wares, that permitted the painters to gain enough‘ social and economic
standing to enable the.m‘ to eventualiy separate themselves from the
tradesmen and the stigma attached to manual. labor (Antal, 1870)2 Unlike
the s>culptor, who . often worked for large communal . enterprises, as'
Donatello worked for the Cathedral works in Florehge, the painter had
frequent and personal éontact with an identifiable client of a more eievated
social ‘standing——a banker, a merchant, a priér, a prinkce or- a prince’s
officer (Baxandall, 1972). Some painters -tra\)ell.ed about ltaly- to paint
frescoes, and in so doin’g,.became known to more clients (Antal, 1970),
Some were admired for their professional achie\_/éments. and * stood out-. as
.individual personalities to their pafr_ons, This is the caseb with Giotto, the
first individual vartis_t to_be mentioned in any Florentine c:.hron.icle, From
linking the name of an artist to a work of art or to an event, records
concerning the artist’s life; career and social status came into” being (Kris &

Kurtz, 1979)} Through travel and ' contact with patrons, some painters -
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gradually assumed an elevated class-consciousness, and may have even
pushed for artistic liberty for themselves whenever there was a chance,
Artistic freedom was increasingiy evident in their comApositions' and to a
greater extent in their styie, or handling of materials, but not for some
time to come in their choice of subjects. As Baxandall (1872, p. 3) writes,
"in the fifteenth century, painting was still too important to be left to the
painter." A painting was the deposit of, among other things, a commercial
relationship. The client contracted the painter to reproduce a painting after
his own specifications, and in some cases, as with the .client Borso d’Este,
the Duke of Ferrara, the painter was paid by the square foot (Baxandall,

1972).4
Art meets academic: The academies of art

A combination ,df the strict discipline within the guiids® the artist’é raised
consciousness enabling him to see this strictness, and a sense of artistic
liberty that came with an improved social and economic status, led artists
like Leonardo Da Vinci and Michaelangelo to break from a system they felt
was rest'ricting to their artistic abilities, A concept of art instruction was
sought that would elevate ‘artists .to‘ a more prominent status ‘thah‘ was
pbésible through the purely practical training of the workshops, At. the end
of thé fifteenth century in Florence, Lorenzb de Medici openéd.the first
feaching workshdp ‘that comes closest to a "school" in the present day.
sense of the term. This event éignalled é change from the fradition of

painting as craft, It also signalled a separation of the teaching of art from
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the practice of art. Unlike the masters of guild workshops, Bertoldo, a
sculptor. and the director of the Medici workshop., did not.require that his
students’ training include assisting the_ master on commissioned work.
Rather, instruction was based on the study of the antique and modern

works in the Medici collection (Kelly, 1974),

[t was not until 1563, however, that the first institution was f_oundea that
could be called an academy in the sense of ‘a venue for theoretical studies
and scholarly routine of courses, Tﬁis institution, the Accademia del
Disegno in Florence, is considéred the prototype from which all su_bs-equent
-art academies derived (Kelly, 1974)  Its founder’s original intention was to
imprO\./e upon the practical instruction in tHe guild workshops by including
wider theoretical knowledge and academic regulation (Hauser', 1983). This
academicization of art _instru_ction was a decisive step in the formation of

the artist’s consciousness as socially elevated,

Giorgio Vasarif» the. ac,ademy’s,‘ founder, for the first time proposed
‘theoretical subjects such as méthematics, physics, perspective, anatomy, and
color theory to be taught in th.e forrﬁ of. eveni'ng courses, in'sofa.rvas they
had ab bearing on paiknting, sculpture, and arcv:hitvecture' (Pev‘sner, .1973)' For
Vasari, t.lhe essential - quality of the artist was‘, .somethingvmqre thaﬁ th‘at Of
the tradesman, but not the pursuit of worldly honors and fortunes, _Rather.,
it Was. a sense vof genius, a divine b.gift bestowed by God (Gaunt,. 1963). -
‘The artist was seen as having the capacity to discover the laws ofAGod’s

universe, In- his treatise Lives of the painters, sculptors, and architects (1963),
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Vasari is translated to this effect: "We may indeed say that those who
possess such gifts as Raphael are not mere men but rather mortal gods."
The artists’ special ability to discover the laws of Géd’s universe was an
inspiration for -artists of the Renaissance périod, Some of this motivation.

comrﬁitted to the

>

still keeps many art students; as profiled in chapter 4
pursuit of art despite the economic hardships, the attitudes held by schools,
parents and peers that art is a second—rate discipline, and other difficulties.
Vasari’s inquiry into nature and the divine'éan also be viewed as a kind of
binquiry into the qualities that distinguish art from craft, It marké the
beginning of the autonomy of art and, as Hauser (1983) notes, the crisis of

modern art/

Through a process of. diffusion, the académic system of preparing. artists
spread until it evehtuéllyv dominated the system of art education in France,
Holland,‘,an'd jater, the German st'ates and England.! At the core of this
growing‘ system of academies was a conception of the social role of the‘
artistvt_hat was not only t§ dominate throughout tvhe next three centuries,
but was. also to block the adaptation that might have provided for its
expansion (White & White,A 1965).  In France,‘the Academie Royale de
Peinfurie et de Sculptgre,'founded in 1648,,establishe.d a. virtual monopoly .
such that all opposition was officially thrust aside..Private -schools and
Workshops were prohibited by the crown, forcing all "free" painters into the.
Academie’s organization (Kelly, 1974, White & White, 1965), ‘The ~Academie
iRoyaIe dictated thé standards that artists were expected t§-,attain, Its jury,

‘responsible for sélecting paintings for exhibit .in the annual spring salon,
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acted as gate kéeper to the artistic world (Farrell, 1982), preventing artists
who had an ability for innovation or who were not' in favour of this
powerful alliance from exhibiting in the Academie., it also made it difficult

for them to exhibit elsewhere (Kelly, 1974).

The Academie Royale’s rigid doctrine of -a hierarchy of subject_ matter by
cultural importa‘nce, a »definitio.n of 'correct™ style as epitomized in the
work of Poussin, and a routinized program of training to inculcate those
precepts was to persist as the basis of the Academic. system (White &
White, 1965), The doctrine,  with its hierarchy of subject matter and its

undertone of morality, is summarized by White and White (1965, pp. 6-7):

1. Claséical and Christian themes are the 'only proper subject
matter, |
2. Only the most perfect 'fc;rms (as ‘found inkclassical sculbture'
and the. painting of Raphael) shoula be éelected from nature to
portray such subjects, |

3. Only a certain set_ of "nobly" 'expressive' positions “and
gestures (again classical or high. Renaissaﬁce in origin) are
appropriate in the_repfesent’a_tionﬁf the human figure,

_4. The human figure is the h_ighest form and expresses perféct,
"absolute" beauty. |

5, Pictorial composition should preserve c_Iassic:aI balance,
harmony, and unity: there should be no jarring elements either of
form or expreésion,' |

6. Drawing is the probity of art,
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By 1800 the art style of upper-class European society was that of the

academy, Quentin Bell (1970, p.690) comments:

The style of the academies was, or was intended to be, free
from the frantic distortions of ~mannerism, from the striking
verisimilitude_ of the followers of Caravaggio, from the gaudy
colors of Ve’nic.e or, in fact, from any of those artifices IWhereb’y
a painter might gain favor of the crowd. It was an art for the
highly educated, its pfogram being aptly expressed .in fine words:
"nobility", "decorum'",’ "regularity ", "chastity",‘ and ‘"restraint", |t
forms a coherent part of the age of Racine, which was also the

age of Poussin, and of that "regime of status”.

The core of the Western artistic legacy was instruction in life drawing,
perspective, composition, .and a well defih'ed ‘set of of poses, ornamental .
motifs», and them_es from Gr_eco—Roman mythology and history, Albert _Boime
(1971'), who has written in detail about the academy system in’
mid-ninteenth cenfury France, states that the principle evoked by the French
academies was T"control' instruction and you will cohtrol stylle" (p. 4).
Sev_eral .masters‘ were SO preoccupied with their students’ ability 'to-make.
an academje (drawing from the live model) that, aé a way to gain. prest‘ige,

they would- attempt to develop in  their students speed of execution in
drawing and mastery of paint technique. Mastery of technical procedures,
metier, was the emphasis in academies. The young art student, upon ‘being

presented to his master, was required to show samples of his work, ‘Based

on these samples, the student was placed'in one of four hierarchal levels,
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The mést elemenfary Jlevel was the copying of drawings and éngravings,
the second was.dfawing_ from classical casts, the third was drawing the
‘livei model, and finally, the most advanced level waé painting from the live
model, Boime notes that in the paihter David’s atelier, the most adVanced

students of - this last category "were designated as "journeymen”, that is

artists who aided the master in his own work.

Althoughv academies of art were established to. improve upon the practical
instruction of the guild system and to give the artist a professional status
more like that of philosophers or literati than of craftsmen, instruction in
the academies was organized even more strictly than in the guilds, which
also had tenaciously guarded. their privileges--control over training by the
apprentice system, control over the number of .painteré practicing . in_ ea.ch
area of jurisdiction,; and b'quality control of rhaterials used.’ As Arnold
.Hauser wrote (19569, p. 129),.art academies turned out to be "nothing but
another form of the old strajt laced, anti-‘progressive. institution they were

supposed to be replacing.”

In the German academies"of ért, patterned aftér the curriculum of the
Academie Rovyale in the 'ei‘ght”eehth ‘century,; the épiri_t of rationalism and-
political absolutisrﬁ -of the French doctrine_ of controlling inst}uction to
control style w‘és at odds with the idealism appearing in the writings of
Kant, Schiller, and 'G.oethe, Thesé authors pértrayéd the artist -' as a -creafbr
of the beautiful, as a unigue individual of genius, Genips was considered an

inherent talent, a process of the mind’s self-activity, not a product of
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rbules impressed on the mind by the authority of the academies, 'instruction
in art, accordihg to the genius principle, avoided uniform rﬁechanisms and
left as much freedom as possible for beginning artists to cultivate. and

show their talents,

The institutional separation of education in the fine arts from education .in the

applied arts

This Romantic conception of the artiét as a. uvni‘que individual - of genius
with é moral 'obligation to pursue transcendéntal aesthetic ideals becarﬁe
most pronounced during the late nineteenth. century with the growth of
individualism, concomitant with the Industrial Revolution'(WoIff_, 1981b). The
developmeht of photogfaphy had weakened the ‘"imitation theory" of art
that had for so long bee.n the dominant theory- guiding the artist (Benjamin,
1979). Furthermore, the tr.adition ~of craft production that = had ‘been in
existence since the.l\/liddle Ages was being replaced by the .factory system,'
To make industrial production more efficient, the‘ work.was segmented in‘to‘
a series of repefitive bperations, each performed by one person, New roles
for workers in design and the decoratfve arts were developing,’A‘program
of training for Workers.'who were fo take these. 'p'ositions in industlry wa.s
required. But neither -the s»tuden'ts nor -the. teachers in ;chose' academies whi_ch’
had just begun to nurthe the Romantbic notion of art were about to
surrender their new freedom. and‘ status for .roles in factory production
(Efland, 1983). Theirs was a calling to high art for noble purposes, not. as

servants of an industrial system, Industrial- art, as then construed, was a
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"lesser calling” (Efland, 1983, p. 151),

The distinction perceived between the high or fine arts and fhe applied arts
was significantly intensified with the dévelopment in Germany and Engiand
of.. a dual track system of art instruction. One track was the trade' schools
(gewervbeschu/en) for preparing artistans to fill design jobs in industry, The
other track was the fine arts education of the academy., 1!° Although the
curriculum of both types of education was essentially drawing, drawing in
applied arts programs coﬁsisted mostly of .geometric drawing and copying
drawings of ornaménts and decorative 'motifs, This was considered a lesser
version of the eétablished fine arts sequence of drawing that began with
copying. other drawings ahd ended with drawing and painting from the iive
model. This séparafe curriculum fo_r trade s;hools further insulafed the fine
artist from the concerns of the. practical world and served to replicate
certain aspects of. the social class structure, As Arthur Efland (1983, p. 156)
writes, "high'academic'art was for the art student with upper class

aspirations while geometric drawing was for the working class.”

In France, othér factors were involved in the cultivation of an exclusiveness

for pure -painting, as White and White explain (1965, p.16-17):

The principal -concern of the ‘revolutionary and succeedihg
nineteenth-century governments was legitimation. Following the
royal 'examples of fhe past, art was 'accebted as being " an
.ess'en‘tvial exp’oSifion of‘the,symbols of power, Nineteenth century -

" France exhibited the most widespread comprehensive government
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involvement with art of any state, The culmination was the
international  exhibitions in 1855 and 1867 at which Louis

Napoleon dazzied the sovereigns of Europe with French art,

In return for the legitimation of power that certain high academic art could’
provide, the state provided the economic and structural support required to

sustain the academic ideology of pure painting,

The exclusiveness of fine art was furthered by the highly competitive.
nature of the system for educatingr artists, Because the preparation of an
artist was Io‘ng, strict,'and competitive, and because fine art appealed to,
and represented a hi_gher social class than _the applied-arts,A bourgeois
fathers became more willing to send their sons through the official painting
system. Painting became a profession in the middle~class sense, Beginning
with the entrance competition, the prepa_ration of artists was in essence a
series of contests for "weéding—out"_ Dedication and perseverance would
produce for parents a publicly discernible record of advancement (White &

White, 1965),

The influvence of academies of art Upon the vsocial structure of the 'artv
vworld‘ ha§ ‘been profound. According to White and W_hitev,' the academ.ic
system was responsible’ for our present deaier-critic .system, Dealers and
critics, once‘subsidiaries to the aca'demi‘c s.ystem, grew in numbers  and
independen'c.e in. response to ‘the~ Suécess of the -official sysfem of
fecruiting'painte'rs and in response to the inc'r'_eased public interest.- which

was generated by the publicity and attention given to art by the state.
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Although art programs modelled directiy after the academies of art declined
in the 1950s and 1960s as art training became .increasingly a university
responsibility ’* many elements of the academy tradition remain in our
present systenﬁ of art instruction. One such inheritance is the basic
knowledge categories around which most art departments are structured——thé
fully legitimated fine art practices of .drawing, painting, sculpture, and
printmaking.!? Resembling the hierarchy of skill levels of t'he academies,
exercises in drawing technique, especially drawing from the nude, are still
generally considered to be téchnical preparation for painting - and woyrk with
other .media. Departments or specializations such as "experimental;' or
“"intermedia" arts are sometimes added ‘to these conventional core
catego'ries; however, as they appear in many programv outlines,  these are
add-ons, inserted into .an otherwise little. changed format of éonventional

knowledge categories.?

"ARTES LIBERALES" . OR THE ART OF PRODUCING REFINED AND BROADLY

EDUCATED CITIZENS

The shift from the guild worksho‘p_ to >the academy as -the institution
governing the preparatiorj of‘ artists vhelped elevate the- social status of the‘
painter and sculptor, However, it.was not any social belief .in the artist as
a -valued citizen that perm‘itted the eventual acceptancé of ins;ruction in the
practice of art into the curriculum'l_of universities, Much of art practice
rehained too much‘ of ba stigma of technique and craft for that, The

practice of art .eventually slippled into the university because of a need for
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pUinc school rteacher preparation courses in art (Ritchie, 1966), Secondary
influences came from existing, moreb utilitarian programs such as
architecture,. _home economicé, and engineering, which required draWing and
color theory as  descriptive and communicative tools (Ritchie, 1966),
Grédually, painters and sculptors were accepted on faculty lists to provide
expertise in these matters. Studio art courses were 'incréasingly offered
within a liberal arts framework to supplemeht art histbry courses, and were
at first. kept at a “cultural enlightening” level. Art history had'become a
formal part of the university curriculum long before art production bécause
it was considered a permissible academic subject thanks to the heritagé of
the influential German universities. Art historians had tended towards a
greater belief in objectivity and .an'alytic systems for dealing with art, a
direction easily accommodated within the aca.demic' frame of the uni_ver‘sity,‘
Studio artists, by contrast, if not working within the commonly'defined
values of "craft", had been expiorin'g ‘the more controversial world of inner
subjective feelings. Neither the subjectivist approach of the studio paintér,
nor the technical appréach of the craftsperson,vwere likely to be readily

endorsed in an academic milieu.

Yet, in the éarly 19365, ~ the University of Wisconsin: and Darmouth |
University located a few important artists within their setting, entitling thém
"artist-=in-residence” and calling attention to both the artists’ merits and the
universities’ progressivenes’s in supporting artistic productivon (Chipp, 1968;
Larabee, 1970), With some incentive 'f-rom the Cairnegire Foundation, this.

examplé was soon widely imitated across the United States (Larabee, 1970)
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and eventually in Canada. The role of universities at the time was not to
usurp the function of professional specialized art schools,' With the post
World War |l shift in art capitals from Europe to New York, artists were
engaged to teach in universities on a part-time basis. Soon, many artists
were being accepted as permanent faculty members regardless of the fact‘
that many of thém had never attended universities themse_lves (Chipp, 1968).
The hirihg éf artists as full-time faculty members was a éignificant step in
procuring for art practice a certain legitimacy as an intellectual discipline

suitable for the university curriculum,
Liberal arts values as official justification for the study of art in universities

The study of art as it was first taught in universities meant something
very different from the study of art in art academies at the same time. In
a. 1895 lecture, Charles Waldstein, a professor of fine arts, made the

distinction .very clear to his Cambridge University audience:

Art  production is taught in the art academy, the studios of
masters, the conservatories . . . Art understanding ought to be
studied and to be thoroughly represented in our  universities,

(Waldstein, 1896, pp. 4-5)
"One thing, which | hardly need impress," Waldstein continued, is that

| consider the task which- the university student ’6f-art has
before him as quite distinct from; though it need not be opposed

to, that of the artist or that of the amateur. We cannot, we need



Rather, the purpose of the study of art in universities, as Waldstein saw it

was
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not, and we will not. compete with art academies and
conservatories, to produce second-rate painters, or sculptors, or

architects, or musicians, (p. 7)

’

to . add to a general education., A general education, after all, was

thought to make

To Waldstein and fellow English connoisseurs of art .in the "belles-lettres”

a truly refined and educated man, who stands on the height of
the civilization of his age, and is representative of this in his
way, as the man of letters -and science, the statesman and

legisiator are in theirs, (p. 101)

All our acquisition of new knowledg-e, all the thought we think, -

must become an "emotional” habit, ‘an ethos; they must transfuse
and affect our character——even our intellectual character—--before
they become efficient as regards our practical conduct, or our

mental or moral creativeness. (Waldstein, 18386, p. 102)

tradition, North America must have seemed like an aesthetic desert. Charles

Eliot Norton, a Harvard professor who felt a need to

import the standards

of art and life from Europe to America, supplied' the original impuise for

the growth of art in North American colleges and universities (Logan, 1955;

Mahoney, 1970). Norton believed there to be, to quote an historian of art

‘education, Frederick Logan (1855, p.65), "no - beauty, no "subtlety, no real
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craftmanship, literally no true society in America, hence nothing of a
refined nature for the arts to express." Perhaps it_ was Nortén’s intention
that, by educating students to appreciate the great European works of the
past, not only might their liberal arts backgrounds  be broadened and
enriched, but there might be a .remote possibility that- "art"™ might again

exist at some future time and perhaps even in- America,

Norton taught art at Harvard in the form of a course‘ in cultural history,
His view of art was essentially literary and historical, His lectures were of
the éurvey—of—history-of—art type, not so different from‘ many art history
courses taught today, What Norton was attempting at Harvard at the end ofv‘
the last century was an 'imitétidn of the art history that had gradually
" become a separate established discipline in Germany, andvto so‘rﬁe extent
in France and ltaly, following an influx of recruits to this new field from

classical archaeology, theology, literature, and architecture (Panofsky, 1965)3

Belief in the potential of an understanding of art td lead to “;_ultural
enlightenment” permitted art study to become establishbed- in ‘the university
curriculu'm,.'first as art appréciatioﬁ .and art history, . and, much later _in ‘the
1950s and 19605, as art produétion——to Waldstein’s horror, had he ‘known! i
The ethos cdntained in Waldstein’s 1895 lecture that art study hakes fqr "a
truly refined an-d educated -m‘an“ (p. 107) has persisted as one‘ 6f the most
' frequently ubsed official rationales for the study of fine ért in'universities,'
.In 1964,VAlvin Toffler described  the period as one in"w_hich 'Ameriﬁan"

universities and colleges were spending more time and money in culturizing:
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its population than ever before. This was partly in response to complaints
that universities are turning out ™skilled barbarians’ that may be studious
scientists, mathematicians,- and computer whizs [sic] but who are innocent
of culture.," Dean Canfield (1965), of the School of Drama at Yale, used the
rationale_ of the fine arts as somehow culturally refining and humanizing in
a lecture at York Univer'si\ty, Toronto, in celebration of the opening of that
university’s new large fine arts facility and program. Canfield explained that
if the arts are viewed as the product of the intellect and cultur'e,'t'hey are
"rightly and properly within the purview. of the university’s interests, and

directly associated with its legitimaté education objectives" (p. 38).

Once we accept this equation ‘that links the creation of art and
the perforr'nancé.of it with intelligence, culture and learning, and |
believe there is no_dif.ficulty about accepting it once we have
freed ourselves from the bonds of prejudice, subjectivism, eastern
mysticism, wood-lice, and Zen (that make objective discussions
of the subject alrﬁost impossibie), oncé we have done this then
the responsibility of the university for the nurture and defence
of the performing arts becomes, to my mind atb least, not only
acceptable but inev.itable. Every human activity that involves the -
" exercise Qf the i'ntellect‘and imagination has a:b(_aaring 4oh anvd

relevance to our civilization -and our culture. (p. 30)

For_CanfieId, the primary responsibility of the arts in universities was to
contribute to a 'general liberal arts education. To ensure this was preserved, 4

Canfield suggested that disciplined instruction in studio .aspects be delayed



Legacies that legitimate / 136
until the student was enrolled in a graduate level MF.A, program., The
production of professionals was, for Canfield, as it was for Waldstein

seventy vyears earlier, a secondary responsibility of the university,

I would no'more want a professional resident stock company or
repertory company at Yale than | would want Yale to have the-
Green Bay Packers to represent it in intercollegiaté athletics,I or
the Rébe‘rt Shaw Chorale to be brought in to take the place of
the Glee Club . . '. The purposes are . education first and

entertainment second, (p. 4b) 1

Universities, even those that now have a mandate for» preparing profgssiona!-
artists through specialized BF.A. programs, continue to stress the importance
of a bro_ad knov_vledge 'backg.round for the artist, This is not surprising
given the. legitimation and resources that a view of "thé’ ‘study of art'as
an intellectual. discipline” (Nova Séotia 'Colleée of Art and Design,
1985-—1986_brochure)’brings_ Acquiring- skills and techniques in art methods_
is not considered sufficient preparation for an artist. Program rationales for
university studio art: prograrﬁs often explain, as in the example of the
University éf British- Columbia "B.F.A, Progrémme Rationale” (undated),‘ ‘that
although a program is ‘fparticu_iarly designed for stAudents. who contemplate ‘a
car'.eer in the Visual. Arts énd occasioﬁally other students who simply wish
for a liberal education via tHe practiée of art " the program should not be__
considered the final step of preparat.ion for a career as ‘a professional
artist. The BF.A. program s intendéd to "form. a vsound foundation‘ for..

students who wish to undertake further. activity in the fine .arts, the ‘appiied
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arts, museum work, film, architecture, art journalism, art history, etc.," Hence,
students are required to take courses in art history and other departments
and faculties. What this means. for the university art student is that six
years (for a BF A, plus an MFA) of t.uition fees and essays and exams in
academic courses (which are likely to lead them no closer to employment
than would fine art courses alone) must be endured, when in fact what
. many of these students really intended was»to "make art". The liberal arts
ideal of the intellectual justifies this "hardship" for thése who 'pérsevere,
Many art students also come "to recognize a practical, but unannounced,
legitimating basis for the liberal arts rationale, Being able to.articulate the
intention, the meaning, or the cultural significance of one’s work to the
right people is what it takes to get exhibitions and fun'ding, Fine art
students might with advantage seek .enough of a liberal arts background to
enable fh'em to adopt an inteliectual stance in which to ground their own
art .production' (Rosler, 1981), especially ¢oncepfual, Aperformance of
interdisciplinary art forms. And where better a place to acquire this broad‘
basisv of knowledge and "ideas" -than the university? The Iegitimatiné liberal
afté traditibn and the ethos of cultural refinement and art-as-cultural-capital
that goes along with it may.be as significant a factor as the awarding of
degrees. in explaining ‘v_vhy SO many students withi an. interestv in bevcomilng
professiénal artists choose to a.ttend uhiversities, in 'spite of the required
e‘sséys and exams and the complaints that the norms, structures ‘and

bureaucracy of universities stultify "creative" artists,
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The liberal arts as the classical educational ideal

- The tradition of education which supports the practice. of encouraging or
requiring art students to take.academic courses outsidé the discipline of
art—-labeled "general education.“,. '-'Iiberal arts education",:or simply "iberal
education"--is historically linked with a privileged social class distinction,
vThe notion of "cultural refinement" is associated with private liberal arts
colleges for those of independent means and assured social bositions. Even
the bterm itsetf, "liberal arts", came into the English .language as
'predominantly a class term. Its ultimate traceable word was the Latin word
/ibef, meaning free man (Williams, 1983).. The 'liberal arts (artes /ibéra/es)
were distinguished from the "mechanical" skills and pursuits appropriate tb
a .Iower class. The term mechanical was used in a claés sense to spurn
the arts, crafts, trades, and non vagriculiural work--"most mechanicall "and

dur’ty hand" (Williams., 1983, p.201), as Henry IV allegedly said.’

Thg Iiberai _arts is the classical eduéational ideal that has formed the basis
Vof “education in  the western worlid, despite stron_g oppositionb 6n'
philosophical grounds by John Dewey and the pragmatists (Hirst, 1973). it
may be "traced ‘to Aristotle’s des'cription of liberal st'udies_ as .'th.ose.‘studies
appropriate for free men, and m no sense refe;s to a vocational educatio»n'
or a speciétist education (Hirst, 1971, 1973). The subjeéts or "arts" which ‘
Aristotle regarded as liberal are not éntirely clear, but somewhat later theb
Greeks and Romans came to list seven liberal studies or "'arts"; grammar,

Iogic,'rhetoric, geometry, avrithmetic, music, and astronomy (Hirst, 1971). .
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Painting and sculptufe were not included because they did not comply with
the features of Aristotle’s notion of a liberal study., These features avre
summarized by Hirst (1971) from Aristotle’s'Po/it/'cs:lﬁ .First, the liberal arts
‘are not "mechanical”, but demand the exercise of the individual’s higher
abilities, an exercise which is a necessary part of the "good life", Second,
 these studies must not have practical usefuiness, the value of their pQrsuit
is intrinsic, not extrinsic, Third, there must be no narrow specialization in
.them which would occupy the mind so that it misses out on other matters
of equal value and importance in the good life. Fourth, the student must
pu.rsLle the study for its intrinsic value only, not merely to impress others

or to earn a living.

From this Greek doctrine came the notion of education as a process
concerned simply and directly - with the pursuit of knowledge, a notion of

’

education based -on what is taken to be true, that is, "man’s knqwledge Qf
~what is the caée", as Hirst (f973, p 88) explains. The development of the
mind in this way was thought to lead to “the greatest good, to rescue
reason from errér, illusion and.‘ temporary vélues, and to free the

individual’s conduct from wrong, I_ntellecfuéls observed the heavens and

wrote 'plays and music for the sake of illumination and self-expression,

"For centuries this ideal of education was regarded as the finest possible.!”
However, since the Renaissance and especially in. the past one hundred
years, intellectual interests and techniques of inquiry have been changing’

because of the importance of science for industry and. militéry reasons. -As
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highly specialized training assumed priority and the middle-class business
culture lost regard for classical ideals, attachment to the inherited tradition

of liberal arts values dwindled (Shils, 1972),

- The greatest defenders and preservers of »the liberal art ideals now are.‘the
private liberal arts colleges. Increasing technical, vocational and professional
directions in higher education caused fear among these colleges that
intellectua|> standards were diminishing and the transmission of the cultural
heritage of wéstern society was becoming an inéreasingly fragmented and
superficial process (Potts, 1971), Consequently, the chief aim of these
colleges became the preservation and transmission of cultural capital, with

its "refining" influence on morals and manners as well as the intellect,

The private liberal arts college is a distinctly American institution modelled
after the residential life and the classicallcurriculum of Oxford and
Cambridge universities, Since‘ most ~of them la.re private, fee-collecting
institutions,AonI'y. a select pdrtion of the populati'on can gain accesé to and
benefit from.such an education based on liberal ar{s, .values_ Yet, ironically,
the‘defenders of these éolleges see. derhot:racy bkeing servved, Democracy,
they envision, occurs thrqugh ~an ‘empha;sis on. intellectual. qu‘ality.' and
selectivity: superior. minds shoul_d. emerge . from a Irigorous ‘liberal arts
education to make outstandiﬁg contributions. to - American society, leaving
.mass poétsecohdary educ'ation.to the public universities and collegeé (Pofts,

1971).18



Legacies that legitimate / 141
The liberal arts ideal as an ironic proclamation of

democracy

In spite of the historical association of liberal arts tradition with privileged
social -class distinctions, North- American society is committed to the ideals
‘of a geheral or liberal arts education because it is thought to»reflect and
promote democratic principles, What is there abdut the idea-of a liberal
arts education that suggests that it might work to fulfil democratic
principles, and, contingently, that it is worthy to form the basis of

education in North 'America, including the education of artists?

Basic to democratic principles .is the belief in the pre-eminent worth of
~the individual, the freedom of the individuél‘, and the full realization of the
individual’s unique vc'apacities, In 1946, the influential report of the Harvard
University Committee, General education in .a free society, defined general
eduﬁation ‘as "thaf part of avstudent’s whole education which looks first of
all to his life as a reépohsible human being and as a citizén" as épbosed
to ‘specialized education "which looks to the student’s competence ivn some
occupation” (b_51)_ The objectivés of a liberal education are defined in the
Harvérd report as the ability to think effectively, to. communicate thought,
to make relevant judgments, and to discriminate among tvalues_ Othersv‘ have
suggested that a liberal education leads to the _developmént 6f ‘. practivcal
abiiities (Nowell-Smith, ,1'958) and creative imagination (Broudy, 1964). Hirst
(1973) argues for the importance of liberal education conceivgd as initiation

into several log’istically distinct forms of knoWIedge or modes of thought.
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A liberal education for Hirst is "based fairly and squarely on the nature of
knowledge itself, a concept central to the discussion of education at any
level" (p. 87). A consistent concept of Iliberal education must not be

equated with mere collections of information, Rather

the distinctions between the various forms of knowledge which
will principally g.overn the scheme of education. .will. now be
based entirely on analyses of their parti>cular céncéptual, logical
and methodological features (p. 99) ., . . It is an education
concerned directly With the development of the mind in rati_onal

knowiedge. (p. 101)
-This parallels the origina|‘ Greek concept in that -

liberal education was the freeing of the mind .to achieve its own
good in knowledge . . . it remains basic to the freeing of human
conducf from wrong” (p. 101) . . . In each case it is a forrﬁ of
education knowing no limits other than those necessarily imposed
by the nature of rational knoWIedge ahd thereby itself developing

in man the final court of appeal in all human affairs, (p. 101)

This educational notion of .democr:acy ‘and freedom has frequentvlyl been
used as an official justif.ication for including the study of fine art in- the
university curriculum, One of the lengthiest and moét idealistic articuiations
of this was a 222 page essay published -in 1953’ by ‘Ernest Zie’gfeld, To
conclude the work, Zi‘egfel,d wea?es arts educat'ion.' into . the rhetoric‘ of

' patriotism, freedom and democracy:
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The free and democraticc way of life to which we in America
aspire is being‘threatened from within and without by ideologies
which would enslave the human personality and reduce the
individual to subservience and anonymity . ., . in order ‘to
maintain our rights to freedom we must have a spirit of
freedom--a deep and "abiding faith in tHe integrity ofA the
individual and in . his ability to build a worthy life with his
fellow men. And we must have a knowledge of freedom--a true
comprehénsion of the spontaneous and creative way of life which

is the mark of the free man . . . . (p. 220)

Without the éesthetic faétor of experience, the individual Ean
neither live ‘a full life nor can he see his own life in its full
relationships to thbe world in  which “he lives, Experience in the
arts can give him the insights  and understandings -which will
enable him to see himself and the world iﬁ their wholeness and
fullness, and it, provides him the means whereby he can relate
himself freely and sponnténec;usly—-fthat is to say, creatively--to
the world as it is given to him through his esthetic vision, (.

221)

There is, of course, a pragmatic aspect that supports the argument of the
importance for demdcrati_c societies of studying art as .part of -a liberal
arts education, In 1965, John Coolidge, then director of the Fogg Art

Museum at Harvard University, stated that ‘an ‘intense concern" of
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universities should be the production of a "cultivated body of amateurs" (p.
17) necessary for both the production of great art and the understanding
and preservation o.f the - art of the pas.t; "All but a tiny and diminishing.
minority of our students have much to Iearn‘ about the fine arts" (p. 17)."
The pragmatic benefits for art departments which "cultivate" a large body
of "amateurs" is particulaily pertinent'iin the’current situtation Qf financial
restraint in most art departments, Fine art majors are too few to sustain a
wide ranging program, Having a large body of non-specialized students
enrolling in ért courses means that art departments can offer a variety oi
art courses and in turn secure legitimation and make more Vvisible the
- function of art departments on campuses--all of this without the éxpense
of increasing the number of full—iimé faculty., It éiso means grad_uate
students .in art can obtain financial support and work experience when there.

is an undergraduate - student body to teach,

In sumrhary, with e\ducation in fine art now.inétitutionally entrenched in
universities, art teaching and art‘knowledge is. ultimately shaped by  the-
norms and structures of uriiversiti‘es, including the dominant liberal arts
-tradition with‘ - its undérlying - social- . class distinctions‘ ahd
art-as—cultural-capital values, It was, in fact, the liberal arts tradition which
permitted art tc be established in the 'university in.‘ the firét place, first as
art connoisseurship and art histoi'y, and. eventually and reluctantly aé art
'production__ Libia'ral arts proclamations.of academic competence and- the
acquisition of de‘mocratic; values persist as .stvrong Iegit'imating rationales fbr

art in our educational system; in spite of the underlying association. of the
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liberal arts with the private 'coHege tradition and the social class
distin‘ctions of economic and cultural capital, North Americans are
commifted to the idea that a broad liberal arts education works toward
fulfilling the démocrafic values of freedom, respect as an individual, and
development of the full capacities of all human beings, For art students,
the liberal arts educational - ideal of the intellectual has replaced the
sixteenth century empha}vsis on God, nature, and the divine as the motivation
for pursuing art as a career. It helps to justify the financial and status
disadvantages that art st}udents are faced with, and helps solidify the
commitment to art that works to insulate and perpetuate traditional

conceptions of art knowledge,

PHILOSOPHICAL AESTHETIC THEORY AS AN INTELLECTUAL BASIS OF ART

EDUCATION

Aesthetic theory is a codification of .the basic principles th?t support. the
production and understanding of art and, subsequently, education in art, |t is -
the intellectual basis of ‘art knowledge in the high culture sense, It reflects
the prevailing ideas, values, and practices of art that are sﬁared by
fnembers of the fine art subculture. It has served a‘s an authority that has
éanctioﬁed the insulation -and even transcendence of art knowledge . over

other knowledge domains- and from its own social base,

Aesthetic theory functions as much more than an inert body of doctrine, It 3

is part of a compiex social network and historical process. Aesthetic
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principles, definitions, and judgments abouf art and the nature of artis'tic
activity make up an impoftant part of the body of conventions by which
various participants of various art. worlds act together and justify‘ their
demands for the resources and advantages previously available for the
production of art and for associated activities such as edﬁcafion in art?
Aesthetic theory not only follows or is coincident with the development of.
styles, techniques, and individual works of art, but in many cases the
equation is reversed so that theory precedes practice, Aesthetic principles
serve for artists to adopt or defy, especially in this century, resulting in
the development of new forms and styles in a:rt, Aesthetic theory, by
attempting to make sense of or evaluate individual works and art practices,
creates reputations not only for certain artists or art styles, but aiso for
entire traditions at the expense of others, The selection procéss occurs in
regard to works which more‘ or less approximate the standard practice of
the - fine art world; even more crucially, it occurs to the extent that éome
forms, sucﬁ as folk ~art or applied arts, are not even given serious

consideration by the fine art worlid,

Philosophers of art and art critiés—éthose who deal in and have ar major
effect on shaping'aesthetic theéry—-are often éituated in universities. This
means that the ' development - of ‘aesthetic thepry and the  values '_ these
philosophersAand éri“tics bring to bear in assessing or researching individuai
works of art, of ar;cisvts, styles, and even art programs, are bound up with-
the processes_and structyrés of universities. This,,c.annot help but affect

what courits as art knowledge: this art knowledge,. in turn, becomes part of
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an art student’s knowledge, affecting her or his actions,

Artistic activity occurs in light of some conception of what constitutes
good art, In educational contexts, certain notions of what constitutes good
art and valid artisti_c activity are adopted by art students to meet the
demands of institutional and social forces, often resultin.g in  such
phenoména as "the school art style" ‘at the elementary and secondary
schoo! level (Efland, 1976) and what Lowry (1962) calls the "new academic
- art style" at the postsecondafy level, Becéuse éf the interdependence
between aesthetic theory, artistic activity, and the _Iiberal arts values and
collection code structures of education, some. understanding of -aesthetic

theory is in order,

As a discipliner of study, aesthet'ics has a Ion.g tradition of theory grounded
in the nature of art and aesthetic‘ experience, most of which s
philosophical in nature and- originates particularly in the works of eighteenth
century Gervm_an bhilosophers (Baumgarten, Kant, Séhiller)_zo This philosophical
trédition has given rise - to the‘ dominant modernist aesthetic: and its
practices that ére’ now the accebted or officbial culture of art in schools
and universities, It -illustrates the deeply divided 'consciouéness betWee‘n art
and society and 'the effect that division has had in inéulating certain art

with its specialized references to that

knowledge, The very term ‘"aesthetic”
which is "fine" or "beautiful" reflects this divided consciousness, Concern
with the “"beautiful”.in art, or in art and nature, began at least with

Socrates and - has engaged the attention of "philosophers ever since.
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However, the t'erm "aesthetic", as introduced by the German scholar
Alexander Baumgarten in the mid-eighteenth century, was not in common
use before the mid-nineteenth century, Baumgarten, acknowledged as the
father of aesthetics, derived the word from the Greek term a/sthesis
meaning sense perception in refere'nc‘e to all material things perceptable by
the senses (WiHiams, 1983)_. Baumgarten’s use of the word .in reference to
art_emphasized. subjective sense activity.?! This kind'éf emphasis on
subjective sense activity as the basis of that which is fine or beautiful
has isolated art from so.cial or Eultural interpretations.  "Subjective”,
- according to the philosophical framework that currently exists as a result.
of positivist science and the associated desire for ‘"impartial” or "neutral”
~ observation and judgment, is based on personal impressions and feelihgs
rather than "facts" Cohstrast'phg -aesthetic consideraﬂons with practical or
utilitarian considerations is "understandable but. damaging", writes Raymbnd
Williams (1983, p. 32) in his explqration of - the historical development of.
the cultural -transformation of actual Iangu‘ége. Such a division bmakes

aesthetic considerations appear displaced, marginal, and unreliable,

T_he nouﬁ "aésthéte" was once widely wused to refer to a- -person
séecialvivzing in aesthetics as . a discipline of formal study, élthough often in
a derogatory sense (Williams, 1983). The term, especially when associated
with Walter Pater, the late nineteenth century English Iitérary and .soc:ial
critic and a central figure of the "aesthetic moy‘ement", was "a sou.rce of
ridicule and attack., Eventually the .term "desthete" was replaced by

"aesthetician" (a term which. in contemporary times .has acquired much of
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this same stigmba), If(’ was Pater who, by channelling all the subject matter
he came in contact with (including religion, philosophy, Renaissance studies)
into support for his aesthetic view of the world, championed the .theme of
art for art’s sake, culminatiné in an -_Epicurean "Aestheticism", Aestheticism
refers to the disengageMent of art from social and political_cqncerns, It is
a point of view in which arti is seen"as autonomous, self,—sufficie‘nt, and
serving no ulterior purpose; nor should it be judged by moral, political, or
nonaesthetic standar_ds, it has been held to represént an overdevelopmént of
one aspect of romanticism?? : the autonomy of the creative imagination
(Graff, 19873). Many writers on aesthetics have since expounded the
aestheticist poin_t of view, but Clive Bell’'s treatise on aesthetics, simply
titled Art ('1958), is particularly illustrative of the attitude _that high art
transcends the practical, everyday social world, For Bell, "aesthetic raptu're"
(p. 160) is all that matters -in art, "The value of the greatest art," wrote
Bell (p. 175), "coﬁsists not in its power .of becqming a part of common‘
existence but in its power of taking us out of it" "Sigﬁificant form™"
tran‘scends what Bell views as the mundane W§rld of political _ahd social -
affairs, Significant fdrm refers to pure physical form somehow indepehdent
of question.s of repfesentational adequacy, meaning, or applicability outside
itself. It is a v_arie;nt of the physical object hypothesis?* which focuses'only_
on the particulér'properties of works of art  According to this view, the
work’s related meanings, burposes and social and hié’tofical coordinates are
disregarded. Hence,kvvyhen contemplating primitive " art, Bell (1958, p. "39)
‘annou'nced. that ‘"primitives produce art becausevthey must; they have no

other motive than a passionate desire to express their. sense of form."
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Furthermore, those who wish to appreciate any work of art need no
knowledge of its ideas, purpose  or context, "nothing but a sense of form

and colour and a knowledge of three-dimensional space" (p. 27).

The modern emphasis on aesthetic form meant that perceptions were
transformed so that artifacts, dance, and music of various cultures became
"visible" as art forms, rather tHan as cultural forms, Milton Albrecht.(1968),
an American sociologist, attributes this kind of interpretation of art as a
self-sufficient identity detached from ‘specific social and cultural me‘anings
and asv responsible for the ra_nbsacking ~of other cultures throughout the

world for art treasures” to take home to protect in pantheons of

"Culture™”,

The rhasks, kachinas, sculptures, totems, or other cultural products
from Australian aborigines,' the tribes of new Guinea, West Africa,
and elsewhere have been collected as ART and pla.ced ih
museums, hung on our walls, and displayed on our mantelpieces,
(. str‘ikingly illustrated at Exvpo ’67). Chac lVIool‘s and sto.ne
jaguars have been removed from = ancient I\/Iayban temples, and
"gargoyles" wrenched from cathedrals. Most of the finest
examples of totems ‘and ot.herv "art" objects :native to Alaska are‘
to be found not in Alaska ‘but in tHe Soviet Union,b in- European
museums, in Canadas, New York, Portland, Seattie, Denver and
elsewhere. Thus' art has now become "unfversal"_ with a mean»ing

thatbis being projected round the world from the fine art

tradition -of Europe and America. The process represents not a



Legacies that legitimate / 151
military or political invasion of the world, but an artistic one, (p.

393)

In other cultures the arts have not always been separate from social and
cultural contexts., Anthropologists; unlike many aestheticians, have support»ed
the close relationship of the aesthetic with practical and soéial contexts
and variations from culiure to. culture, Th'ey'emphasize, notes Albrecht,
cultural relativity rather than the absolutism that takes the form of Western
concepts of aesthetic form projected on artifacts of other cultures.,  Few
of the more recent writers on aesthetics maintain as extreme a view of
art as a separate andvself-—contained cosmos as Bell’s, yet ‘they still i'nsist
on aesthetic values as paramount. (This ivs,_of course, a precondition if
aesthetics in the traditional sense is to exist as a sépafate discipline))
Some influential aesthetic viewpoints that center va.riouslyvon the analysis»_
of the aesthetic and physical properties of works of art are, for example,
the emotive aesthetic aspects (Langer), the imaginative (Collingwood), the
expressive (Elliott), the cognitive (Goodman), beauty as transcendental
(Maritain) and formél or de'sign analysis, known as formalist criticism
(Be;ardsley, Fry). Even though these various positions are frequently
countér—posed to one another by their current propohents, they. do, whether
in their traditional or up-dated forms, tend to isélate aesthetic from. social

factors (Wolff, 1983),

In spite of the increase within the last two decades of ‘sociological

critiques of .art and aesthetics, the discipline of aesthetics still continues
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on the whole to be conducted without reference .to the intervention of
these critiques. For evidence, Janet Wolff (1983) directs attention to such
sources as the British Journal of Aesthetics or the familiar anthologies

edited by Osborne (1972) or Hospers (1969),

Mainstream Anglo-American philosophy of art pursues its search
for the nature of beauty and of the aesthetic experience without
in any way being disturbed by the sociological critique of
aesthetics itself.as a historically specific dévelopment, and of all
aesthetic judgments as class-based, gender-linked and in general

ideologically produced. (Wolff, 1883, p. 27)
SUMMARY

Knowledge lives in traditions (Bérgendal, 1983). Art knowledge, as found in
education, is the product -of the‘ academy tradition, the universities’ liberal
ar_té notion of art as humanizing and “culturally refining”, and the
phi‘losophical tradition that dominates aesthetic theory. The changes in the
education of artists from workshops to wuniversities, and the resultant
change in status of art knowledge, are, as demonstrated in this chapter,
rooted.in a history of the changes in status of the artist’s pfofession_ from
that of av manual trade to the more vnoble status of - an "intvellectual calling”,
,The' history of art in - education is one of emphasizing: the intellectual or.
theoretical base of art., formi.ng élliancves‘ with_ the _Iiterati.(Hauéer, 1959) and'
the more powerful and affluent ‘classes, and, in this century, i’noving fine

art into universities and elventually to schools of graduate studies, It is a
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history of -legitimating the fine art discipline and elevating its status in
society through a gradual process of academicization, through associatvion
with the liberal arts’ preservation of cultural capital and its connotations of
academic competence and, ironically, democratic values, and through
aestheticism’s separation of art from society. By supporting the claim for
an independence of art from the work roles and practicai knowledge
conditions of the eVeryday.industrial world, these traditions have provided
‘ofkficia! justification and authority for the role of art in education, By
supporting this claim for independence, the traditions have functionedv also
to reinforce the notion vof art as a specialized, privileged realm of
knowledge of little relevance to mainstream pluralistic society,
Postmodernism challenges the cnltural and social bases of these aesthetic
and educational traditions. But because of the auihority these tr'adit‘ions‘hold
in society, the task 'is not an easy one, and, as argued in.the next chapter,

has so far been largely ineffective.

NOTES
! The brief histories- presented in this chapter may not be fully
representative, They are .examples that highlight -certain

widely-recognized historical developments and are limited, as is any
history of art and its institutions, in the sense that ‘art and the
institutions responsible for the acquisition of art knowledge existed at
moments and in places other than those which are typically given
attention, -

2 Because sculptors were members of what was considered a "lesser
guild" of bricklayers and carpenters, their separation: socially from the
tradesman was much. later in coming. :

3 Individual artists and their workshop training are discussed in Book Il
of Leon Battista Alberti’s treatise On painting written in 1435, in
Cennino Cennini’s early fifteenth century - treatise, Book of the artist
(cited in Baxandall, 1972 p.117, 121), and in .Vasari’s Lives of the
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painters, scul/ptors and architects (1963)

Baxandall explains that the relationship between the ciient and painter
was an  important part of the lasting classicization of European
Renaissance culture, Categories of a system of literary criticism
became the subject of study of humanist scholars. Although the
language of criticizing art was a skill of the learned, bankers and
merchants took to using many of the terms and concepts such as
"pure" or "ornate" or "composition",

The training of a painter within the guild system followed the
customary course of medieval craft rules that all guilds held. The
master of a bottegha, as the artists’ guild workshops of fifteeth
century Italy were  called, had full disciplinary power over his
apprentices, The apprentice had to learn his trade from the bottom
upwards, beginning with the grinding of colors and the preliminary
treatment of the painting surface, Acquiring all the technical knowledge
and tricks of the trade that would enable the apprentice to paint just
like the master took several years, An important part of the later
stages of the apprenticeship was copying masterpieces - of the master
artist as well as other acknowledged masterpieces, As Antal (1870,
p.291) suggests, it is in light of this training "that we can understand
the tenacious preservation of the traditional heritage in
fourteenth—century painting”, '

As an artist, Vasari was representative of the age of Mannerism,
producing -work characterized by a tension between artistic freedom
and obligation, This characteristic of Mannerist art was reflected in the
artists” workshops in- the increasing contradiction between the
principles of labor and education, with art instruction striving ever.
more concertedly for a canon of instruction (Hauser, 1983).

Forty years later a second academy was opened--the Accademia di S.
Luca in Rome. Drawing and painting from plaster casts and from life
was accompanied. by  theoretical discussion, What is particularly
significant about this institution is that its evening Ilectures were
opened to art connoisseurs from the public, thus broadening the
institution’s membership and furthering its aspiration to "leadership in
cultural affairs as well as taste and fashion" (Kelly, 1874, p.89). This
practice of opehing some aspects to a larger public resembles the
current practice of university departments to cater- to a broader liberal
arts population, while- at -the same time supporting those students
seeking careers as professional artists,

An "academy - was established even in Canada as early as 1668—-the
Ecole des Arts et Metiers at St. Joachim, Quebec (McCarthy, 1973).
Although the school @ was - discontinued in 1705, its. courses in
architecture, sculpture and painting had achieved the most remarkabie
success in establishing the visual arts in Canada, Pevsner’s Academies
of art, past and present misses this academy of art even though it.
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antedates the establishment of similar academies in European cities,

. For example, particular grades of ultramarine blue (the most expensive

of the blue pigments) were specified in terms of florins to  the ounce,
"German blue was just carbonate of copper; it was less splendid in
its colour and much more seriously unstable in use (particularly in
fresco)" (Baxandall, 1972, p. 11).

White and White (1965) do not indicate that both applied and fine art
were instructed within the same institutions, although  Efland (1983)
clearly does.

There are exceptions, One art school that strives to perpetuate the
academy tradition is the National Academy Fine Arts School in New
York., To quote from its recent catalog, "Throughout all the vyears
since the School’s founding (1825), and throughout all the shifts in
taste and fashion, the School of Fine Arts remained true to the
standards of excellence as established by the founders." (p. 3). "At the
heart of the School program" is studio work "most often from the
model but also .from antigue casts and still life" (p. 5).

These and other data regarding the structure and content of art
programs in higher education were obtained by reviewing program
catalogs and brochures of over 100 fine art programs of both
colleges and universities in Canada and the United States,

Several other conventions of our present art instruction model came

~about in rebel/lion to the officialdom of academies of art. These,

however, are addressed in the following chapter (chapter.6),

Art history, as we know it today in North America as scholarly

“historical analysis and interpretation of artifacts, only. surfaced from

its entanglement with  art - connoisseurship in 1923 when the Art
Bulletin, founded in 1913 and now recognized as a leading art
historical periodical, carried ten art historical articles and only one on

- art appreciation, Of "related significance was the formation of a

competing periodical, the short-lived Art.Studies,

One of Carfield’s art historian  colleagues at Yale, Vincent Scully, in
the same line of argument, defends the arts in universities entirely on
grounds that the arts are a way of knowledge '

The visual arts are tools towards knowledge, which is after
all, 1 think, the only way in which any subject can be
defended in a university, The university’s role -is the pursuit
of knowledge and fundamentally nothing eise. (p. 51)

The point of art is the illumination of life, but most art
does not come out of life; most art comes out of art, This
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is one of the gréat things that makes art so civilized,
because most of civilization as a whole is something that
comes out of other civilization, (p. 67)

For Scully, Leonardo Da Vinci was the perfect expression of the idea
of art as a path to knowledge: "Leonardo was interested in
everything, especially in the -truth" (p. 67)."

In Book 8 of Politics Aristotle wrote (Hirst, 1971, p505):

All useful knowledge is not suitable for education, There is
a distinction between liberal and illiberal subjects, and it is
clear that only such knhowledge as does not make the
learner mechanical should enter into education. By mechanical
subjects we must understand all arts and studies that make
the -‘body, soul, or intellect of free men unserviceable for
the external exercise of goodness. That is why we call such
pursuits as  produce an inferior -~ condition of body
mechanical, .and all wage-earning occupations. They allow the
mind no leisure, and they drag it down .to a lower level,
There are even some liberal arts, the acquisition of which
‘up to a certain point is not unworthy of freemen, but
which, if studied with excessive devotion or minuteness are
open to the charge of being injurious in the manner
described. The object with which we engage in or study
them, alsc makes a great difference; if it is for our own
sakes or that of our friends, or to. produce goodness, they
are not illiberal, while a man engaging in the very same
pursuits to please strangers would -in . many cases be "
regarded as following the occupation of a slave or a serf,

There are subjects which ought to form part of education
solely with a view to the right employment of leisure, and
that this education and these studies exist for their own
sake, while those that have business in view are studied as
being necessary and for the sake of something eise,

It was not until the medieval spread of Christian doctrine that {liberal
arts studies -~were challenged at all. With Christian doctrine the
significance of reason was subordinated to revelation, so that the
liberal arts became a formal and restricted course of study, secondary
to theology. With Renaissance humanism and the rediscovery of
classical literature, "the full significance of Artistotelian  liberal
education was temporarily reaffirmed" (Hirst, 1871, p. 507). But what
resulted this time was- a distortion of the concept of liberal education
so that the study of classical literature itself came to represent the
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essence of a liberal education.

One of our most signhificant thinkers - on western .society and
education, the eighteenth century French philosopher Jean-Jacques
Rousseau, was a fervent critic of liberal arts ideals, Rousseau, a
stormy romantic, inconsistent in many things, with little formal
education, and credited with having significantly helped to shape the
French Revolution,. wrote A d/iscourse on the arts and sciences (1973)
(--the word "discourse” meaning in its context "prize-essay"). The

-essay won the contest of the Academy of Dijon in 1749, winning him

instant fame., The question posed by the Academy; which the essay
addressed, was "Has the restoration of the arts and sciences had a
purifying effect upon morals?" Rousseau began his Discourse with the
point that men are not at birth equal, but as societies develop these
natural inequalities are aggravated by artificial = politically enforced
inequalities which have nothing to do with the natural inequalities. The
so-called advance of the arts and sciences parallels an increase in
inequalities and corruption, For Rousseau, to live morally one does not
require knowledge of art and science. "The mind, as well as the body,
has its needs: those of the body are the basis of society, those of
the mind its ornaments” (p. 4). But in advanced civilization it is these
things that command rewards., Morality, on the other hand, commands
no rewards, it is obscure, guided only by instinct. conscience and
"heart", ‘Hence we find.many scathing passages in the ODiscourse that
condemn the study of the arts and sciences as sophistic, leading to
polite manners and hence .to hypocrisy: '

Astronomy was born of superstition, eloquence of ambitions,
hatred,; falsehood, and flattery; geometry of avarice; physics
of an idle curiosity; all, even moral philosophy, of human
pride., Thus the arts and sciences owe their birth to our .
vices; we should be less doubtful of their advantages,  if
they had sprung from our virtues. (p. 14)

Since the labours of the most enlightened of our learned
men and the best of our citizens are of so little utility, tell

us what we ought to think of the numerous herd of obscure -
writers and idle /itterateurs, who devour without "any return -
the substance of the State(p. 15)

We have physicists; geometricians, chemists, astronomers,
poets, musicians, and painters in plenty; but we have no
longer a citizen among us; or if there be found a  few
scattered over our abandoned countryside, they are feft to
perish there unnoticed and neglected, Such is the conditions
.to  which those -who give us our daily bread, and our
children milk, are reduced, and such are our feelings towards
them. (p. 22)
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The way in which an aesthetic principle develops varies: An aesthetic
principle may be informally developed by an artist through day to day
choices of materials, forms, or subject matter, Or, more formally
organized philosophical defensible aesthetic systems may be developed
and justified by aestheticians and critics, and studied by philosophers,
historians, and, more recently, sociologists and anthropologists,

However, a broader sense of aesthetics can include not only the
philosophical analysis of art, but a second more recent paradigm of
critical writing about .art that addresses the social and historical
coordinates of art and the study of art. It critigues and demystifies
the former philosophical position. This latter sociological paradigm
brings into focus and makes problematic the categories of the
philosophical paradigm, calling it transhistorical and mythical, It is the
sociologicaliy-oriented writing on aesthetics which allows one to ask
or even to. think of asking the kinds of questions of this
study—--questions about the origins and social functions of higher art
education, It is a tradition which, since the early 1970s, has
increasingly informed research and theory in art, particularly art history
and art education, However, its effect at the level -of practice in art
education at any level of education appears minimal (Chapman, 1981),
This sociological paradigm of aesthetic theory is discussed in further
detail in-chapter 6. '

In. Baumgarten’s massive two volume work simply titled Aesthetics, a
specific theory of beauty makes up only a small part: it was Kant
who saw beauty as an essentially and. exclusively sensuous
phenomenon, in strong association with art, The continuing uncertainty
between reference to art and the more general reference to beauty is
implicit in the history of aesthetics. For example, Plato believed art to
be an - imitation of an imitation. Beauty, unlike art, referred to the
symmetry -and proportion of form, and was found to be primarily in
the abstract ideas after which he saw the world patterned, Aristotle,
Thomas Agquinas, and in this = century, DeWitt Parker and Jacques
Maritain, modified these principles but retained the distinction between
art and beauty. '

Equating aestheticism with ‘romanticism, or understanding both as an
impulse to escape from the modern world, oversimplifies romanticism,
Romantic aesthetics glorified the idea of art as an isolated universe
of imaginative truth that far transcends ordinary reality. But ‘it also
saw this - autonomous aesthetic world as profoundly valuable in
providing the values and regulative principles by which individuals and -
societies are guided--it deliberately emphasized the social, moral, and
philosophical meanings of art (Graff, 1873). '

The term "physical object - hypothesis" is used by the philosopher

Richard. Wollheim (1968) and later by Janet Wolff (1983). The attempt
to identify ‘the aesthetic in. terms of properties of particular objects
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as a strategy to discover the nature of art and the aesthetic has long
been problematic to philosophers of art, Wollheim systematically raises
many of the difficulties associated with such an analysis that invoives
an investigation of the variety of things we call "art" in order to
isolate their common "aesthetic" features. One such problem is that
not all works of art are physical objects, as in the case of
performance art and music., Bell’s work involving "significant form" s
a theory of visual art which was not intended to be transferred to
music, literature or performance art forms and, if it is transferred, has -
several limitations,

Albrecht notes that the Greeks did not detach aesthetic quality from
the intellectual, moral, religious, and practicai function or content of
works of art. They did not conceive of the "fine arts" in the -modern
sense, for they did not use aesthetic quality as a standard for
grouping the fine arts together. Their concept of art was retained in
the Middie Ages. Even .today in western culture, art continues to serve
extra—aesthetic functions by expressing and supporting religious and
other general values of society, Albrecht conjectures that if art is to
be claimed as universal . it is in these respects only that it may be
regarded as such, '

Albrecht makes reference in the following passage to those who are
more inclined to emphasize cultural relativity;

ER. Leach (1961) for example, points out that "each local
-group has its own aesthetic traditions which. are peculiar to
that group and to that group alone.," Similarly, Redfield
(1959) shows that a "complex world of traditional meanings”
is represented by the art of a particular culture, which has
its own traditional style perpetuated and confirmed by social
usage . . . Among Australian. aborigines, as Mountford (1961)
states, the ."primitive expressions of art, music and drama"
are rigidly controlled by the age-old customs of the tribe,
and "they play the most vital part in aborigines’ lives, for
it is by the employment of these art forms, songs and
rituals,” that the aborigines keep alive the philosophies, the
creation myths and the exploits of the totemic ancestors".



CHAPTER 6
CHALLENGES TO THE INSTITUTIONAL STRUCTURING

OF ART KNOWLEDGE BOUNDARIES

Although the institutional shift of instruction in painting and sculpture from
workshops to academiés and ’e\v/en.tuaHy to uhiversities gave art. the status
of an intellectual discipline and secured ' its place in education, this
academicization process has not gone ‘unchallenged, Challenges to . academia
as a centre for artistic activity and the preparation of artists have been
frequent. This éh'apier describes some of these challenges that have
occurred in relation to art departments and art schools.: As will be
diséuésed, these .challengesv have been "Iargely ineffective in broadening
boundaries, and, in the -end, may even haye functioned to further the very
boundaries and hierarchies of art -knowledge which they set out to
challenge or reform, The ineffectiveness of.these challenges has much to
do with the structures and norms of universities, with their insulated
compartments of knowl.edge,‘the‘ir -allegiances ‘to- these compartments, their
maintenance -and perpetuation of these allegiancesv through mechanisms of
socializétion, their = highly sanctioned: liberal arts traditio'n, and their
promotion of aesthetic autonorﬁy -and "art-as-capitél; That the éhallenges .to
. traditional conceptio-ns of ~art knowledge have been . impeded" by * the
structures ana norms of universities lends further 'suppo'rt.to the - thesis that
.the university has the 'rﬁonopoly on defining, 'legitimating, and perpetuating

art knowledge,

<160
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CHALLENGES TO THE ACADEMY TRADITION

The officialdom of academies of art, with their rigid standards of western
high art, has become a symbol that incites rebelliousness, even when there
is little of the officialdom of the academy left to sustain it., Whether
justified or not} écademies have come to represent that which is
reprehensible in art and art instruction, The words "academy'; and
"academic" have a stigma of oppressiveness, rigidity, lack of inspiration,
and moribundity. This is evident in the title of one article that surveys
contemporary art, "The academy 6f the bad" (Plaguen, 1981) or in McNeil
Lowry’s (1962, p. 236) term, the "new academic style" that describes the
style of painting prevalent in colleges and universities which ';particularly_
lends itself to intell»ectual-and_technical imitation.” Dan Flavin (1968, p. 30),
an American artist known fbr_ his scglpture with fluorescent light tubes,
fuels an indictment against the establishment of art practicé in universities

with several references to the practices of earlier European academies:

nothing more than a precious, obvious and repétitive ménhandliﬁg
of subject —matter within set .éanctioned media, from their own
,cohvenient and sanctimonious misapplications of art history,
Often, Aéll that _‘these‘ "superior" types can produce are seemingly
endless ‘d.epictions of decadently daubed fruit preferably-b fft for
'19th century . French garbage on brushed out. fabric folds that
could not survive a éonfcem'porary intellectuval "dry cteaning”,
Among certain of the "humanistic" elders, the decr'epi't

evangelizing, egg tempera—izihg fundamentalists. on the faculty,
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those all time standards, the secrets of the old mésters are still
invoked from ancient travcts and musty memoirs of the likes of
Cennino Cennini, QOther odd old pedantic structuralists futilely
impose figure drawing as an extreme exercise in constrained hard
Iine‘ observational orthodoxy. The faint fractured remains of
sk»et'cﬁes so rendered are so thoroughly erased and kneaded away

as to strain anyone’s eyes if not his perception,

Indictments bf the acadehy tradition were expressed frequently during the
1960s and early 1870s by those professing a' highly politicized social
consciousness. And they we.ré, expressed frequently duri_ng the heydey of
academies when academies maintained the monopoiy not only on training
artists but on determiniﬁg what artistic styles and forms were acceptable.
The throwing of bread (used for 'erasing lines in drawing) was one
expression ~of student ‘revolt, resulting in the prohibition ofvthe use of
bread for erasing"_ charcoal, WHith in turn r‘esulted in "a significant effért in
the searching of line" (Creedy, 1970, p. 3). Within the academy, liberal
factions claimed that the rote copying methods of instruction and " the
"official'; supervision at the academies - stifled creativity .and the "~ moral -
indepe’ndence of students. Conservative factions claimed that the,academy‘
style of instruction Haa degenerated into an unvdisciplined,v superficial
training which produced at besf "facile copyists and no. artists" (Whité &
.Whitevv,‘ '1965); Academies, like the earlier guiids, had outlived their purpose
ahd ‘Were séen as the enemies of genius and of ‘the‘individ’ual expression

- that had become the canon in the nineteenth century, classified under such
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headings as romanticism, realism, and impressionism. Some colorful
academy-bashing of the time is quoted in Nikolaus Pevsner’s Academies of

art (1973). For example, there was Goya’s plea of 1872:

Let academies be wunrestrictive . . . by banishing all- slavish
servility, as it is usual in infants’ schools ., . ., There are no
rules in painting, and the constraint or obligation for all to study

in the same way . . . is a great obstacle for the young.(p. vi) .

in 1859, F,G; Stephe‘ns‘said that the academy "has alway./s been the patron
of mediocrity and the enemy of genius . . . this great bra.inless, ruthless
body." (Pevsner, 1973, p. viii). And William Morrisvdescribed_‘academies as
"the worst collection of snobs, flunkeys and self-seekers that the World
has yet seen.” (Pevsner, 1973, p. xii). But perhaps the "most spirited
criticism was bronouhced by Josebh Anton Koch, 'leader of the heroic
school .of German Romantié landscape painting, He comparéd an art
academy .with, as Pevsner (1973, p. 200) describes, "an infirmary for
incurables (Siechenstall), .a poor Housé, and, more and more inebriated by
his own words, with a rotting cheese’ from which ‘an iﬁnumerable host of
artists creeps——fike a myriad of maggots’"
It was a general opposition to academies and their "Salon—‘art" (a term
which- in ,Germaﬁy means picture-painting -for drawing rooms, mentions
Pevsner, 1973)>t.hat provided .incentive for the development of ‘the Arts . and
Craft Movement in England_ and, later, the Bauhaus School in Germany. Both

were attempts to'-regain'the social and artistic virtues of .the so-called
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"lesser" .arts, the arts outside the tightly maintained boundaries of high art,
They were attempts to break doWn insulative boundaries and reintegrate the
artist .into society. For Walter Morris in England, the ideal was the system
of guilds and trade companies of the Middle Ages. Morris -maintained that
this éystem-v alone secures a wholesome social position for art, In the
Middie Ages every object was made "by the pedple for the peoplé_ as a.
.joy for the maker and the user", wrote Morris, and "the best artist was a
workman still, and the humblest workman was an artist" (quoted in Pevsner
1973, p. 260). Morris’ re\)olutionary discovefy of the interdependence of
social conditions and beauty recognized no fundamental difference between
painting and weaving or wallpaper des'ign, Accordingly, Morris would have
Iik‘ed both the artist’s and craftsman’s education to. be like that of the -

medieval workshop apprenticeships.

As a. direct outcome of Morris’ ideaé, the Arts and. Crafts I\/lovement. was
established in England in the -1880s., With it some new and progressivé'
municipa.l art schools developed, such as  the »Guild and School of
Handicrafts (a society of craftsmen working in close c_:.ooperation .with each
other and at the same time training apprentices) and later, in 1896,  the
London Central School vof. Arts and Crafts (Pevsner, 1973), As a result, é
certain amount of craft iﬁstruction penetrated into some art schools and
was amalgamated .with what already existed as trade courses (Pevsner,
1973). But. perhaps the most significant steps = toward l_'eform'_of'art'
education and the evolution of a new, broader-based styie of art were

taken not in England but in Germany, with the Bauhaus School.
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The Bauhaus School

in Wiemar, Germany, Walter Gropius reorganized and reopened in 1919 both
an art school and a schoo! of crafts, industrial and design arts within one
building, called Staat/iches Bauhaus (Pevsner, 1973). During that period, when

Germany was rebuilding after World War |, there was a g_ro'wing need for
designers in industry., which only a new kind of art education could meet,
The Bauhaus was presented ‘as an alternative to the academies, lIts _aim,‘ as
articulated by Gropius but previously formulated by Morris, was to reunite
and flatten the social hierarchy of all art-reiated activities, The Bauhaus
intended to to get out from under the r‘om_antic‘ social type of the "pure"
painter or sculptor as privileged and heroic. It proudly proclaimed to the
outside world that it. was 'anti-acaderﬁic, The .term's "professor” and
"student” were replaced with the ;(erms "master" and "apprentice"' to
announce that the .school was a part of a real, working world (Whitford,
1984). Grop'ius' (1965) believed that instruction in .art, as commonly
practiced, produced self-complacent artists estranged from day-to—day'.
matters of - life because their educatvion did not link with the realities of
matter, technique, and economy. For. Grobius, the ideal  training for the"
architéct, artist, and craftsmén alike was a practical apprenticeship to a
master créftsman, Given that the artist was‘ already segregated from a life
of préctical work, Gropius develéped a syvste'm that combined the modern

school of instruction with some of the advahtages'of_’the medieval pfactice

of apprenticeships,
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This: new school was Utopian, challl'engingf the political and academic
.divisions in the arts by attempting to relate traditional notions of creativity .
to the demands of industrial production, The fvameA and notoriety of the
school was based on what appeared as avant-garde teaching methods
intended to develop the whole being, the physical and spiritual self as
well as the traditional concern for accuity and c.raftsmanship:2 "At the time
we were ridiculed because we did breathing and concentration exerciseé,"
wrote ltten.(1964,‘ p. 11). The concerns of the Bauhaué. were very different
from what was going on in most other European and Nérth American art
,séhéols at the time, including those which had departments of design,
crafts, ,cémmercial or decora{ive art, or architecture alongside conventional
departments of painting,_ scuI;Sture, and engraving (Reid, 1824). A 1924 study
of art schools i‘n’the western United States and in Europe by G. A. Reid,
 then principal of the Onftario College of Art, illustrates this differehce, The
standards . of training at ‘the. time were still very rﬁuch'_those of the earlier
academies, and the parameters of art knowledge were still very traditional

and tightly defined:;

lnv th.e _-Antwerp and - Amsterdam .Schools‘ the drawihgs from the’
Antigue were very Iarge,'abou.t» fwo—fhirds the size o:f klife, this
was the regular,vl but there were some about Iifé size; They;vwere
fully finished w‘ith a bold techvhique, the medium being charclzqal,’
and, apparently, réquiring.several iweelygs’ work ‘o1v" 'half déy poses,
'I_nv Paris, Scotlaﬁd and the United Statés’ all the Séhools were
" drawing.-with charcoal on‘the‘ French Michallet paper; which g‘ives

a standing figure about one-third the size of life. This has
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always. been the practice in the Qntario College of Art, and our
work in this section has a close resemblance to the work of the
French Schools from which it is, in a large measure, derived

The drawings of the same class being made in the English
Schools | found to be mostly in lead pencil and of small size,
about one-sixth the size of life . . . All three classes 6f
drawings are truly academic in character, méking but  little
attempt at style and showing a keen search for proportion,
movement, contour and tone values, and generally treated without
backgroundé, | made enquiries in the English Schools for the
reason for the almost universal use of.. lead pencil as a medium,
the answer being, in most cases, that they found it surer in the
'searéh of form and that charcoal was a tricky and slovenly
med‘ium. Others’sebem' to think the use of pencil was because. of
the Board of Education Examinations requiring it, and that

charcoal as a medium was not condemned,

Some of the same kind of v'ariations‘ might be .cited in regard to
painf(ing and also modelling , . . . Painting in oil ~and water
colours from still life is “made a very impor.tant bart of . the
work in most of the Schools and fhe classes are usually

carefully graded. (Reid, 1824, p. 7)

The Bauhaus curriculum, in contrast to such- concerns as whether charcoal -

}waAs better suited than lead pencil for life drawing, consisted of practical,
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broadiy-based workshop instruction in the use of stone, wood, metal, glass,
clay, textiles, pigments, and in the use of tools, -Formal stud;es included
the study of. the nature of materials, the study of geometry, construction,
model-making, and design éccording to volume, color and composit,ion‘
(Pevsner, 1873). The student progressed through three stages or "co.urses";
The first was the "Basic Course", a preparatory course of éix ‘months in.
which a whole range of Bauhaus teaching was introduced. After this the
student proceeded to the practical course and finally to the formal course,
This was a systematic and even quasi-scientific educational theory--one of
the last coherent educational theories that art 'scl.nools and art departments

have witnhessed.,

The Basic Course, developed by Johannes tten, consisted o»fq the systematic .
theories tha;c are now standard fare in art curricula in colleges and
universi_ties and also in many school art curricula: the color star, contrasts
of light/dark, volumes, and so on. In fact, tHe one curricular- convention
shared by almost every art program in postsecondary education today is
what most- program outlines refer to> as a "foundation" course in
compositioﬁ, color theory and the other elements of form and expression

through form outlined in itten’s course.

Itten (1964) describes his course:

The foundation of my design teaching was the general theory of
contrast, Light and dark, material and texture studié_s, form and

color theory, rhythm and expressive forms .were discussed and
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presented in their contra‘sting effects, Finding and enumerating the
various possibilities of contrast was always one of the most
exciting Ieséons because the students realized that a whole new

world was opening up for them. (p. 12)

An "objective grammar of design was thought to obviate the twin dangers
of dependence upon past styles on the one hand and merely personal taste
on the other" wrote Marcel Francisco (1971, p. 171) in a detailed ‘acco(mt‘

of the ideals and artistic theories of the founding years of the Bauhaus,

The design curriculum of the Bauhaus came to be a .dominant thrust in art,
art theory, and art education. Yet, ironically, instead of broadening the
boundaries of legitimate art to include crafts and industrial art, as was an
original intention of the Bauhaus, it seems: that, in the end, thev cuitural
exclusiveness and the aestheticism of ‘art, art theory, and art education
were intensified. In design activity carried out according to principles
governing color and composition, later knoWn as formalism, the
communication of feelings and ideas is thought to be dependent on the
perceivable elements of form and materials, and their interrelationships and
relationships to the‘ wérk as a whole; not on‘social, economic and -other

contextual factors that were among the original concerns of the Bauhaus,

The confinement of art to visual experience is what the art critic Clement
Greenberg once called the "scientific method”, and the kind of co_nsis'tency

that counts is "aesthetic consistency" (Clahassey, 1986). With the existence
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of evidence o.btainable within the work’s form, judgments about the work
can be referenced in the work itself. In this way formalism gravitates
toward objectivity * and the positivist notion that objects canrvbe broken
down into component parts tp be define'd, When detached from Bauhaus
objectives to broaden definitions of art, art instruction according to design
principles and techniques lends itself to the systematic ,'definition_,

sequencing, scheduling, and evaluation structures of general education.

The conduciveness of formalist principles to educational structures is no
doubt a fa;tor‘ in its pérvasiveness and longevity in North America.* Art
curriculum knqwledge in .schools has predominantiy been structured in a
formalis; mode’ with suggested units on Iihe, shape, and color (see, fo_r.
exam.ple, .Corni‘s,'Stubbs & Winters, 1976; National Art’Education Associétion, '
1972) as derived f‘r<.>m Itten’s design céurses at- the Bauhaus, It is this
predominance of formalism in the art curriculum .in schools that has
prompted several concerns by art educatofs about its lack of r'eylevance and

meaning to students of all social and cultural backgrounds:

To be able to manipulate positive and negative space did not
seem to speak to the concerns of either secondary or. elementary
students who . intuitively knew . that art had to be about

something. (Clahassey, 1986, p. 47)

A study a number of years ago by John Michael (1970) of practicing
artists demonstrated that art in colleges and universities has also been

treated in an essentially formalist manner.. Evidence, albeit indirect, of a
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formalist approach can be found today in fine art program catalogs. Not-in
the official stated program philosophies and goals which typically attempt
to preseht an image of an array of the multiple options now open to the
student, but in course listings, one finds that almost every art program
offers .introductory or "foundation" courses based on composition, color
theory, and other principles and elements of' des'ign. That these courses are
considered "foundational" and that successful completién of them is usually
required by every student before advancing in their program, suggests the
high degree of importance attached to instruction in formalist principles.
Even the continue»d stru;turing and sequencing of courses according to the
conventional knowledge categories of . drawing, painting, printmaking, and
sculpture that have prevailed since . the early academies of art, is a
structuring around the physical or formal properties of art as opposed to

the ideational or contextual properties,
MODERNISM AND THE POSTMODERN CHALLENGE

Because of the visibility given to formalist pfinciples by the Bauhaus, by
'»Clement Greenberg and by‘ the Museum of Modérn Art espe_ciélly in the
19305., formalism as a genre of -art éctivity has often v’mistakenly been
equated in North Amemica with modernism, Yet modernism is a c‘omplex
phenomenon in which formaliém ié just one aspect. Like the Arts and
Crafts Movement in ‘En‘gland and the Bauhaus School inv-‘_G'ermany,
modernism emerged . With a social imperative c_>f changing dominant

conceptions of art,
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[Modvernism] -emerged within ~the business society of the gilded
age as scandalous and offensive to the middle-class public—-
ugiy, dissonant,. bohemian, sexually shocking. It was soinefhiiig to
make .- fun of (when the police were not called in ‘to seize the
books or close the exhibitions): an offense to good taste and to
common sense . . . Modernism in gener‘al did not go well with
overstuf_fedb Victorian furnituie,.with Victorian moral taboos, or
with the conventions of polite society, (Jameson, 1983, pp,

123-24)

In Greenberg’s formalist sense of modernism, however, the medium and
form of the work of art give the work its particular. identity and meaning.
Meanings, particularly cuituAral and social meanings that might be asséciated
with the Work, are regarded as ‘literary" ° and. extraneous (Kuspit, 1981),
Authentic art, according to Greenberg, must forego interchange with the revst
of culture (Crow, 1983). The visual expérience of a painting was of the
formal elements of color, paint quality, surface or two dimensionality of
the canvas, These .ideas gave rise to the pure formalism of the fifties and
sixties which we associate with the work of American "'modérnist"' artists
such as Stella, Newman, and Rothko. Formalist criteria were aiso_ “frequently
used to un-derstand' the period of abstract expressionism, Abstraﬁt
expressionism was boosied and bolstered as "Modernism" by Greenberg as
if it was the only valid art (Kuspit, 1981). Of course, there were other
equally valid stylesv and theories - of art but what resullted was that

modernism became, in Kuspit’s words, a ‘"propaganda position, a partisan
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position pushing American abstract art" (p. 14). It'bec_amé the so-called
heroic perkiod of American art, It was a time when abstract art in America
seemed to have the imperialist mission of preserving high art in general,'.
especially in light of the collapse of European -art production kwith World
War I, Inotes Kuspit, It was assumed that there was a mainstream to art, a

unitary way of thinking about art:

Greenberg for example, makes a nice neat movement from Manet
through Cezanne through Cubi_sm, arguing that there can be no
significant art that does not go through Cubism, arguing that
_there can be no significant art that does.not go through the
Cubist idiom, and then finally aéknowledging Clyfford Still,
.Barnett Newman and Mark Rothko as presenting the first art ‘that'

presumably doesn’t go through the  Cubist idiom, yet nonetheless

is- an important art, (Kuspit, 1981, pp. 15-16)

‘The formalist version of modernism,bécéme the mainstream not only in the
art world, but in art edqcation és well, in large part_ because of its
conduciveness to -instruction and educational strﬁctures_ Modernism‘, in the
formalist sense, has- be;ome the "official” or dominant aesthetic which has
shaped our cohceptions of art, [t is part of the .canon .taught m schools
and universities (Clahaésey; 1986; Jameson, 1983; Muth, 1985). Now it is -
" being challenged from~many sides, including from an educational point of
view, as beihg deeply' problemati;_ (Foster, 1983). In Habefmas’ (1983, p. 6)
words, "modernism is domihant._ but dead". Habermas is just one of seve.ra|

writers on’  contemporary culture . who  consider modernism passé, .
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authoritarian, and culturally imperialistic.® This cross~disciplinary body of
postmodernist writing of the past fifteen years coming out of art hi.story,
criticism, literary theory, social theory, and more recently, a?t education, has
provided a provocative critigue of modernism and its authority vested in
the culture and institutions deriving from the Italian Renaissance high art
tradition, It challenges the older categories of art knowledge and the claim
to aesthetic autonomy which lead to the realm of pure  formalism
associated with Greenberg and others, It instead calis for a pluralistic’
situation in which art effaces the key boundaries of high art by
incorporating (not merely making reference to) forms from popular culture

and -mass media.

An a‘bandonment of modernism for its successor, postmbdernism, has been
fa|; from complete, however. Serge .Guilbaut, (1983) explained, 'in introducing.
a conference on the subjects of modernism and modernity; that we are at
a "privileged moment, in lhistory, the moment of passage from modernism
to Post-Modernism, a momen£ of equilibrium and tension  between a‘phavse
we no vlonger believe in and a new ‘era already considered with ~di$trust_"
(pp. _x—xi). " Although coh.sider'ed "dead" byb many, modernism. cannot simply

be buried away and forgotten.

There 'is', in fact, something yet' living within® modernism, no‘t.
least because it continues to proQide -a basis of reference, Even
the very fact of wishing the concept dead' shows that it ‘still‘
func_tions' as an anchorage point--or shall we éall it a stumbling

_ block?--essential to. contemporary consciousness. (Guilbaut, 1983,
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P. X)

The use of the labels "modernism" and "postmodernism" implies that a
change of some sort has in fact occurred, The prefix “poét" denotes
something new, something after or beyond modernism, But has this change
in labels been large enough to effect a- breakthrough from. the modernist
mainstream to a culturally relevant art and way of thinking about art?
There has been little evidence of such a cﬁange in art teaching in schools,
And postsecondary art programs continue to be based on the same core of

courses and knowledge boundaries,

Some writers look at f)ostmodernism as a continuation of aﬁd as part of
the larger system to which modernism belongs. Lawrence Alloway (1981)
poses that there is a sIo.ganistic aspect to .the‘térms modernism ana
postmodernism that possibly sets up premature boundaries and inflated
va!ues_ "Despite the appeal of theories of breakthrough and obsolescence
the containing concept remains that of art"™ (Alloway, 1981,'p_11), Of course
there is aIwayé chahge in the course of time, but d'i\)iding the century into
periods of modernifsm and  postmodernism may impede the continuity of
ideas between the two periods, including fheir gradual revision and _chang.e.
Combaring modern‘ism with pbstmodernisrﬁ is the latest form" of the
notorious battle betwe‘en the Ancients and Moderns in France dufihg the .
late seventeenth century and eérly _eighteenth _céntury, notes _socioiogist

Henri Lefebvre (1983), "

" There has been no end of controversies between the partisans of
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progress and modernity and the partisans of  tradition, or of
regression, In bthe course of these ‘quarrels the terms "modern"
and "modernity" take on various meanings and contradictory
. connotations, sometimes favorable, sometimes not (cf. discussions
of Rousseau, of the rorﬁantics, etc . . . ). and there are
paradoxes: Baudelaire, a -post-fomantic, .praises.modernity, while
Nietzche presides over the 'trial of modernity in‘ modern terms,
identifying modernity with decédence or even barbarity, but with
a view to pushing forward the human toward the superhuman,
Certain episodes mark the stages of this long debate: the famous
Chaplin film ["Modern Times."] that. popularises a certain kind of
critigue of modernity; the pornal, "Les ‘Temps Modernes” that

maintains an ambiguous stance, etc,,

The absolute sovereignty of mode}niém is ushered in around 1910
by a rupture with the classical and tradit_ional vocabulary: the
divine and the human, the city, hist‘ory, paternity, The-'reign is
consolidated aftér World War |I: cUbism,‘abstract art, the rise of
the Bauhaus, etc . . . . Th'at-,rei'gn lasts until the 605‘ anc.i. 70s;

then another reign is usher_ed in, (pp. 1-2)

Frederic - Jameson. '(1983)> marks the break between modernism and
postmodernism as the point in time when the modernist aesthetic was first
taUght in schools and universities on a wide scale, By this he means that

an aesthetic such as modernism loses its subversive powers and becomes
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the "official" culture as it- becomes established as classic or academic, aﬁd
hence loses some of its appeal to a new generation of artists, Although
Jameson- suggests that the break between modernism‘ aﬁd postmodernism
was at some point in the early sixties, he too'is cautious about the issue
of periodization and how _historians ought to distinguish between two
distinct periods.? He writes that breaks between periods do not involve
complete changes of content‘,vrather a certain number of features are
restructured. Features that' were dominant in eérlier periods become
secondary and features that were subordinate now become dominant., He
describes how postmodernism retains many of theb formal features of the
older modernism, but the position of the fine arts within our culture has
shifted fundamentally, Commodity production, in particular, cloth.ing, furniture,
architecture, and advertising, is now more -closely tiedv witr‘m’experim‘entation
in the fine arts. Art study in universities has retained many more of the
features of the oider modernism and has remained réther _insulated from the
fundamental shift Vthat has occurred in culture generally, This is not to say,
however, that the desire to make this shift .has not been entertained within
art départments, As the history of the semantics 6f the term .indicates, the
terms postmodern and modern are not merely neutral histvorical or cultural
labels for classifying pufposes; rather they .imply value judgments, Whether
it is, in actuél fact, littie more than a change in iabels _o.r a fun.damental .
shift toward plura!ism; postmpdernism is tﬁe seen ‘as the Iates'_t salvation,

Matei Calinescu (1977), a historian of modernism, elaborates:

Used at - first rather tentatively,'and not without a touch of

pessimism with regard to the fate of culture in a consumer
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society in which older intellectual standards appeal;ed threatened,
"postmodernism" was soon to beéome an honorific word.
interestingly, "postmoderﬁism" was adobted as the battlecry of a
new  optimism, populikst .and apocalyptic, sentimental and
irresponsible, which is perhaps best synthesized inl the notion of
a ‘"counterculture". The apparent innoéuous prefix "post"
magically . . . seemed to do away with old restrictions and
prejudices and to free the imagiﬁation for. néw, undefined,‘ but

extremely exciting experiences, (p. 136)
"AVANT~GARDISM"

This mission of doing away with old restrictions and prejudices and freeing
the imaginat'ioq for new experiences of postmodefnism, or, for that matter,
any other challenge to established art knowledge boundaries, has commonly
been associated with "th‘e_ mission of the avant-garde® For art students
there is a great deal = of glamor- in the idea of the avant-garde,
Avant-gardism réf)resents for them an opportunity to adopt the "apocalyptic
battlecry" of postmodernism and .fly on the wings of change father than be
left behind in an .out—moded modernist paradigm. It represents for therﬁ
innovation, to go beyond established boundaries vin art, It 'rebrés_ents -an
.outlook on Iife-- that is in oppostion to or on the fringe of corporate and
establishment values--a political rébelliousness. ciose to that -of punk
culture but with few of the risks (Henry, 1984) It could even be deécribed

as a form of social climbing in much the same way that T, J, Clark (1973,
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p. 14) described the nineteenth century avant-garde:

In such a world [the artistic worid of late nineteenth century],
being avaht—garde was just an institutionalized variant of
everyone’s gambit, It was a kind of initiation rite--a trek out
into the bush for a while, then a return to privileged status
within the wqud you had left. It was a finishing-school, an

unabashed form of social climbing,

Av_ant—gardism_ has been a myth essential to being an artist in the
twentieth century. It is prom’oted in art ‘scho_ols and art departm_ehts, It ié
proposed here, however, that this art school avant—gardism‘ is an essentially
aesthetic . version, an empt'ied romantic version of an early political
avant-garde, rather than of' a sort that can  bring about a significént

broadening of art’s cultural and social base, -
The early avant-garde

Very generally, there are two traditions in art that constituted the early
avant-garde situation..One tradition, the aesthetic a\-/ant-garde, emerged with
a view .of art as an end in itself, as an autonomous activity, The
intellectual roots of this tradition géve rise _to modernism in .the formalist
sense, Cdnsidering that.v art in ‘mvost earlier societies in previous centuries
was used ‘for_ religion or politics, the concept of pure art for art’s sake
represented a rev'olutionary .development, This avant-garde view vof art. for

art’s sake merged with and began to outweigh the second tradition, which
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had- emerged in the mid-nineteenth century em.phasizing a corhmitment to
political and social goals, The complex process by which the two streérﬁs
merged can be described in terms of the gradual shi‘ft from theAearIier
patron system to the open market as the major institution for selling art,
The practical realities of market. competition soon made artists aware of
the issues and dilemmas inherent in. making a: living in fine ‘art.'* Ridgeway

(1875) explains:

The bourgeocisie became the object of their animué: artists began
to decry this class which to their minds ‘stood for all that was
opposite’to- art——greed, desire for material possessions, the quest
for power for itself, philistine yalues, lack of integrity——and yet
it was a class to which the artists were inext.ricablyl bound by
their need to sell work. Usually ‘artists_ were born into this class,
which only added feryor to their disdain. When artists thought
that the bourgeoi.sie'.lik'ed some styles and .works of art, they
concluded that the art had té be attractive to bourgeoié values,
Art>is-ts who were successful were thus vulnerable to criticism by
others and by themselve.s,v.Both the political>and the aesthetic
avant—-gardes ‘began to view their ért as ‘a means of attacking
the bourgeoisie.;-- the former used_their art as 'é diréc't propaganda
against this class, and the Iatt'er, cbmmitted to M"art for art’s
sake", .tried to create works Which were unattractive to the
bourgeoisie and thereby 'oppos-evd to. their values. To satisfy these
fequirements; art had. to be more ‘than-avmere luxury product

produced for ‘elites." The artists resurrected the tradition of
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creating work that was purposively ideovlogical and against the
bourgeocisie while retaining primary commitment to the aesthetic

of "art for art’s sake.".'(p, 96)

What.resu!ted was not an avant-garde with a direct, radical political
commentary, but an aQant—garde with a implicit polit»ical message of
subversion .relayed through a new aesthetic, "The style was the message"
(Ridgeway, 1975, p, 97). Avant-garde artists saw themselves as vrespon.sible
for undertaking, through a kind of spiritual and aesthetic means, an ethical
task of attacking the market values of the bourgeoisie., Both historical
traditions merged into a common approach in the sense that .the autonomy
~of aesthetic goals was the intention of both; art ‘could have. a dimer_msion
that. would keep it from being merely a decorative item’.for the bourgeocisie

(Ridgeway, 1975),
Marxist aesthetics, with Marcuse as prophet of the art school avant-garde

Since the 'tim’e of tﬁe early vav’ant—gardes,,much of the devglopment of art
with a social ‘or‘political message“‘and much of the theoretical debate
about the social base of art has used a vMarxivst conceptual framewo.rk.11 By
syste.matically‘relating idéas of all sorté to social and economic structures,
specifically Vin terms of ideology an.d class structure, Marxism provides the
basis for much of the study of the. relation between the arts and society,
-and exposés. many - of tHe hidden values and assumptions in the study 6f
what we now identify as "the Great Tradition” (Wolff, 1981). Art is

understood as an ideologic_él product, A painting is a product which forms
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part of an ideology, and that ideology is inseparable from the social class

to which it corresponds (Hadjinicolaou, 1878),

There are, of course, many versions of Marxism., Some orthodox Marxist".
writing reduces art: almost completely to  historical and ideological
explanation, such that there is thought to -be no essence 'cb>f> art,
Werckmeister’s (1973) interpretation of Marx represents this pole of Marxist
aesthetics in which art (and, it would follow, art education) is ‘accorded
very little function and status in contemporary sociéty, According to
Werckmeister, to believe there is an essence of art, a universal set of
aesthetic qualities set apart from everyday reality, is to be eﬁclosed within
the narrow concepts of an ideology which distorts experience by giving it
an -over—exaggerated value!? Herbert = Marcuse,’® in the ‘other extreme,
attributes " to art the highest function in the emancipatory and even.
revolutionary development of. society, Marcuse’s Iatef work represents the
ideélist core of Mérxist aesthetics. His answer to Marx’s question of why.
certain art of the past still provides enjoyrhent is that it traﬁsforms
existing reality 'inbto another. dimension; that of concrete possibilities,
revolution, and -liberation, Arf 'éppeals, through its‘ aesthetic form, . to
repressed 'qualitiés of human sehsibility, In a more recent work, The

aesthetic dimension (1978) Marcuse explains: ¥

The critical function of art, its contribution to the struggle for
liberation, resides in the aesthetic form., A work of art is
authentic or true not by virtue of its content (ie. .the "correct"

representation of social conditions), nor by its "pure" form, but
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by the content having become form, (p. 8)

Marcuse notes that this function, whether regressive or emancipatory, can
become a material force, When the subjectivity of individuals is reduced to’
class consciousness, a major prerequisite of revolution is minimized, The

need for radical change, writes Marcuse

must be rooted in the subjectivity of individuals themselves, in
their intelligence and their passions, their drives and their goals
If historical materialism does not account for this role of

subjectivity, it takes on the coloring of vulgar materialism. (p. 3)

Marcuse questibns the way in which orthodox Marxists héve, in his view,
distorted the rather dialectif:a] formulations of Marx and Engels into a rigid
schema--a schema which impiies é normative notibn of the material base
as the true reality., Nonmaterial forces, particularly of the indix)idua!
consciousness and subconsciousness and »tﬁeir political function, are

neglected within orthodox Marxism, 1

To the counterculture of the .196031, Marcuse was an. international. symbol of
political radicalism, His less systematic _interpretation‘of the social world,
and his promotion of art as a model for a freely stru>c':turved social life and
as alsovurce of inspiration for social revolution influenced the fine -art
culture on American campus‘es,’ At a time when ‘the number of fine art
pfograms was increasing, the ianUéntiaI Califbrnia School of Art hired
.I\/larcus'e for its School of Critical Studies,,Reminiscent‘ of the nineteenth

century merging  of the two avant-garde strands, the strategy behind ‘this
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action was to further the school’s project to combine aesthetic and social
radicalism as part of.the overall effort to create the ultimate avant-garde
institution, Marcuse became, as Gregory Battcock (1977) wrote, "the major
aesthetic definer of a new kind of art," His ideas inspired many artists of
theAperiod, notably, the compose.r John Cage. For Cage, the validity of art
lies in its socially and psycholog‘ically disruptive function, rather ‘than in
terms of its form. As Battcock writes, "Marcuse pointed out the basic
antagonisms between effective art and capitalism before ‘many artists
reached similar. conclusions” (p; 37). Marcuse rejected art as commodity and
the other organizational features of fine art thai serve the established

society before many of the earth artists and conceptual political artists did.

16

Marcuse’s work originated within the /nstitut fur Socialforschung, known aé
"The Frankfurt School”. The work of the Frankfurt School covers many
diverse fields. Its major impact, especially in North America after it moved
to New York with Hitler’s rise to pbwer, was fhe revitalization of Western
European Marxism and the development of Critical Theory (Jay, 1.973)_
Cfitical 'Theory‘ was the vehicle for  the analysis  of M.arx’s
vsuperstruc.turé/substructure formula--the idea that the spir»itual and cultural
superstruéture, to which art _belong.s, is “determined by. the‘.vsubstruc':ture» of
material_ and economic conditioné. ‘The prime interest of the Frankfurt
Schéol after the 1930s lay in an analysis of t.he culturall'superstructure,
rather than, as was the focus of earlier orthodox -Marxism, the ec;énomic

substructure, For many members of the Frankfurt School this signalied a
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ﬁeed to attend to the problem of the proliferation of American mass
culture, which they believed to be a form of enforced conformity to
authority and connected with the persisience of social injustice, Their
concern about the social consequences of the prolif'eration and penetration
‘of mass culture in western society can be transiated into a potent
imperative to broaden the boundaries of art knowledge in education to
include the study of the popular arts, advertising arts, television and other
visual forms of mass culture, The emphasis of this study would have to
be on the sociological coordinates and consequences of these forms, Being
critically knowledgable of the social and ethical meanings of, for example,
television commercials for war toys would haver to be as important a part
of education as being able to identify the color reviationships of a Matisse
painting. Modernfst examples of formalist aesthetics‘or self—e’xpreésion that
tell that a commercial has a dYnamicéHy balanced set design are
inadequate ways to relate to images of violence accorhpanied by. the

narrative:

He’ll fight for freedom, wherever there’s trouble, .

G. I. Joe is there, G. |. Joe! (cited in Nadaner, nd))

Marcuse, as onhe of the brincipal architects of Critical Theory, repr‘evs‘ents. a
trend with.in the fields that study vart.to follow an appealing rhiddle path,.
On the one hand, Marcuse recognizes the important implications of the
Marxist doctrine of historical materialism  that 'views art, like any other
cultural form, in ‘the context of prevailing social and economi; conditions

rather than 'as the product of subjective, ahistorical = impulses, and,
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consequently., is disturbed by the materialistic, racist, sexist and other
messages that pervade mass culture énd élso certain derivatives of the fine
arts tradition, On the other hand, he attempts. to avoid the doctrine’s
dangers of one-sided economic determinism and the loss of the "aesthetic
dimension”, For Marcuse, aesthetic autonomy operates as a higher law fit
to direct the political and ‘social world. Because he appeals to thé principle
of aesthetfc éutonomy, Marcuse views art as able to both protest and at
the same time‘ transcend these. social éonditions, With aestheticism, by way
of comparison, tHe principle of aesthetic autonomy is intended to withdraw
the aesthetic dfmension as far as possible from the social and political

worlid,
- Art students as contempvorary inheritors of the avant-garde

A position like Marcuse’s contains much thét would appeal to art s.tudents,
It suggests 'a reconciliation of the glamorous‘ avant-garde sentiment of
negation and political/social protest with ;(he supreme. and 'almost
transcendenta.l role traditionally g.iven to  western art, It suggests a
reconciliation of protest with 't‘he more. traditional romantic 'view of the
- artist - into  which they_ were' socialized and to which they solidified their

commitment during art school,

Few of the current inheritors of the early 'avant—garde still seriously
believe that the order of society will change through art, ‘yet th'ey continue

to question and challenge mass culture and its- dominant ideology. In
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interviewing "modern avant-garde artists", Ridgeway found that most
suggested that, while the priﬁwary concerns of their art were aesthetic, most
also felt very strongly that the nature of their work was didactic and
political: "My art helips break down the system,” stated one respondent,
This didactic purpose was expressed in the desire to challenge the attitud.es
of the public by the very form of the art object. Nearly all the artists
subscribed to "left-liberal or left-radical positions" (p. 98). "The most
extreme political attitudes centered around Marxist or anarchist positions,
and expressed the belief that society shouid change radically” (p. 98.)_ Yet
most of these same artists continued to make art which is highly
.intellectual and expensive, and thus primarily available to - the wealthy or
the educated, In an attempt to get éround this contradiction, every artist in
Ridgeway’s study, including those who were most articulate in ‘expressing
their ¢commitment to -the need .f:or social change, stressed that their art
should be viewed as separate from their politics. Justifications of the
fo||oWing sort were provided for the split between the aesthetic .and  the

political:

There is a strong force to make art non-elitist ., . . like ‘Andre
did some .pieces. that were very inexpensive to make and Beuys'
has done pieces thét‘ are very cheap for the layman. But .it
seems kind of trivialk, naive, becéuse nhobody really céres about
Beuys -very much other -than. the elite art structure. Nobody on
the street really gives a darﬁn if they can afford to have a
piece of felt in their house with. his signature on it, He is a

dreamer | think. (p. 100)
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For Poggioli (1968) the irony inherent in attempts to destroy conventional
aesthetic bouhdaries and instead make "non-elitist" art is inescapable, The
two separate communities in an avant-garde movement--the political and
the aesthetic--continue to bverlap, and this is due to a myth that haé
persisted since theb late-nineteenth century alignment of the aesthetic
avént—garde with the political avant-garde, Ridgeway’s study. of artists
illustrates that this myth has been translated into an occupational
requirement. That is, to be an avant—ga.rde artist one must maintain an
attitude of political rebelliousness- but at the same time maintain the .
prioritgl of the Taesthetic di~r>nension" (to use Marcuse’s term), Comments
made by artists interviewed in Ridgeway’s study indicate an internalization
of the political rebelliousness associated with being an -artist. For example,
one artist, who described himself as a Mafxist but Whé declared that he ‘or
any other artist does not necessarily carry a politfcal obligation. into his

work, wrote:

The reason | became an artist was a way of re_bellion, | couldn®
exist in the soc_iefy that l. was expected to be in at that time,
and | almost decided to become an artist out of thin air . , . I
just did it mainly because | really couldn’ sfa.nd.to live the way
people weré eXpected'.to.iive, So itv’s a way of being outside"

society. (p. 102)

These comments by artists suggest -that maintainihg the subversive values
of the early avaht—garde has become in itself a convention, such that if

artists express beliefs that conform with the values of the establishment
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they violate avant-garde sentiments, In other words, the challenge
convention has itself become a convention (Ridgeway, 1975). This is
less the case in art schools and art departments, according to. one fine
student’s editorial comment on the pervasiveness of political art in his

program and the peer pressure to become a politicized artist:

I want to take this obportunity to express some of my thoughts
on the gfowing politicization of artists. | am sure you are all
familiar to some extent with What | mean. A heavy proportion of -
work being shown in Toronto’s parallel and alternate galieries is
making some kind of overt political statementt, Artists are
organising themselves into variéus political action groups and
even an artists unioh; lHere. at O.CA. [Ontario Coliege of Art] it
is impossible to go to any concept develbpment class in Ex Arts
[the Experimental Arts department] and hot end up disscussing
politics. As a studen; of Ex Arts myself, | cannot vspeak for the
o‘ther departments in this regard, but | think - there is a certain

amount of political "awakening" goihg on everywhere in the

school, and it is certainly going on in the art community, Not -

only that, but owing to the current political climate here at OCA
(need | say more), many- students, myself included are finding- it
hard to  concentrate on their work, as they involve themselves

with one OCA debacie or another. Or several.

What scares and angers me is the element of peer pressure and

outright browbeating that characterizes this growing concern with

to

no

art

art
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the world’s problems, (OCA excluded for reasons which should be
self-evident)) Work is now being discussed in terms of its
relevance to thé "issues", Some of us are being made to feel
that if our work is not addressing some social issue or other it

is anachronistic, misguided, even irrelevant,

Well, kids, | resent this. | resent being expected to be a politic.al
artist like ‘e.verybody glse. It’s not that | préfer to remain
blissfully unaware and unﬁaring about the many probiems that
urgently need solving, | am s‘imply questioning the current
obsessi.on with being politically "correct," whatever the hell that
means. It’s almost a temptation to do work that’s deliberately

offensive and "incorrect."‘ (Cruickshank, 1986, p. 4)

In the same issue of the college student newspaper, this student satirizes
in a cartoon (Figure 1) the art student’s struggle between the

political/social and the aesthetic,
The officialdom of the avant-garde

llt was stated that'a-critical po.s'ition loses its subversive pbwers when it
becomes institutionalized i.n education or any other‘ inst.itution. That the
avant-garde rhetoric of exberirhentétion- (in either a political .or éesthetic
sense) has become Tofficialdom" and is institutionvaliz'ed in education is
appareht in, for example, a current Ontario Collége 6f Art catalog’s stated

goal for its "Experimental Arts" department:
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Thié department’s primary concern is to. bring the student - into
contact with contemporary experimental developments in the
visual arts and their roots in Modernist and Post Modernist art
vhistory——in- short, the ftradition of the avant-garde.‘ (Ontario

Coliege of Art, Toronto, 1985~1987 catalog, p. 55)

Like many art séhools and university art departme‘nts, thé organization of
this art school includes speéializations in drawing, painting, sculptur_e, and
printmaking. Added to this traditional format is "EXperiméntal Arts", w.hich
»includes "perception and coﬁcepts", "intermedia studies"”, and a "New Yo_rk
off-campus study programme", These newer departments dr speci.alizations
(sometimes called "interdisciplinary", in the case of Emily Carr Coliege of
Art and Design, York .University, 'and‘ Simon Fraser Ubniversity,17 or
"intermedia”, in the case of the Nova Scotia College of Art and Design,)
are added to an otherwise unchanged format and advertised as a forum in
which to better nurture innovative -activity that, in the tradition of. the
avant-garde, transcends conventional knowledge boundaries_and more closely
resembles  current . developments in art-making outside ,educatiénal
institutio.ns, An example of a rationale for keeping informed and up-to—daté
© about innovation in the art world _appearé in the cataibg of the San
Francisco Art Institute, an institution that gained notoriety for its concern

with the avant-garde (Adler, 1979; Montalto, 1983): -

The curricular aims of the- Art Institute’s more advanced courses
seek to involve students in the forefront activities of their field,

“This will. aid them in acquiring - the insight and perspective
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necessary for pursuingbskills truly appropriate to effectively
realizing their .most original ideas, Hopefully, students during their
years at the Art Institute will develop ‘substance, depfh and
improvisional flexibility in dealing with the origin of ideas,
without predisposition to particular media or forms of art_‘At fhe
same time, ' they will ‘become efficient and effective in
implementing their best ideas in the context of contemporary
society. It is believebd ‘that this approach is beét for producing
successful practitionersv of art in a world which is fundamentally ‘
evolving and demanding of adaptive skills from all.  (San

Francisco Art Institute, 1981-1983 catalog, p. 14).

The rationale is that familiarity with the latest innovations, when combined
with an ability to think imaginatively, becomes as important and often
more important than craftsmanship and skill in achieving success as a

professional artist, 8

The notion of artistic experimentation an>db innovation is a recurringb theme
also in  government  funded - task . for‘ces on  artists  and their
preparation--further evidence of the institutionalizatién of ‘the avaﬁt-garde
aesthetic. The National Endonent f'or'thebArts and the National Council on
the Arts Task- force on the education, training _ and development of
profe;séiOna/ art/'stS‘-and.'arz‘s educators (1978),_in its commitment to defining
and e_stablishing "pfofessional" standards, makes the recommendation that
"experimentation vshoulclj mark all aspects _of. the training yeérs, With due

regard for the fundamental, post-secondary institutions are places for
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change.” (p. 19). The arts curricula should be far-sighted and éhould
continue to explore new developments in other fields, the report advocatés,
using the example of what music and visual art have done with electronics,
laser beams, and computers, The contribution of the task force’s visual arts
representative, Allan Kaprow, the ‘"experimental" artist known as the
.originator of the "Happening", is visible in the report’s- suggestion that art

departments must avoid becoming more insular.

Whole new areas are opening up in visual arts performance and
intermedia. There is little development going on within more
established. programs >to accommodate changing modes of
expression and investigation, in the near future, a "campus"vmight
‘include research 'labboratories, manufacturing plants,' ad firms,
television stations, mines, farms, forests, ci-ty.halls, trbansportation
systems, the streets, the home--in vaddition to the'classro_om,‘

(National Endowment- for the Arts and the National Council on

the Arts, 1978; p. 88). -

For years prior to this report, Kaprow had challenged . traditional art
activities and institutions to the extent that education in art, he proposed,
should abandon its formal programs in favor of a broader "life educat.ion'.',‘
"The convéntions of painting, music; architecture, dance, poetry, theater, and .
so on, may sur\)ive ’in a marginal capacity as 'aca»derh"ic researéhes, like the

study of Latin" (Kaprow, 1973, p. 86).

The rhetoric of the importance of artistic experimentation and challenges to



Challenges / 194
conventional knowledge categories in the preparation of artists predominates
in another "official" document, thi.s time by an international organization,
UNESCO (1975). The authors of this report selected five of what it
considers to be "ideal" programs in North America and Western Europe for
the education of painters and sculptors. The selection of the programs was
based on the criterion that each program reflects a "notable trend among
contemporary artists"” (p,. 2.) to merge visual media in an attempt to
produce composite works of greater expressiveness than. was possible
“within the limits of traditional media. “Experimentatiion and. use of a variety
of media heightens the creative experience” (p. 2). In this document, Iiké
thé latter, the need to expand into interdisciplinary and intermedia areas is
perceived as crucial to the education of artists because "art is becoming
more -and more a pért of our. environment aﬁd everyday life" (p. 2) Where
this report differs most from the 1978 U. S. task force document ‘is in its
foremost emphasisb‘on the-"edﬁcation" of practicing ‘artists rather than
"training". The sense of the term "education" used in.this document refiects
art’s “institutional move frorﬁ vocational and specialized schools to
academia, to the curriculum of universities. It reflects a shift from skill
and the academy tradition to creative process and self-expression of- earliér
progressiv_e movements in _edubatioh, The document abounds with the Iibéréi
"arts rhetoric of iﬁdividual ‘self—expression'and -freedom froh t>he restrictions -
'_ of teach‘er/student hierarchies: "teachers are free to teach th'eir.bs'tudénts
what they wish, in any Way that they wish"; "the artist’s involvement is
stressed more than .the art :object itself"; "old. repressive methods

discarded"; "self actualizing”; “total freedom of the i_ndividual is the order
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of the day"; and the notion of a "partnership" relationship between teacher
and student, "The Ieérning situation must be one of joint exploration into
new situations with no known end-products, and where the field of

exploration itself has no limit imposed upon‘ it." (p. 2)

These words convbey a very different sentiment from the motto 6f
eighteenth century French academies—-"control instruction and you will
control style". But in spite of the emancipation of instruction in art from
the official thinking of the academy, today’s fine art students have been
discontented enough to challenge, or‘ at least regard with suspicion, their
formal training in art, The socialization mechanisms of art programs may
have established artistic identities and a commitment to art, however, not
all art students have been complacent about their education in art. The
avant-garde sentiment embodied in their art' programs. prdmotes a certain
amount of scepticism of institutioh‘s and their restrictions, including their
own formal programs of art study, Of the 28 artisfs Ridgeway (1975)
studiéd, those three who entirely avo'ided. formal art programs did so
bécause they did not want to be taught th‘ebstyles or techniques of art;
they claimed they already knew what they. wanted to accomplish, But
neither did th‘e .other."25 perceive their formal education. in art to',be the
place to advance their artistic abilities, Their initial 'excitem’ent was soo.n,
outweighed by the sense of the limitations of art - school experiences, Thé
majority, RidgeWay summarized, expressed the .opinion that the’_program‘
structure .and methods of instruction were .confining, limi.ting"and stifling to

their imagination and creativity. In the words of _oné respondent:
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When you are admitted to a schébl for a'specific purpose you
must continue, You can’t move out of it, | mean like you could
not go from being. a painter to being a sculptor, Because they
are two different disciplines, Or being a photographer or being a
printmaker, It had to stay channelled and it had to be pretty
close to what the slides were you sent them when vyou first
came in, It could be threebyears-old, in terms of growth--it’s
ludicrous—--it just keeps everybody up tight and very limited., (p.

174)

In another context, the disillusionment feit by one fine art student, who
eventually dropped out with no regrets (he claims), is obvious in a letter

he wrote about the fate of idealism in art school:

All that the'facult_y offered was technical iﬁstruction and even
that was lackadaisical, My three semesters in- art school
consisted of a series of assigned projects, each wi_th a deadline
a week or so aWay and followed ‘immediately by another
assighment, Each >‘one gréded of course. In between the deadlines,
the teacher would wandér,into t_he room occasionally and make
comménts on our work--comments such as ';Hmmmmm,

Interestin'g." (Winters, pp. 16-17)

"I was kept dbcile,“ he admitted, "by a faith that the faculty khew what
they were doing, that they would certainly make sure | got whatever one

needs to be an artist.," This meant not only the techniques of art, but the
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"key to satisfaction and purpose as well, For my part, | had only to be a
good student and everything would fall into place" (p. 16). Upon being

introduced to the "infant new left" (p. 17), he saw that there

were problems in society and that there were things to do about
them, Neither my private fantasies nor the  artists’ world | was
'seeing in art sch‘ool showed any relations to these probiems,
"Serious" art seemed to be, in the end, nothing but an esoteric

branch of the entertainment industry. (pp. 17-18)

Another fine art student, similarly disillusioned, disowned all his coliege art
at the end of four years and displayed in its place an essay expounding

what he believed to be an artist’s "institutionally defined status":

Most of the work | have done | now believe to be based upon
biased conventions and unchecked assumptions, accepted by me
temporarily in an attempt to embrace the role of artist, (Cork,

1979, p. 70) -

The idea of the avant-garde that has becpme part of the art department/érf
school subculture is cavught up with those notions of pluralism and pélifical
rebelliousness heralded. by postmodérnism, But why has_ this highly"touted
avant-—g.ardism, under the latest rubric "pos.tmodernism",. failed .so‘-far to
effect significant change  in art pro_grams'?. Although the. avant-garde
sentfment of - defying older categories of art knowledge and educational
structures and what they represent is thére, oﬁce part of the art school

culture, it remains just that, a sentiment,. The art school avant-garde carries
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little of the ‘g.;enuine political /social imperative of the historical avant-garde.
One reason is that an avant-garde based on a middle path between Marxist
negation and a reverence of the aesthetic, like the path upon which
Marcuse gained popularity among the art school culture, permits stopping
short of insisting upon the continued critiqué and disruption of existing
elements peréeived to be sociavlly or morally unfair, The aeéthetic:element
can too easily be interpreted as a justification for retreat to more familiar

insular aestheticist principles,

A second reason is-that what remains of the historical avant—garde for its
most recent inheritors, art students today, is what they get through their
art history courses—-that familiar string of ‘aesthetic ‘"isms" vbereft of
subversive . intent: expressionism, sybmbolism, futurism, constructivism,
dadaisi'n. Even the more recent avant-garde waves of environmental art,
performance art, punk art, and political art have been absorbed and
academicized. by universities into courses, variously termed intermedia,
experimental or' interdisciplinary arté, in order to provide an appearance of
providing mUltiple.éptions and of being on the frontiers of knovwledge,
unencumbered by historically determi.ned.' knowledge boundaries, But many art
‘programs ar'e,’ by' their very institutionalization Wit.hin education., bounded
within the timetables and departmental ties that separate, especially .in
times of stiff competition . for limited resources,'Art programs, even those
attempting to incovrporate‘ broader,‘ postmodernist forms, are bounded by
existing 'depa'rtmental formats of pa.inting, s;ulpture and printmaking, These

conventional specializations are frequently organized into a fine arts
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department that is distinct from applied arts and design. The socialization
of students into one or the other category, and the resulting sense of
competitiveness functions to maintain the boundary that separates them, in
much the same way as does the institutional separation of fine art into

universities and applied art and design into non-degree granting institutions,

Apart from the effects of the structures and norms of educational
institutions, another reason Why postmodernism has been unsuccessful in
gffecting significant change in fine art programs has to do with an inﬁel;ent,
problem of pIu'raIis'm, or what postmodernism in the loose sense is taken

to mean,

Pluralism undercuts any specffic utopian or moral v‘isioﬁ that once was the
motivation and task of the early avaht-garde, The existence of an
avant—gard'é implies the existence of an identifiable enemy. When there is
no singlé identifiable enemy, but rather a scattered pluralistic situation like
.that advocated by postmodernists, the avant-garde loses .its polemical
vitality - (Calinescu;_1977; Schechner, 1882). It s tbhe perception of tﬁe
contrédittion between a society with an fmposed consistent system ' of
cbr_porate »valueé and a Spiritual; moral - consciousness that motivates the
avanf—garde,vFor_ éxample, the turning point from aesthetvicism to radi'calb
socival or "avant-garae" conceptions of »Iart was determined by the extent to
which the‘ artworld coulid- re'cqgniie its _OWI’\I social status (Burger, 1883).
When aestheticism’s intensification of aesthetic autonomy and the associated

notion of -aesthetic experience became pronounced, it permitted the
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recognition of the social irrelevance and marginality of autonomous art. The
logical consequence of this recOgnition was the avant—gerde attempt to turn
against>institutionalize‘d art and the social structure in which autonomy

functions and to bring art back into the social world,

in the modernist culture, according to Suzi Gablik (1984), artist and critic,
-the . avant-garde’s dissidence and subversion of the larger culture served as
"the consciousness of bourgéois-civi!ization, the only anti-toxin generated .
within the body of our society to counteract ’the pernicious spread of
secular, bureaucratic consciousness"” (p. b55). With postmoderni_em, by
contrast, she. sees a lack of "art’s moral center" (p. 74);, this is one of the

most important elements that separates postmodernist/pluralist thinking from

modernist avant—-garde thinking, *

What began befo.re World War | as a burning involvement of
artists .in the future of their societvies . . . had subeided by the
mid-1970s into acknowledgement ‘that art“wouldv never change the
world, In tne era of postmodernisfn,_-heroism and h‘igh .ar_t are out

of style. (Gablik, 1984, p. 74)

'Buf heroiem_ and:—high art are not.out of style. There is a renewed heroism
of_ the postmodern artist,” This does not, however, helpv. postmodernism’s
cause, Ibn fact, it points to Alloway’s (1981) claim presenfed ‘earlier that
there is  no re_ai break between modernism and posfmodernism; that
postmodernism is part of the -same social system to which modernism

belongs. There is still postmodernist high. .art accessible primarily to a
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social class as economically and educationally privileged as the modernist
high art audience. Gablik herself points to this in her demonstration ofithe
current, decidedly open, alliance between society as a whole and the
economic status of art, Once "alienated" works of high.‘art have acquired
an investment value "beyond anybody’s imagining.," "Those archetypes of
the . artist and the businessman, which previously straddied our culture as
_adversaries, have now joined hands"‘ (p. 56). She quotes Andy Warhol, the
hero of the postmodernist blur.ring of the fine and popular arts, as having
said "being good in business is the most fascinating kind of art, Making
money is art and.- working is art and good business is the best art" (p.
56). While comments like these may be just amusing, morally ambiguous’
talk, like much of .what Warhol did, they leave nobody flinching anvym.ore.
"Rather they are a disconcerting sign of just how far artists have drifted
in the direction of cultural conformity" (Gabiik, 1984, p. 56). For their
models, art students are no doubt looking to such post-modernist heroes
as Warhol, complete with statements that "making money is art". That art
students may be drifting. from one conformity, the modernist way of
thinking about art, to another conformity of this sort rather than to a m,ofe
culturally inclusive, political and socially critical way of thinking about art
should be of concern to;‘ education’ and to society, especially in light éf
the role of the un‘iversity 4art department in determining what art 'knowlédge

is to serve as cuftural knowledge..

The displacement of radical consciousness by . forces of professionalism,

bureaucracy, commercialism, and the uncritical recuperation of mass culture
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has crippled the impact of the avant-garde, and has, as .Gablik notes,
resulted in a postmodernist situation in which art in general no longer
presents a  significant alternative to the reigning singular values of high
modernism, It seems that to be popular in the postmodern age is to create
for and respond to the demands of the market, that most direct
_mani.festation of - establishment values, What happened to pbstmodernism,
with vits "battlecry of a new optimism, populist and. apocalyptic” (Calinescu,
1877, p. 136)? Has the argument been deflated that.postmodernism, with its

incorporation of popular culture, is not as elitist as was modernism?

The notions 6f elitism and popularity, it seems, have been overworked to
the point that they lose meahing, "As for the truly great artists that
represent the spirit .of postmodernism--for inétance,'.B_eckett or even
.P'yr‘1chon" (Calinescu, 5977; p. 44), they are no more ‘"popular" and
accessible to mainstream culture than were the most cbncéptual or
intellectual of the modernist avant-garde artists, The avant-garde artist wHo
renounces worldly ambitions in order to dedicate him or herself _to values
.that cannot easily be realized in our t_’ebchnocratic, corporate éociety is a
nostalgic image, a‘nd one to which artists and art students . continue to
subscribe. Art students still desire to be thought of as non co.nfovr»mist and
politically rebéllipus, but without necessa'r.il‘y fnatching thefr lives and
actions to their  rhetoric, Becaus‘e our presént system | has t.his-
unackn.owledged split betWeen moral obligafion and the aésthe_tic, ->"taylent is
$0O oftén detached from the pversonality'as a whole and used as a kind of

skilled gadget that can be marketed successfully” (Gablik, 1984, p.81). What
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now has become of importance is making a reputation as an artiét, and
this depends on "hustling"--advertising, promotion, good public relations,

and, above all, a8 knowledge of legitimating channels and institutions,

in summary, challénges “to the sacred and insular art-knowledge boundaries
within universities have been frequent but, in effect,.less than successful,‘
The earlier 'chéllenges by William Morris and by the Bauhaus Schoo! to the
validity of the dominant, cﬁlturally excliusive Renaissance-based categories
of the.academy became absorbed and systematized into a fqrmalist
educational theory thatk furthered the very aesthetic, with its lack of social
relevance in everyday industrial soc»iety, that was the original impetus for
these challenges, Avant-gardism, including Marxist-derived imperatives. and
the . postmodernist /pluralist challenge, has been absorbed and institutionalized
in education and, as such, has lost its original ‘emancipatory intentions,
Universities may be invested with the task of advancing knowledge by
.honoring expefimentalism, multiple options, and the individual political
freedoms associated with the' avant-—garde"_ However, by _‘ their  very
institutional nature, they neutralize these challenges of any subversive
eleﬁﬁents. The résulf is .that there is little threat to the traditional high art
criter‘ia of excellence based on'hi'storically legitimated conceptions of style,
good . design, .and mastery of _conventional‘ _media techniques. It i.s not
difficult to see why fine art rerﬁains én insular discipline ‘of khowledge‘ in
edqcation, despite the frequeht challenges to. its boundaries from fhe_ fiﬁe
art world, University structures and norms are. such that challenges are

adapted and redefined into new categories the university can live with, or
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the older categories of knowledge .are defended against attackers who can
arouse in the public, and, espebially.» in the NeW Class, new demands and
doubts. The resistance that these institutional structures present must. be
confronted if a broadening of_the cultural and disciplinary base of art in

schools and universities is to be effected,

NOTES

! One author who feels that this is unfair is Albert Boime. in his The
academy and French painting in the nineteenth century (1871), he
attempts to give a "fair appraisal" of the historical role of the
Academie de Beaux-Arts. "The facile manner in which critics have
disposed of Academic and official art--on the basis of an aesthetic
frame of reference developed in the twentieth century--is historically
unjustified” (p. vii).

2 This concern to build into teaching design the mysteries of creativity
and the development of the whole being, spiritual and physical ‘self
included, tends to be forgotten as a result of the institutionalization
of the Bauhaus teaching . Although the Bauhaus was intended as a
school of design and architecture, it employed "fine" artists to meet
the purely " practical need for extensive theoretical instruction thought
to counter the design inadequacies among the students, ltten (1964)
spoke often of the -need to build into teaching design scope for
"individuality ",

In teaching the means of design it seemed important to me
"to appeal to diverse individual temperaments and talents,
This alone makes for a creative atmosphere which
‘encourages original work, The work should be "genuine"
People of various  talents react quite differently to the
‘elements of design and accordingly . develop in different
ways . . . | accomplish the unlocking of individual power
through a definite way of teaching the means of design,

First, imagination and creative ability must be freed and
strengthened. When this is accomplished, technical practical
requirements .can be brought in and finally also economic
considerations of the market : ‘

If new ideas are to take  the shape of art, it is necessary
to prepare and  coordinate physical, sensual, spiritual, and
intellectual forces and  abilities, This insight-  largely



Challenges / 205

determined the subject and method of my Bauhaus teaching,
The task was to build the whole man as a creative being, a
program which | also championed again and again in the
faculty council., (p. 10)

itten also spoke of the need to consider the "whole man as a
creative being":

It is not only a religious custom to start instruction with a
prayer or a song, but it also serves to concentrate the
students’ wandering thoughts., At the start of the morning |
brought my classes tc mental and physical readiness for
intensive work through relaxing, breathing, and concentrating
excercises, The training of the body as an instrument of the
mind is of the greatest importance for creative man, (p. 11)

The term "objective" is used here in the most general sense as that
which exists outside the mind as an actual object, as opposed to
" ideas, thoughts, -and feelings in the mind, This is different from the
positivist sense in which scientists must be objective in their
experiments, that is, without bias. It is also different from the sense
in which a work of art may be described as. either "abstract" or
"objective” in its representation of or resemblance to natural objects,
The attempt to confine analysis to only the "physical object” at the
neglect of social, perceptual, symbolic, and other -factors is most
obvious in the work. of formalist theorists who seem to make an
effort to appear philosophically sound, even quasi-scientific. For
example, see The 'meaning of meaning (1923), co-authored by  I|A,
Richards, a prolific writer ‘on the theory and practice of literary
judgment, and CK, Ogden, a psycholo'gist,_ This is a book with
presuppositions that have pervaded, often -unintentionally, much of
contemporary criticism, It has helped to make theorizing about the arts
easier yet falsely. systematic and exact. Richards believed ‘that an
"objective" determination of experience resulted from our deeper grasp
of science; no worthy answers are attainable without the most
thorough and far-ranging investigation. For Richards what matters in a
poem is what it is formally, not what it says, ‘ ‘ ’

The longevity of formalism in North American higher art education
may be in part due to the influences of Hans Hoffman and the art
school he opened in New York, Many of. the artists who were to
become leaders of American modernism were . either Hoffman’s
students or were strongly- influenced by his painting or his reputation.
Hoffman brought from Munich - and Paris certain concerns of the
tradition of - Cezanne and Cubism, and. for nearly fifty vyears -his
- theories = remained essentially unaffected by trends of social -
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consciousness in art (Chipp, 1968). He taught about color, space, light,
technique and imagination, Here is an excerpt from his teaching:

We recognize visual form only by means of light, and light
only by means of form, and we further recognize that color
is an effect of light in relation to form and its inherent
texture . . . When color is richest, form is fullest! This
declaration of Cezanne’s is a guide for painters .
Swing and pulsating form and its counterpart, resonating
space, originate in color intervals. (Hoffman, 1948, pp.77-78)

Kuspit (1981) believes that what Greenberg meant by 'literary" has
been misunderstood. Kuspit refers to an essay by Greenberg (1940)
titled "Toward a newer Laocoon" in which Greenberg argued that it
was not literature per se that was the anathema in art, Rather,
anathema was what he called "literary forcing” or the effort to force
meanings in . other spheres of life onto us. through the work of "art,
Kuspit also notes -that Greenberg once said in conversation that he
really knew all about the cultural business, but that it had nothing to
do with art. Greenberg’s book titled. Art and culture (1973), Kuspit
argues, has nothing to do with culture, just art,

Ironically, Greenberg sustained his claim to aesthetic autonomy . in .
reaction to social conditions, in particular the pervasiveness of
material glut and product rationality of capitalist production--what he -
called the world of "kitsch" (1973). ‘

In a recent anthology of essays on postmodern culture edited in the
- United States by Hal Foster (1983), an important distinction between
two types of postmodernism is made. Both types repudiate modernism
but with very different intentions. A postmodernism of resistance
seeks to deconstruct modernism and resist the status 'quo. A
postmodernism of reaction, on the other - hand, also repudiates
modernism but with the intention of celebrating the status quo.
Foster’s book seeks to promote the former, It takes a  position on
contemporary -culture that guestions the validity of the oider categories
of the aesthetic and finds. the -almost total concentration on our
Western' tradition and the specific conception of art with which ‘it has
been associated since ‘the Renaissance  untenable in our culturally
pluralistic society, ’ : '

The term "pturalism" arose synonymously with that of
"postmodernism", With pluralism -came a tolerance of conflicting values
giving the impression that artists were free to express themselves in
whatever way they wish, While art students may be drawn .to this for
whatever reasons and  may see in it exciting prospects, administr'at_ors
“of art schools and universities are more likely to see the negative or
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disintegrative character of pluralism. When all modes of art can. claim
equal status, the integrity and plausibility of art is weakened because
distinctions between what is acceptble as art and what is unacceptable
are much more difficuit to make: contingently, directions for education
to take become unclear. Without the authority of at least some
tangible criteria of value, a multitude of difficulties arise in promoting
professionalism and in justifying and  guaranteeing the continued
functioning of art programs,

This break has been described in terms of economic’ and social
factors, as well as aesthetic, dating it at some point foliowing the
second world war when a different kind of -society emerged, variously
termed postindustrial society, multinational capitalism, consumer society,
technocratic society, media society. See for example the essays in The
anti-aesthetic edited by Hal Foster.

The most definitive demarcation of the end of modernism was made
by the architect Charles Jencks, who announced that modernism
terminated at 3:30. p.m. on July 15th, 1972, when the  housing
development in St. Louis--a prize-winning piece of modernist
architecture turned ghetto--was blown up with dynamite - (Guilbaut,
1983).

Just as the term "modernism" has often been confused with the term
"formalism", so too has "modernism" been equated by some authors
with the term "avant-garde" (Poggioli, 1968, for example).

in much American writing the terms "modernism" and "avant-garde"
are used interchangeably. In Renato Poggioli's, The theory of the
avant-garde (1968), the two terms are taken to be synonymous. such
that ‘"avant-garde" ' throughout the text can be read simply as
"modernism”. In many western European countries, on the other hand,
"avant-garde" tends to represent only the most extreme form of
artistic negation, with art itself being the first victim (Calinescu, 1977);
modernism is taken to be more akin to what was described .above as
"formalism”. Peter Burger’s (1984) Theory of the avant-garde is a
significant successor to Poggioli’s book but with the major difference
of aligning modernism not with the avant-garde as did Poggioli but
. with aestheticism, A'sp'e‘cts of modernism, in particular, formalism,
share with aestheticism the predominant feature of calling attention to
its own material. ' :

Burger (1984), however, is careful to make the distinction between
modernism and the avant-garde because he sees both as strategies of
negation but with radical differences in terms of their targets and-
social effect, - According to Burger; modernism is  an attack on
conventions of form and technique, whereas the avant-garde is an
attack on the institution "art" in bourgeois society meant to alter or
destroy this institution. In other words, the avant-garde, according to

Burger, refers to social -or political subversion whereas modernism has
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more to do with resultant aesthetic concerns such as the
intensification of aesthetic autonomy. ' ‘

As Ridgeway (1975) adds, the artist was no freer under the new
situation. than under the system of personal patronage, regardiess of
any. illusions of freedom. it may even be that the newer market
system was less free, Under the old system, once a patron was
found, an artist had a certain stability in his position, whereas in the
new system, the position was never stable and always had to be
defended

Within the field of art history, for eXample, there has been a growing
dissatisfaction -with the way in which the thinking of the field’s
founders, Riegl, Wolfflin, Warburg and others has been reduced to a
process of stylistic analysis and iconographic readings (Zerner, 1982),
Frederick Antal (1949) and Arnold Hauser (1959) had argued for some
time the necessity of situating painting in its original social. and
economic context in order to  attain an adequate understanding and
analysis, However, it is only since the early seventies that this
perspective developed into a considerable body of social history of
art,

The social nature of art has been explored in other fields of writing
on art. Gombrich’s (1960) important book on  art and perception
indicates that extrinsic knowledge and interpretations inevitably intrude
into aesthetic perception, -even in the seemingly straightforward
decoding of three dimensions from two, Wollheim (1868) suggests that
the inevitable difficuit cases (such as, Is film. art?) that arise for a
theory of art can only be dealt with .in the context of a wider
understanding. The phenomenological (Husserl; 1865; Merleau-Ponty,
1962) and hermeneutic tradition (Gadamer, 1975) argues that perception
and interpretation always involve - the existential and historical
perception of the viewer as well as. the meanings of the work of art
itself. The philosopher George Dickie (1873) has attempted to revise
traditional aesthetics by developing an - institutional theory of
aesthetics. ’

Dickie attempts to develop a conception of the aesthetic object that
is free from the "psychologistic and 'epistemological analyses which
philosophers have been -giving since the nineteenth century" (p. 178'),
Rather, it is the "non-exhibited" characteristics that works of art have
in virtue of being embedded in an institutional matrix which may be
called ’the artworld’. It is.the Dadaist development within the domain
of painting and sculpture that for Dickie most clearly reveals. the .
institutional essence- of art, Prior to the Dadaist development, the
process of conferring status ‘largely went unnoticed. Philosophers of.
art, in their attention to only. the properties of the art object, such as
representational; expressive, or formal features, failed to provide an
adequate account of the virtues of the Dadaist works which take as
their matter mundane, commonpliace objects, For Dickie, any adequate
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definition- of art must take account of difficult but influential - cases

. like the Dadaist works which have inspired many more works in

reaction to them, That the status of an object can change from
non-art to art without undergoing physical mutation is used as crucial
evidence in support of institutional theory, Rather than the object
itsetf changing nature, it is the environment in which the object is
exhibited and the accompaniment by a "certificate" bearing the name
of the work and artist which contributes significantly to the change in
status,

A body of secondary Iliterature has since grown . up around the
institutional theory of art, some to amplify it and some to criticize it
(Mitias, 1975; Schlafani, 1973; Silvers, 1976; Wollheim, 1968)

Werckmeister represents ‘one specific tradition of Marxist political
theory which originated particularly in Marx and Engel’s treatise of
1848, The German Ideology. |ldeology was defined in this document as
a -set of beliefs and values dependent on conditions of material
production, The concept was used critically: ideologies  function to
cbscure or "naturalize" the basic nature of real material conditions and
relationships, particulary the the struggle between .social classes,
According 'to Marx and Engels (quoted in Williams, 1983, p. 155),

The "thinkers" of a ruling class werée its active ‘conceptive
ideologists, who make the perfecting of the illusion of the
class about itself their chief source of livelihood.

This sense of ideclogy as illusion or false consciousness differs in
meaning from the broader and widely ~used sense of ideology

(confusingly, also found in other passages of Marx’s Writing) as the

set of beliefs, values and ideas which arise from a 'given set of

-material ‘interests or from a - definite class or group. So although there
-may- be general agreement among Marxist writers that  art  is

ideological--a theory of ideology is recognized as one of ‘the most
important contributions of Marxism to the study of art--what ideology
is has been the .source of much debate within both Marxist and
non-Marxist traditions. Given the various meanings of the concept of
ideology, it. is not surprising that a variety of Marxist positions exist

in the study of the .arts, And, to compound this, Marx left no -

systematic interpretation of art. Mikhail- Lifshitz (1933), a Russian
scholar on Marx, explains that it was only later in Marx’s life that an
interest in art developed as a result of a conflict in his intellectual
development '"between | the urge to write poetry and the stern
necessity of finding an answer in the field of science to ~the

- problems of life" (p. 13). The outcome was a "complete renunciation =

of poetry" as the possibility of genuine artistic creativity - under the
new bourgeois relations seemed increasingly remote to Marx, The few
passages where Marx- directly comments about art in reference to
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historical examples have since been variously interpreted by connecting
them in various formulations with his general theoretical development
and revolutionary world outlook.

That Marx left only a few fragmentary and scattered statements about
art has, itself, been interpreted in two ways. On the one hand, an
attempt to fill the gap in Marx’s theory of history and society with
an account of art was made by official Soviet scholarship, All of the
scattered and casual comments - on art and literature found in the
numerous writings by Marx and Engels were compiled into two large
volumes entitles On art and /iterature. With the assumption that it
contains elements and guidlelines for an aesthetic theory, this text has
served as a canon for the development of full-fledged theories of art
by scholars in communist states (Werckmeister, 1973), On the other
hand, some scholars in capitalist states assume that the fragementary
nature of Marx’s statements on art and literature reflect merely a
casual intermittent interest in the subject of art on Marx’s part., Such
a lack of interest is considered an inevitable -consequence of
concentrating on understanding social production, the division of labor,’
and the product as commodity. The denial of the importance or
relevance of the Marxist challenge, or any sociological challenge for
that matter, is a common reaction in the conservative defense of
traditional philosophical aesthetics. . Even the disproportionate later
interest in Marx’s few passages on art has not obstructed the
development of traditional philosophical aesthetics, '

From the few short text passages where Marx directly comments on
art, there emerge two seemingly contradictory conceptions of art, one
idealist utopian and one historically determinist. The following much
quoted passage, not published by Marx, but only posthumously in 1903
from early segments of a manuscript draft ("Einkeitung zur Kritik der
politischen  Okonomie”, 1857), clearly.represents the ‘relics of idealism"
as Jauss (1975) terms it, : ’ ' :

But the .difficulty is not in grasping the idea that Greek art
and epos are bound up with certain forms of social
development. It 'lies rather in understanding why they still
constitute for us 'a source of aesthetic enjoyment and  in .
certain - respects prevail as the standard model beyond
attainment, (Marx, 1971, p. 45)

The idealist premises in these early passages reflect Marx’s high
esteem for Greek art, Marx derived his notion -of Greek art as
"epochal" and "classical" from German idealist philosophy, especially
that of Hegel (Lifshitz, 1933; Werckmeister, 1973). The very idea of
classical art implies that the ideal of artistic perfection was realized
in a historical period of the past; Art of the Greeks is considered
perfect (even though their society is considered far. from perfect). The
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notion of an ideal conflicts with Marx’s general materialist principle of
the prior economic determination of all artistic production, Thé
recognition of an ideal implies that art of a distant past can provide
enjoyment independently of the economic and social conditions of its
origin and of its later audiences. If, as Werckmeister (1973, p. 510)
states, the principle that art depends on material production is
accepted without question in' all Marxist views on art, how are Marx’s
idealist reflections on Greek art dealt with? Hans Jauss (1975) outlines
two such reactions: one, the idealist premises are suppressed as an
"idealist embarrassment”, or two, they are incorporated as part of the
Marxian "inheritance"--simply as aspect of a dialectically ambivalent
- conception which is somehow consistent in the "final analysis".

Werckmeister makes an attempt- within the latter. explanation to secure
a place for the Greek ideal within a materialist framework, For
Werckmeister, this text is indeed an exception to the all-embracing
historicity of art which Marx envisaged, However, if Greek art is an
ideal and hence out of tune with the imperfect society in which it
was produced, . then the important question, according to Werckmeister
is, How did the art of the Greeks come to acquire the status of an
ideal in Western European culture? By approaching the problem in this
way, Werckmeister intends to reduce the ideal to historical and
ideological explanation; the explanation being that the retrospective
ideal of perfect art cannot be maintained. Werckmeister (1973)
explains: ' ’

Marx may have accepted it as an ideal at the moment when
he sketched out his preliminary text, But since then it has
become doubtful whether ancient Greek art embodies the
brand of human perfection that was: projected into it by
idealist philosophy, with its far-reaching moral, social, and
anthropological implications, It has become even more
doubtful whether in turn this particular ideal of humanity
really: expresses the social and political emancipation at
which Marx’s own political theory was aimed. And almost
certainly no one can see it as a meaningful ideal by which
contemporary men can live, either under present conditions
or under those of any anticipated social change. (p. 518)

When - the ideal is considered to be no longer valid, Werckmeister
maintains that it is no longer an  argument against Marx’s - historical
determinism. Werckmeister’s interpretation is an .example of an
ideology critique which, as he states it, heads toward the end of "the
abstract idea of art as a vessel of ftruth above ideologies, the central
issue of = aesthetics as a philosophical discipline” (p. 519). 'In
Werckmeister’s view, one. of the myths of aesthetic theory .is the
assumption that there is an essence of art, To believe there 'is an

essence of art | a .universal set of aesthetic qualities, set apart from
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everyday- reality is to be enclosed within the narrow concepts of an
ideology which first distorts experience by reducing it to an isolated
aspect, and second, gives it an over—exaggerated value,

And with this idea gone, aesthetics, Marxist or of any other
kind, loses its purpose. The notion of the "end of Art"
backfires on the science which conceived it: if it has any
meaning, it means the end of aesthetics. Marx may bhave
anticipated this when he refrained from writing on aesthetic
theory, (Werckmeister, 1973, p, 519)

Marcuse’s writings on aesthetics span a long period from the time of
Nazi Germany with the collected ‘essays in Negations (1968) to The
aesthetic dimension (1978), and are characterized by significant shifts in
emphasis and sometimes even reversals in central theoretical tenets,
The aesthetic dimension is the latest of Marcuse’s works on aesthetics
and is a reformulation of his theory of culture and an exit from the
impasse his earlier- essays confronted, Marcuse maintains that the
richness and wealth of human creative capacities which are denied in
our everyday lives gain expression in the great works of art. High art,
therefore, contains the desire for happiness in a realm separate from
social life, as explained by Johnson (1877). At the same time, it is
the work’s transcendent position in relation to daily life which gives
it its critical indicting capacity: "Art is a negating- force" (Marcuse,
1968, p. 51-55) while at the same time "affirmative, sustaining culture”
(p. 54). This represents the core of Marcuse’s theory of culture,
written in 1837 at a time when Marcuse still held the view that
revolutionary overthrow of the existing social order was an imminent

- possibility. Although this core remains throughout his writing, his view

on the means by which the progressive aspect of bourgeois art is to
be liberated changes over the vyears. Marcuse admits in The aesthetic
dimension (1978), p. 1) that we now have "a situtation where the
miserable reality can be changed only through radical political praxis."
"It would be senseless to deny the element of despair inherent in
this concern,” Hence, ‘he begins this latest aesthetic work with the
proposition that the need for radical change must be '"rooted in the
subjectivity of individuals themselves” (p. 3), Unlike Marcuse’s earlier |
works, The aesthetic dimension does not attempt to discover "a
political praxis capable of realizing  the ‘ought’ constrained within the
humanistic perspective of authentic art," to quote Johnson (1977,
p.111=112).

In this text, Marcuse writes about literature, in particular, literature of
the eighteenth and nineteenth centuries, However, his thesis is general

enough to apply to the visual - arts,

This extreme .development- within Marxism of subjectivity becoming
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merely an atom of objectivity was furthered by the interpretation of
subjectivity as a bourgeois notion: "Romanticism is denigrated as
simply reactionary and decadent; realism is preferred as the model of
progressive art" (Marcuse, 1978, p. 6),

Marcuse claims in his earlier writings that the common denominator
has traditionally been, although not as acceptable today, the idea of
the beautiful, an idea that is essentially vacant. Battcock (1877, p. 41)
explains, based on Sontag (1970): -

The concept is traceable to Marcel Duchamp and Dada., The
idea of the beautiful is frequently in conflict with art’s
cognitive function to be true also, Nevertheless, to pursue
the point a bit further, once reality, no matter how
revolting, is organized ‘'in the form of art, it succumbs to
the idea of the beautiful. : '

The suggestion in Marcuse’s earlier writings of an artistic rebellion
against art, against the very form of art, illustrates a shift in
emphasis in Marcuse’s writing over time, At one point in time
Marcuse (1968) writes: "the commitment of art to the ideal, to the
beautiful- . . . offends] the human condition", Later he writes: "The
critical function of art . . . resides in the aesthetic form" (1978). Even
in his later writing that views art as "largely autonomous vis & V/is
the given social relations" (1978, p. ix), his intention differs from that
of the aestheticism described in chapter 5. ;

The fine arts program at Simon Fraser University in Burnaby, British
Columbia was developed as an alternative to the typical organization
of art programs according to specialized areas of media and technique
and the lack of integration between studio courses and history and
theory courses, Its philosophy (according to an unpublished proposal
for further development of the Centre for the Arts, 1981), stressed an
interdisciplinary perspective as an internal perspective of the program
itself, not an addition to an existing set of general definitions of art.
However, following a substantive curriculum revision in 1984-1985, its
printed program . of studies - does not indicate a substantial
interdisciplinary program, except in the sense that a student may take.
a Fine and Performing Arts Minor degree in any of the arts and in
conjunction with .any other undergraduate programs throughout the
unversity, ' :

This order of priority is reversed in some art schools such as the
National Academy Schoo!l of Art in New York, which retains as its
model the early European academies of art. To members of the San
Francisco Art Institute, this would seem to involve tedious drawing
from master works and from the human form. :
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Gablik’s plea in Has modernism failed (1984) is for a return of
morality in art, almost in a religious sense, To do this, there must be
some reintroduction of the kinds of ideals of modernism in order to
get back on the road to moral innovation instead of just aesthetic
innovation, as required for professional success,



CHAPTER 7
CONCLUSION:

IS A POSTMODERI\I MODEL OFb ART STUDY IN UNIVERSITIES POSSIBLE?
The historical traditions and institutional structures and processes described
thr-oughout this study have put postmodernism up against some formidable
odds if it is to effect significant change toward a broader, more culturally
incIusive and hence more relevant education in art, In rendering problematic
the largely singular and insular cuIturaIv base of the wuniversity and in
making explicit its significant, although often disguiséd, role in shaping art
knowledge, the study in no way intends to discourage postmodernist reform
within education, The stakes are too high for that, If postmodernism fails
to effect genuine change in the university education of artists, it faIiIs on
a much broéder front, given the significant role of universities in defining,
" legitimating, and transmitting.art “knowledge - through the school system to

-all cultural and social groups in western society,

The. university'is an important institutional basis of art knowledge.’lt
.defines a particular cultural reality. Like any educational institution, it is not
neutral, It teaches certain values and specialized skills, which in effect,
promote ‘certain traditions and cultural groups. over others, The traditions
anbd Iﬁultural base.which it b‘has promoted have beken, for the most part,
those of anv exclusive, western high art tradition deriving frdm the European
Renaissance. Such an ecIUca'tionA in art, in which on.Iy one .cultural tradition -
is generalized. and I’aken to.' be essential to the nature éf all art, is both

educationally limited and ethically untenable “in a. soéiaIIy and culturally
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pluralistic sociefy, Postm.odernis',m vhas made it possibie to readdress this
cultural exclusion, It posits that there are more world views operating in
“current society than those embodied in westérn fine art and its modérnist
aesthetic, But postmodernism mu_st- also take account of the fact that art
knéwledge is shaped, .generalized, and transmitted to pluralistic society from
within institutions that have. beén invested with the function of pr.eserving
the realm of ‘"sacred" culture against the very surrounding'envirqnment
Which postmodernism.'espouses, From the standpoint of postmodernism, art
knowledge is  operating in a dysfunctional | environment, There is a
disjunction between the norms and institutional structhes of the university,
and the pluralistic culture outside the university. The traditions, institutional
structures and cultural norrﬁs of the university present significant fesistance
1o postmodernist - challenges, This‘ resistance must be . confronted.
Postmodernists must realizé -that effecting genuine reform in the >cultural
and social base of current conceptions of art knowledge. held in society
requires effecting reform at the institutional basis of such art knowledge,
4 that’is, af the university level, The ways i.n which the Univérsity affecté art
‘knowledge are reviewed below; there follows.some disc‘ussion of how a
postmodernist appfoach might__best bring about understanding of the social

role of the university art department in bostmodern culture,

SOCIAL FUNCTIONS OF THE ART DEPARTMENT: A SUMMARY OF WHAT .

POSTMODERNISM - IS UP AGAINST

‘One of the most manifest! functions. of the art department s cultural
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production, Knowledgel is assumed to be the most important product of the
Qniversity, The university takes as its reéponsibility the development of
new knowledge and the increase o.f our * cultural heritage, With 32600
university professors in Canada (in 1979) working to this end (Mifflen &
Miff‘len, 1982), universities can be thought of as "knowledge factories". This

is' more than a neat analogue for Horowitz and Friedland (1974):

Mény of them [universities]: have grown to resemble mass
production factories. Undergraduate faculties.ar.e expected to
producé dutiful, conforming, pragmatic believers in free enterprise,
capitalism, and two-party politics, industrial marketers, bureaucratic
functionaries, and technological specialists, Freshmen and
sophomores increasingly find the»mselves in classes with sevéral
hundred peers, able to catch Ilittie more than a glimpse of
well-known but distant professors Wh.O themselves are protected
against overexposure to these lower" cIasses» by graduate
teaching assistants. Advénced students frequently represent the .
only extended contact 'younger students héve with i"faculty", P.

281)

The 'kﬁowledée production We are most 'awa.re of 'in western - industrial
society is technological .innovation, Artisti;- production, howéver, has seldom
been recognized for its contributibn to knowledge 'production largely
because of its historical associatioﬁ with rﬁanual, skill, ‘Worksh_éps, Jeisure
activity, se!f—éxpression, aﬁd the‘ production of objects rather than reséarch

-and information, However, the relatively recent incorporation of artistic
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production into the university curriculum, and the increased use of
conceptual modes of - working (Madge & Weinberger, 1973), appear to have
- triggered a more widespread recognition of artistic production as a form of
knowledge production., This increased recognition of the function of this art
in cultural produc‘tion, especially because of its alliance with the university,
has functioned to advance art’s social legitimation, but with this
Iegitirﬁation comes a danger of inertia, To avoid the risk of losing its
acqguired status as ‘cultural capital" and as a component of educatidnal
knowledge, such art is prepared to have its boundaries and interests
p.rotected énd maintained by an orgénization that assigns it an  insulated,

peripheral position within the total educational frame.

The phenomenén of maintaining an existing order is ‘known as cultural
reproduction, Cultural reproduction is a second function of the university art
department, or of any educational institution. Unlike cultural production,
cultural reproduction is a latent or unfecognized function of education. Art
educators take highly specialized art knéw-ledge and the commitment to this 
knowledge which they va.cquired\ t‘hroug'h their BF.A, :or equivalent programs,
into the school syst.e'm and the: community. The university art department is
an important socializing agent through thi'chA-art students learn to internalilze'
the generalized‘cult_ural descriptions of 'tlhemse|_ves as art students and what
is involved in b_ecorﬁing an artist; it tfansform‘s students by redefining them
in terms  of the vqualities their new statuses réquire (Kamen’s,“1981b), Itvis a
modern rite of’ passage that has subplanted local initiation rituals.?

.Structures and mechanisms adopfed by art departments, such as simulating
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the loft environment or sending bus loads of students to New York city,
function to intensify "the affective charge of the socialization process”
(Berger and Luckman, 1966, p. 133) and promote among art students a
loyalty and respect for the existing conceptual hierarchies inherent in the
discipline of art. A subversive avant-garde element built into the discipline
sérves to promote what seems to be a healtﬁy tension within the existing
order.,‘ without, however, mounting a serious challenge to a status quo that
is presented as just, proper, and inevitable, "Reality-slipping" and subsequent
reform or even overthrow of the existing order may well be impeded

rather than precipitated by the presence of an avant-garde,

A third function of education, and one’thatbis closely related to, and often
debated alon»g' with socialization, is the allocation or selection function.
Presumably, some individuals. are more suited to a given occupational task
than others, Hence, for Parson.s (1959),_a' principél function of education is
to prepare and select students for particular occupations which are ranked
along a continuuﬁﬁ of prestige, The assumption is that children begin school
.with the same opportunity. When treated fairly, thosé who achieve at- a
Higher r‘ate are selected to advance to a higher .Ievel of education and
eventually transfef to. tlhe more prestigious occupations, Different rates of
achievement are thought to be the result of different abilities and
motivatibns, Theorists within the Marxist tradition, howevef, argue that
schc.>olsnsystemat>ica‘lly favor more privileged groups. They identify a variety
éf mechanisms -through which this vdiscrimination operates to select a

meritocracy: |.Q. testing and counselling direct students into hierarchal
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domains of learning based on class interests (Bernstein, 1871; Bourdieu,

1973; Bowles & Gintis, 1976; Anyon, 1979)}

Because artists are thought to have special and rare gifts and because they
are seen to acquire special freedoms and sqcial privileges such as
government support, "people want to make sure", writes Becker (1982, p.
16)_"that only those who really have the gift, the talent, and the skill get
the position." How artists have been sorted from. non-artists has varied
with the institution governing the preparation of artists, Guilds: and
academies could pr-event those it did not licence from prbacticing, In the
present situation in North America, however, everyone can, in theory at
least, practice art production, (Although formal postsecondar.y education ‘in
art is now the norm for entry into the profession, it is not a required
licence.)) While much of society ‘holds the belief that artists ha\‘/‘e, a special
gift, it also believes that thére is no way’to téll who has it, except by
letting everyone try and then inspecting the results (Becker, 1882). Certain
mechanisms  of the f_ihe» art world are entrusted to "weed out" the
not-so-talented from the talented. One such mechanism is the art -school
or art ‘department. It functions 'as a "huge sorting devicé" (Strauss, 1870)
whereby recruifs Who co.me to it from the initial sorting .mechanism of .the
school system are categorized, trained, and m_ade available  for the various
artistic roles that are to be enacted in the ért world, The first Year of. a
postsecondary art program is designed to be the platform from>rvvhich the
art student can ..pick 'énd ‘choose majors or specia‘litie's_ Students sort

‘themselves out (often according to such factors as an instructor’s. teaching
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strategy or artistic style) as painters, sculptors, printmakers, performance
artists; or, ‘occasionally, some may even switch into graphic design and

other applied arts programs or drop out altogether if the socialization and

identity formation process has not been effective enough,

The extent to which identity formation -and socialization' into a knowledge
area occurs depends on the status and legitimation of that knowledge area,
as perceived by those being socialized. A fourth function of the art
department, then, is to legitimate for art students as well as for the public
the knowledge it purports, For example., courses in art  history <and
camaraderie with teachers who are themsélves artists demonstrate for
students the centrality of .art and artists to human life and history, and, in

turn, may strengthen the student’s identity as artist,

The university is, as Bourdieu'(1971) says, "the legitimate legitimator" of
art knowledge, Education functions not only to conserve and transmit the
"culture handed down to it by the intellectual creators of the past," but to
"establish and define systematically the sphefe of orthodox - culture and the»
sbhere of heretical. culture” (Bourdieu, 1971, p. 178), to confer legitimacy vto
.cérfain culture, to certain knowledge, ‘Education is invested with a function
ve}y similar to that of the Church "which, according to Max Weber, must
‘establish and systematically define the new- victorious doctrine or defend
_the old one against prophétic attacks', lay down what _Ahas and what has not

sacred value and make it penetrate the faith of the laity’ (p. 178).

Likewise, university education in art functions to conserve and transmit the
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culture handed down to it from the intellectual creators of the past: the
master artists of the great European academies and the great humahist
thinkers of the liberal arts ideal and the arf-for—art’s—sake ideal, The
university has taken over the role of defining and legitimating the sphere
of "orthodox" high art and of protecting it from “"heretical” or so-called

"lesser" arts.

In Berger and Luckmann’s (1966, p. 86) writing, legitimation is a process of
explaining and justifying: "Legitimation ‘explains’ the ihstitutional ordef by
ascribing cognitive validity to its objectivated meanings, Leéitimation-
justifies the institutional order by giving a normative dignity to its practical
imperatives." With legitimacy, "institutions may persist even when, to an
outside observer, they have lost their original functicl)naHt.y or practicality”
(Berger .& Luckmann, 1866, p. 108-9). A strengthehing of traditionalism and
the inherent tendency of institutionalization toward inertia are, according to
Berger and Luckmann (1966), consequences of the development of
"specialized bodies of knowledge concomitant with an increasing divisio»n of
labor. Where there is a tendency to carry ovn as vbefore,.and assuming that
the institution’s reason-for-being does ~not become problematic, that

tendency is strengthened by persuasive reasons or justifications. -

Many of these social functions portray education as social control, The
“metaphors  of cultural reproduction, socialization, allocation, class interest,
and Iegitimatibn depict educational institutions as "transmission belts for

vsociety’s ruling values” (Gouldner; 1979, p. 44). Although the educational
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system largely supports and perpetuates the dominant ideologies and social
order of society, it also has a change ‘. function. Through continuous human
activity, knowledge is produced, re-worked, and made anew, In Wexler’s
(1982, p. 281) words, it is "a transformative iselection, of recoding as
knowledge is pushed through the apparatus--the social organization of
meaning production," The thesis of Berger and Luckhann‘s (1966) sociology
of knowledge is thét knowledge is both a sbcia} product and a factor in
social change, This‘change may come about as a result of the  university’s
manifest function to provide a critical analysis of existing institutions,
inciuding itself. If the results of this analysis become public, universities
may be pressured to re-examine and make changes toward public demand,
Changes regarding the rights of women and min&rity groups, for example;

have been instigated in this way,

Students learn, although they are .rarely taught, - rebellion ‘during “their
education: "Authority is unwittingly undermined, deviance fostéred, the status
quo challenged, _and dissent systematized"” (Gouldner, 1978, p. 44). A notable
case of étudeht Qrganization to bromote reform was the backbone of
support that American university.'and ‘college . students gave to raising
awareness of and bringing an end to fhe Viet Nam War (Anderéon, 1974, p.
277). Within institutiqns for educating artists, there have been frequent .
chailenges to conventional art teachingv and the hierarchal definition of art
typified in western cultu;es. For example, the Béuhaus, Schoo!l in . Germany,
as with the more recent postmodernist ‘challeng'es, attempted to broaden the

definition of art and regain social status for the so-called lesser arts,
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However, once- absorbed in the -siocial structures of education, -these
challenges have become detached from their original social contexts, and
their potential to effect a significant -move toward a cultu.rally, pluralistic
way of thinking about art has been vitiated, A sentiment of political
scepticism and di.ssent has ‘become part of the art school subculture (Adler,
1979: Madge & Weinberger, 1973;4 Ridgeway, 1975) to the extent thét
attacking conventionsb has itself become a convention, an expectation, A
kind of linguistic social philosophy of the political avant—-garde- may have
replaced some of the traditional attitudes embodied in the teaching of
painting and scuipture within university art programs: however, the core of
the art knowledge of university art programs remains as culturally exclusive
an.d insulated from the everyday world as ever. A resistance to questioning
’._their own beliefs and practices as being socially constructed and
represehtative of certain cuthr_al values often develops in art students
during. the soci-élization process. Art students étl;iving ‘to successfully
complete their studiés learn to be cauti'ogs about directing their challenges
too much in the direction of their own programs or towards their mehtor.s_
Similarly, instructors come to exercise caution. in attempting significant
depértures from prescribedvnorms of chricqum that might result in remqval
to peripheral pdsitions, or even di_smiséal, Hence, it is not surprising to see
art -programs develop av.generati‘on of graduates of s‘ivmilar ideological

perspectives ‘or artistic styles (Montalto, 1983).
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TOWARD A POSTMODERNIST MODEL OF ART STUDY

In the aftermath of postmodernism, - the traditional model o}f university
education in art may seem moribund both ethically and socially, but it is
far from a historical relic, The recent organized push of discipline-based
art education in elementary and secondary schools in the United States,
with effects now in Canada, renews enthusiasm for and even bolsters
existing departmental knowledge strpctures and the cultural. insulafion of the
university modél. In the search for social legitimation, art education that is
built arovund d'isciplrines may have become the latest intensification of the
academicization of art, Its structured curriculum objeétives, classroom
exercises, guidelines for evalua.tion, ‘and textbooks cobmplete With teachers’
editions (for example, Chapman? 1985)* may improve.a bleak situation by‘
providing practical direction and a signal of art’s serionness as a sub‘ject
of study. It involves classroom teachers who have Iittle_ or no expertise or
interest in ‘art and who might otherwise neglect art instruction altogether,

or (worse yet) resort to vacant, institutionally defined "school art".

But is there not a credible way to both  maintain enough social legitimation.
to bring art into the maihstrearﬁI and - equip it with a culturally brc'jader and
more meaningful knowledge base? Contrary to some art educators’ -beliefs,
the discipline-based model, in its .ovriginal form, does not enable students to
“see "the world ih all- its diversity" (Lova'no-Kerr, 1987, p. 14) or "bri'ng with -
it the ideas similar to those found in tﬁe new art- world" (Clahassey, 1986,

. p. 48). But the movement is at least well-timed. If it .is able to shift
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attitudes from considering art as merely an enjoyablé pastime for those
few with "talent" to a discibline of knowledge deserving serious study by
all, a foothold of legitimacy may be secured and education in art may: be
better able to weather whatever risks postmodernist ‘reform carries,
However, as long as art ihstructors at any level continue to promote
supposed "universals" in the tradition in which- Kenneth Clark described the
classical Greek sc.ulpture Venus de Milo as "one of the most spléndid
physical ideals of all humvanity" (cited in Fuller, 1980, p. 22'5)., or in the
way Clement Greenberg refers to évpainting’s color and texture apart from
the work’s content, the erﬁergence of - an art education vital to the
curriculum and central - to “students of all social and ethnic origins will be
hindered. In the Venus de Milo case, Clark’s attitude would not only elevate
a condition of sculthre under Western capitaliém into a universal category
allegedly valid for all times and places, but it would also elevate one race
and one notion of _humén physiﬁal perfection as "ideal", Such.'an approach

not only isolates art in education; it is socially unjust.

The case has freguently been made by art educators that the cultural base
of art instruction in schools must change. Attempts to do - so have been
diverse ‘and their underpinﬁin’gs equally broad, but they.'all seem to arise
_from two interrelated realizations; one s that» society s cultﬁraHy
pluralistic, comprised of various ethnic and racial groups and stratified by
economic classes; this suggests that education in art should be sympathetic
and even reformatiQe'to all these groups. A second is that all. art is

embedded in a social coh_text and a set of political power ‘systems,
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sugge.sting careful consideration of the subjects of study and research by
using sociological models for investigation. This study supports these
demands for a sociological model of study, together with a change in the
cultural basis for. art programs in schools, and argues that if this is to
occur so too muéf the cultﬁral base of art programs in universities be
broadened, "Sacred" categories of art knowledge must be made probiematic,
throughr the  use of concepts and methods consistent = with critical,

sociological discourse,

Increasingly, tﬁere are encouraging signs-wi.thin postsecondary arts. education
of a dismantling of traditional conceptual hierarchies in art, Some courses
in art history and criticism, architecture, and film (see Nichol, 1981)
incorporate a-.critical socio-cultural approach by considering ‘relationships
between the arts and- their 'soci.a|, politiéai, economic, or cultural context,
But even so, there is cause for some -scgpticism, Not all that fall-s under
vthe loose rubric "postmodernism" holds an .adequate answer for improving
art programs, Often these ‘"contextual"” coubrses are'téught in isblated
pockets,. Or, often their foci remain on the works or styles of one art
world rather than on the artists, audiences, and institutions of many worlds
ana - their interrelationships. Or,. concerned  proponents in the ‘"anti-art"
tradition ofteﬁ protest against high.art by using forms commanding a mode
of experience that remains incomprehensible to those whose backgrounds
deny thefn the difficult intellectual preparation these challenges demand. The
challenges are expressed -i>n a dialogue that rarely carries béyénd tﬁe

concerned professors’ classroom or the select readership of art journals and
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magazines, A similar potential shortcoming surrounds the argument that
aesthetic experience should leave the hallowed museumé.and become an
integral part of the lives of all segments of society through mass
education in art. Such efforts are bound to have little effect upon the
minds of all but those initiated into the fine art subc'ulture (Duncan, 1873).
Yet anofher p-ossible shortcoming lies with developments often assumed to
be evidence of the incorporation of the postmodernist paradigm within the
study of art in postsecondary education: the confrontational approach and
the return to representational and expressive art making, Fuller (1983) noted
recently that studenté were choosing to study anatomy, and many were
"flocking out into the fields, hills, and mountains of Britain, once more
armed with sketch pads and boxes. of watercolors” (p. 6). For Fgller, this is
a manifestation of postmodernism’s_ turn away from mode.rnis‘m, Indeed, it
may repudiate moderniém, but does it help to broaden the concept of art
in postsecondary . education? Fuller’s notion of postmodernism is one  of
‘reac'tion rather than resistance to dobminant ‘cultural forms, Rather than
critiquing the origins of modernism,. Fuller celebrates a return to
conventions "within the exclusive Eufopean fine art tradition as a necessary
return to "culture proper" (Foster, 1983, p. xi). According té this. position on
postmodérnism, _the. definition of art is not being broédened, nor doeé it
représerit a change in dominantv cultural forms and social rélations. Art that
is little more that a re—presentafion of a _traditional ideology is a
repetition that__ adds littie to the understanding or so'lution of pressing
issues (Nadaner, nd.)). An alternétive to this, a confréntational ‘approach that

critigues, through explicit politicism, prominent issues such- as nuclear
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proliferation or environmental destruction, follows in a tradition established
by Goya, Grosz, Rivera, and others, and renders it a genre within the
traditional conception of art, rather than a comprehensi.ve alternative for

artistic activity and study (Nadaner, nd.).

The struggle for a model of postsecondary education in art‘that is
consistent with the postmodernist vision of critical sociologiéal discourse
on art and culture will not be easy. It wili have to avoid some of the
above potential weaknesses and the melancholia that accorﬁpanies pluralism
and cu.lture"s resulting sense of loss of standards and identifiable "mastery"
(Owens, 1983), it is much more than a technical task of - curriculum
development and implementation. Technical and institutional int'erests‘ would
have to be subordinated to ethical considerations about the validity and
fairness of the art knowledge being transmitted through the school sys;cem
to all cultural and social groups. An alternative model would have to be
promoted and impliemented that cultivates, in a genuine and comprehensive
.way, critical theoret.icall discburse about fhe quality and purpose of art and
“artistic activity in education and. in society in terms. of thé ‘on-going
development of complex, historically bound social cond.it.ions and events. It
would héve to entail significént ~changes .in .the ‘social attitudes of art
students. Students would quéstion the. manner in which art knowledge has
been obtained.,  They would question the sélection» criteria _and__filters
involved in the miaking of .';classics"_among the groups. that study art, and
the ideological interests of the institutions involved, .Visual‘ forms of all-

sorts would. need to be studied. in order to understand why some have
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status as "art", and why some have been left out. The value systems
underlying a work, the value systems of the work’s targetted audien.ce, and
the work’s role in intensifymg cultural misunderstandings or in opening the
doors of other cultures previously .closed off to us, and the influence of
popular culture and mass media on the visual images we have of ourselves
and our place in the world: aH. these are appfopriate material for study. An
alternative model would have to be developed, using several perspectives
to enrich persénal experience, The study of art would have to be’
approached not only fram the perspective of the artist or art historian, as
is typically the case now, The study of art would also hax)e to include the
study of art from the perspectives of the sociologist and anthropologist of
art,-for example, The motiVations of students’ own art pronction and art-
study would havé to be given émphasis in aft programs. It is nét enough
for art students to take up an existibng style or perspective on art, even if
it is consistent with postmodernist. sentiments, without fully understanding
its social coordinates, its functions, meanings and impllications for current
pluralistic society, Any one perspective is not necessarily right or wrong,
but st_udents should recognize that it is incémplete and serves ideological
and institutional interests, An» art program in universities would have to
make art »kndwle’dge problematic. for its students_ Arff -knowledge should

never be treated as fixed, predetermined, or value-free,

it may be that the tools needed to effect such a change in art programs
would have to come from disciplines outside the university fine art -

department, ‘An art department cannot be a student’s primary source of
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critical theory, phenomenology, hsrmeneutics, Marxism, feminism, politics,
economics, modern cultural history, semiology, anthrapology, as well as art
production, A ‘more significant reasan has to do with the power of the
resistance of existing disciplinary bdundariss, Like any. other squect
specialty in education, art is differentiated, insulated, and blocked into a
timeta‘ble_ it s shabed by the social .v_framewo‘rks of -tite ,uriiversity,
Attempts to break through disciplinary» boundaries - from within the art
.discipline are impeded by strong knowledge bountjaries maintained through
the . discipline allegiances of artists and administrators who protect their
occupational ‘status, Individuals, as part of institutibns, pose. resist-ance, The
‘major stakeholders of the existing model of art study are the artists within
art programs who have deveioped strong commitments‘to -and .expertise in
the activities of the fine art tradition, Their fine art skiils and knowle'dge
have,‘in the past, provided ‘them with cultural capital, As with economic.
_capital, they are likely to resist change that threatens to altet, devalue, or
'deplete their. stock of capital, Unless patterns of inter_action 'ambng
individualsbin the educational community‘ change substantially, there will
- continue to be little debate about alternative conceptions. of art, Withinlthe
"visibls »collegeS" promoted by disciplinary boundar'ies,,individuals‘ converse
primarily with vothers who already share much »of their basib»otientation ayn(-j
Values (Apple, 1974), When the activities of artists and art students. are not
open .to challettgeibby others”of ‘differ‘ent orientatiovns, there is little
necessity - for these» artists v and . art students - to seriously sontemplate
“alternative perspectives, lncreased'v dist:ourse between dvepar»tménts, and the

addition to existing art programs of courses in the soc'iolog’y, economics,
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politics and anthrolopology of the arts offer the best chance of providing
art students w.ith the tools needed to efféct significant changes in art
knowledge, when they in turn assume positions of .influence in their art

world and in education,

-Knowledge is both a social product_and a factor in social ch_ange,
_Postmodernisf thinking can. be a potent factor in social change, it holds the
best answer we haye now for the well-being of art both in education and
in society, In effecting social change, postmodernists would find it very
much to their advantage to .consider seriously the university art .department
as the institutional and cultural basis of art knowledge in society? and
hence pivotal to change, They Would also find it in their ‘interest to hold
the university. to its self—-apbointed role  of honoring developments in
knowledge and of providing a critical analysis of existing institutions,
including - itself. The development of critical -perspectiveé " within  the
educational community‘v can becorﬁe a major force in developing alternative ‘.
art programs; programs that .can in turn challenge the institutional structures
and assumptions of the existing social order that hinder the emerbgence' of

a society which respects and reveres cultural diveréity,

NOTES

! A "manifest function”, as Robert Merton (1957) defined it, is overt,
intended, and publicly recognized, Manifest functions "are those
objective consequences contributing to ‘the adjustment or adaptation of
the system which are intended and recognized by participants in the
system™ (p. 105), "Latent functions", on the other hand, are "those
which are neither intended nor recognized”,

The same social structure or institution may produce both manifest
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and latent functions at the same time, Both may have aspects which
are both positive or negative (dysfunctional). To place the functions
outlined in this study in either one or the other category would be, in
many cases, somewhat arbitrary and unnecessary,

Frank Young (1964), in his /nitiation ceremonies: A cross-cultural study
of status dramatization, demonstrates that as formal educational
institutions penetrate the structure of tribal society, local rituals
decline, See also the studies about socialization by Becker (1961) and
Olesen and Whittaker (1968).

Anyon (1979, p. 379) writes this about the qualified school knowiedge
that reflects class interest: v

A whole range of curriculum selections favors the interests
of the wealthy "~ and powerful. Although presented as
unbiased, the historical interpretations provide ideological
“justification for the activities and perogatives of these
groups and do not legitimize points of view and priorities
of groups that compete with these established interests for
social acceptance and support.

Although Chapman, for example, may recognize the ideological
underpinnings of the Getty Foundation’s discipline-based model of art
education and its social and. cultural implications for schools and for
society, the examples she has chosen for -her textbook - series
(Chapman,- 1985) to illustrate concepts of art history and art criticism
are mostly works of high art sanctioned by the "Great ‘Tradition". In
addition, a large proportion of the art production exercises emphasize
formalist, technical, and expressive concerns of the western fine art
categories of painting, sculpture, and so on.
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