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éxperience to take on a sense of profound meaning-ihar
rakens us to ourselves and Lhe world is consummated,
tlierc is art, lt 15 pcrhapq be cause ol’ Lms that_ Dewcy ab-

. problcms which have troubled phﬂosophets an
“mjbre hard and fast dualisms than any other theme of
thought” (Dewey, 1081, D. 293).
"o [Seealso EXpresmon Theory of Art 1
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THO\lAS ALE\A_\DER

Experxence and the Orgamc Unity -
--of Artworks

]ohn De\\ evs aesthatlcs can be- naturallv v1eued from wo
. ratherdistinct angles=—=the one emphasmmg the experiential
process leadmg 10 consummauon. the other accentuatmg
the immediacy-and intensity of discrete moments within
thag:process. His enfire theors.of art OWES much of'its inter-
" estyas well as its appltcablll Bevond the experie]
__proper; to the wedding ‘of thése two theoreuv | eléments
(the-aspects. ‘of instummentality and in

;. TeSpec-

nvely), 4nd this gets artcilated.in Dewey s doetrme of or-..

ganic uniry. :

- Traditonally, the déettine of-organic unity in art, or “aes-
‘thetic oryamf_:lsm” réfers to a certain kind of formalinter-
relatedness 'th‘at':'i's alleged to hold armorig ¢lements withir an
artwork Where these parts maintain 8!

. -¢ach-other that-the nature of the whole cannot rc51St rm
teration in any-of essentlal components. o

Wlthout f ther spec1fymg the atare of ‘the ““holes

course altered when one- of its elements changes \‘v :
 ditional e\ponents of the theor\ have mamtf\med \nsteacl

W, hole 18 more than ]let the sum oi 1ts parts

ant mystery of the other. Whetever the potennality of " “the

.The artwo l; is the arnfact uovkzng——wormn"
: e‘cpenences as complete, as full,

nce of art

h close affiniey with =

: tlstot_le l1elcl in-.

hePoettes that a well-crafted drama presents “a single p
of-aetion” having a “beginning, middle, and end.” And E

malists like Clive Bell insisted thataesthetic experience cap= =

ure the “significant” form of the artwork in an immediate
apprehension of an irreducible quality of the work as a har-
monious whole. Dewey’s own view, as stated in Art as Expe-
rience and elsewhere, remains a classical one in just this
sense.

-But Dewey's aesthetic theory is not, like the Formaliss’; &

“yiew about the inherent qualities of the physical artifaet,

and. for. that reason’ thts aspect of Dewev sharcs mteresnng‘ =

% notmn of “artlsuc 1denuﬁcauon”) F

. phvsmal artifact itself is not in fact the “work of art” at all,,

and use of familiar expressions such as “the art object” can
be seriously misleading. This is nat perhaps as odd as it may

at first seem (even given the fact that Dewey's view implies
mat a new work of art is cteau:d in ‘Lhc percepuon of each

1nqu1r3 is th "label we give 1o the mtemlonal ‘bcus of Droce-
dures _we undertake in relanon 108 sltuauon we wint to

possible (“The Phﬂosophv of the :\rts, p. 364) The phi /Si<
cal arttfact isan oceasion fora certaln sortof mh.racnon be—
vecn perc1p1ent and ob;ect, and Lhe ‘pervasive quahtv of




B 'ﬁeﬁe);s ‘Bwn "Eﬂéﬁége“ here, 1
straightforward. He declares; forexa
of the full import of a work of art “orily as we go through

through in producing the work” (Arz as Expertence, p. 328).
This might seem to commit Dewey to a strong and perhaps
suspect theory of art as communication, but this could eas-
] ily be riisleading. Whar is involved here for the viewerisa
“communication” of a rather odd sort—not the reception

i

_proper. But recent commentators have corme to regard this -
ag'a major source of interest: Virtually the whole of Dewey'’s

our own vital processes the processes the artist went

ture work, and much of what he did prior, is grounded
his wider views about the aesthetics of “experience. For ~

this Dewey has stretched not just the concept of “aesthet- e
ics” but also “experience” far beyond its familiar connota- =+ 5.
tions. “Experience” for Dewey is not simply a phenomeno- - .

logical categery. The term is a placeholder for the complex -

of operations and apprehensions that occur in what he calls © °

“the interactive situation”—which'is his wray of describing

the functional relationship between the human organism .
“%nd its environment. All perceived quahues memselvcsf"

m this kind of complex, but

ell s cognitive) through Hal process: dn

that case, and in the presence of appropriate environmental =+ -
conditions, the result is a partcular “system”—an assembly 1
of parts connected together so that a particular end (con- =%

limmation) is attained. Dewey’s familiar mode] here is bio-

-logical (as in the case of the respiratory system of the hu- =
fian body, comprising the lungs and their associated vessels . '
~"and airways). Buthe-extends the reach-of such a systembes

1 of information, nor any direct intuition of the historical
;. artist’s state of mind. What is really crucial for Dewey is the .
3 notion that intelligence; as it applies to aesthetic perception;.
i has certain constant fedtures that are modeled after ardstic .
b creativity itself and that make Up the generalieontours of the..~ i
process of aesthetic appreg n. This ,mv,,c_:_l /e8 most prcm1~'
; nently a “regulation by an unde d pervasive qual: ;.
X iy” (“Qualitative Thought,” p. 246) Here we have one of
] the driving ideas behind not only Dewey’s aesthetics but his
enare philosophical enterprise as well. “Conrrol by a single, ..
§ pervasive quality” for Dcwcy implies both a scnsitivity t ‘
¥
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-

yond the boundaries of the organism proper, to includenot. - :
siily:external elements that
sent state of the organism,

also futire conditions that-

ducé toplcs tha

. onally, tend
have not been consxdered cspec1ally ’elevant to aesthech' '

berg's. wew_"of a “self- crmcal b

temporally coexist with the pre=. .

ssthetic theory. If we identify “mods’ - -
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does riot hold rhat preoccupauon wnh matenai D opem

”

_ we 1dent1fy “postmodermsm w1th the Derridean: re]ecﬁon
‘of any fixed frame for the artwork that could definitively set
it apart from “outside” elements, then Dewey is no post-

" ‘modernist either because he holds that experience itself

does naturally exhibit structures of organic unity that define

.. dnteractive situatons. Here, as Richard Shusterman has

“pointed out (Pragmatist Aesthetics, pp. 71ff.), the contention

- between Dewey and postmodernism is not over the notion
of organig unity per se but rather over the priority one
should ascribe to the experience of aesthetic richness.
Dewey takes such experience to be of supreme value for

human life, and:this fact he believes should-determine our: -

crifical interests in art. His theory-of 6fganic unity i in-
~tended to provide a basnc naturalisti¢: framework for those
criticalinterests:
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DICKIE 'GEORG’E (b 1926),eentemf>orary Amen'can

phﬂosophy of ‘art. Among

butionsare his attacks onkey asp ec;s of mdely held aestheqc o
- theories and his-creation and critical development of the ne

Aristotle; Paetzcs In The Baszc Wark: of Aristotle, edited by Richard

Artworld ? Journal of thlosophy 61.19 (Octo~

stitutional theory of -art. His critiqie of aesthetic ‘theory ad-
dresses a number of theses about what is involved in people’s:

experiencing something’s aesthetic qualites (and associated
theses about aesthetic objects), whereas his Institutional
Theory provides an account of the concept of art that locates
art's essence within a special category of social practices at-
tributed to a social group Dickie calls the artworld,

A widely held view among aesthetic theorists is that
someone must in some way invoke a special mode of per-
ception in himself or herself in order to experience some-~
thing's aesthetic qualities (or in‘order to experience some-
thing as an aesthetic object). Invoking this special mode of
perception is commonly equated with adopting a special at-
titude toward what is being experienced, a disinterested at-
titude, for example. Speaking generally, Dickie shows that
experiencing aesthetic qualities cannot require adopting a
special attitude by providing counterexamples to the vari-
ous attempts philosophers have made to show that there is a
distinct kind of experience (properly classified as aesthetic
experience) that people must have in order to experience
something’s aesthetic qualities, and that having this kind of
experience requires adopting a special atutude [See Atu—
tude, article on Aesthetc Atutucle ]

“Early on in his atmck on aestheuc attitude theonsts, chkle

argued against the view that experiencing something’s aes-

thetic qualities Tequired attending to it disinterestedly. He

‘_ did thlS by providing examples 16 show that the differerice

eople aré experiencing something’s aesthetic
d people who are experiencing the same. objest
:g aware of i lts aesthetic qualities merelyisa func-
non of wh h charattéristics of the thing each person is ‘pay-

1 ",entlon to, regardless of the interests monvaung his or

explainéd: by what is belng attcnded o, ot the mode of at=1

tention; itis ot necessary to introduce nonons like dlsmter- o

'ested attenuon or other spcc1a1 modes of percepnon (1dent1—

“aesthetic and nonaesthetlc percepnon, .,w ere these WO
modes of percepnen are: chstmguxshed by reference to.three

i cepuon He then provxded examples to sh W rhat someone




