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PREFACE

IN THE winter and spring of 1031,1 was invited to give a series
of ten lectures at Harvard University. The subject chosen was
the Philosophy of Art; the lectures are the origin of the present
volume. The Lectureship was founded in memory of William
James and I esteem it a great honor to have this book associated

even indirectlywith his distinguished name. It is a pleasure, also,
te recall, in connection with the lectures, the unvarying kindness
and hospitality of my colleagues in the department of philosophy
at Harvard.

I am somewhat embarrassed in an effort to acknowledge
indebtedness to other writers on the subject. Some aspects of it
may be inferred from authors mentioned or quoted in the text.
I have read on the subject for many years, however, more or
less widely in English literature, somewhat less in French and

still less in German, and I have absorbed much from sources
which I cannot now directly recall. Moreover, my obligations to

a number of writers are much greater than might be gathered

from allusions to them in the volume itself.

My indebtedness to those who have helped me directly
can be more easily stated. Dr. Joseph Ratner gave me a number

of valuable references. Dr. Meyer Schapiro was good enough to
read the twelfth and thirteenth chapters and to make suggestions
which I have freely adopted. Irwin Edman read a large part of
the book in manuscript and I owe much to his suggestions and
criticism. Sidney Hook read many of the chapters, and their
present form is largely the result of discussions with him; this



statement is especially true of the chapters on criticism and the
last chapter. My greatest indebtedness is to Dr. A. C. Barnes.

The chaptershave been gone over one by one with him, and yet
what I owe to his comments and suggestions on this account is
but a small measure of my debt. I have had the benefit of con

versations with him through a period of years, many of which
occurred in the presence of the unrivaled collection of pictures
he has assembled. The influence of these conversations, together
with that of his books, has been a chief factor in shapingmy own
thinking about the philosophy of esthetics. Whatever is sound in
this volume is due more than I can say to the great educational
work carried on in the Barnes Foundation. That work is of a

pioneer quality comparable to the best that has been done in

any field during the present generation, that of science not ex

cepted. I should be glad to think of this volume as one phase of
the widespread influence the Foundation is exercising.

I am indebted to the Barnes Foundation for permission to
reproduce a number of illustrations and to Barbara and Willard

Morgan for the photographs from which the reproductions were
made.

J. D.
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ART AS EXPERIENCE



CHAPTER I

THE LIVE CREATURE

BY ONE of the ironic perversities that often attend the course
of affairs,the existenceof the works of art upon which forma

tion of an esthetic theory depends has become an obstruction to
theory about them. Forone reason, these works are products that
exist externally and physically. In common conception, the work
of art is often identified with the building, book, painting, or
statue in its existence apart from human experience. Since the
actual workof art is whatthe product does with andin experience,
the resultis not favorable to understanding. In addition, the very
perfection of some of these products, the prestige they possess
because of a long history of unquestioned admiration, creates
conventions that get in the way of fresh insight. When an art
product once attains classic status, it somehow becomes isolated
from the humanconditions under which it wasbroughtinto being
and from the human consequences it engenders in actual life-
experience.

When artistic objects are separated from both conditions
of origin and operation in experience, a wall is built around them
that renders almost opaque their general significance, with which
esthetic theory deals. Art is remitted to a separate realm, where
it is cut off from that association with the materials and aims of
every other form of human effort, undergoing, and achievement.
A primary task is thus imposed upon one who undertakes to write
upon the philosophy of the fine arts. This task is to restore con
tinuity between the refined and intensified forms of experience
that are works of art and the everyday events, doings, and suffer
ings that are universally recognized to constitute experience.
Mountain peaks do not float unsupported; they do not even just
rest upon the earth. They are the earth in one of its manifest oper
ations. It is the business of those who are concerned with the
theory of the earth, geographers and geologists, to make this fact
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evident in its various implications., The theorist who would deal
philosophically with fine art has a like task to accomplish.

If one is willing to grant this position, even if only by way
of temporary experiment, he will see that there follows a conclu
sion at first sight surprising. In order to understand the meaning
of artistic products, we have to forget them for a time, to turn
aside from them and have recourse to the ordinary forces and
conditionsof experience that we do not usually regardas esthetic.
We must arrive at the theory of art by means of a detour. For
theory is concerned with understanding, insight, not without ex
clamations of admiration, and stimulation of that emotional out
burst often called appreciation.It is quite possible to enjoy flowers
in their colored form and delicate fragrance without knowing any
thing about plants theoretically. But if one sets out to understand
the flowering of plants, he is committed to finding out something
about the interactions of soil, air, water and sunlight that con
dition the growth of plants.

By common consent, the Parthenon is a great work of
art. Yet it has esthetic standing only as the work becomes an
experience for a human being. And, if one is to go beyond per
sonal enjoyment into the formation of a theory about that large
republic of art of which the building is one member, one has to
be willing at some point in his reflections to turn from it to the
bustling, arguing, acutely sensitive Athenian citizens, with civic
sense identified with a civic religion, of whose experience the
temple was an expression, and who built it not as a work of art
but as a civic commemoration. The turning to them is as human
beings who had needs that were a demand for the building and
that were carried to fulfillment in it; it is not an examination
such as might be carried on by a sociologist in search for material
relevant to his purpose. The one who sets out to theorize about
the esthetic experience embodied in the Parthenon must realize
in thought what the people into whose lives it entered had in
common, as creators and as those who were satisfied with it, with
people in our own homes and on our own streets.

In order to understand the esthetic in its ultimate and

approved forms, one must begin with it in the raw; in the events
and scenes that hold the attentive eye and ear of man, arous
ing his interest and affording him enjoyment as he looks and
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listens: the sights that hold the crowd—the fire-engine rushing
by; the machines excavating enormous holes in the earth; the
human-fly climbing the steeple-side; the men perched high in air
on girders, throwing and catching red-hot bolts. The sources of
art in human experience will be learned by him who sees how
the tense grace of the ball-player infects the onlooking crowd;
who notes the delight of the housewife in tending her plants, and
the intent interest of her goodman in tending the patch of green
in front of the house; the zest of the spectatorin poking the wood
burning on the hearth and in watching the darting flames and
crumbling coals. These people, if questioned as to the reason for
their actions, would doubtless return reasonable answers. The
man who poked the sticks of burning wood would say he did it
to make the fire burn better; but he is nonethe less fascinated by
the colorfuldramaof changeenactedbefore his eyes and imagina
tively partakes in it. He does not remain a cold spectator. What
Coleridge said of the reader of poetry is true in its way of all who
are happily absorbed in their activities of mind and body: "The
reader should be carried forward, not merely or chiefly by the
mechanical impulse of curiosity, not by a restless desire to arrive
at the final solution, but by the pleasurable activity of the journey
itself."

The intelligent mechanic engaged in his job, interested in
doing well and finding satisfaction in his handiwork, caring for
his materials and tools with genuine affection, is artistically en
gaged. The difference between such a worker and the inept and
carelessbungler is as great in the shop as it is in the studio. Often
times the product may not appeal to the esthetic sense of those
who use the product. The fault, however, is oftentimes not so
much with the worker as with the conditions of the market for

which his product is designed.Were conditions and opportunities
different, things as significant to the eye as those produced by
earlier craftsmen would be made.

So extensive and subtly pervasive are the ideas that set
Art upon a remote pedestal, that many a person would be repelled
rather than pleased if told that he enjoyed his casual recreations,
in part at least, because of their esthetic quality. The arts which
today have most vitality for the average person are things he
does not take to be arts: for instance, the movie, jazzed music,
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the comic strip, and, too frequently, newspaper accounts of love-
nests, murders, and exploits of bandits. For, when what he knows
as art is relegated to the museum and gallery, the unconquerable
impulse towards experiences enjoyable in themselves finds such
outlet as the daily environment provides. Many a person who
protests against the museum conception of art, still shares the
fallacy from which that conception springs. For the popular
notion comes from a separation of art from the objects and scenes
of ordinary experience that many theorists and critics pride
themselves upon holding and even elaborating. The times when
select and distinguished objects are closely connected with the
products of usual vocations are the times when appreciation of
the former is most rife and most keen. When, because of their
remoteness, the objects acknowledged by the cultivated to be
works of fine art seem anemic to the mass of people, esthetic
hunger is likely to seek the cheap and the vulgar.

The factors that have glorified fine art by setting it upon
a far-off pedestal did not arise within the realm of art nor is
their influence confined to the arts. For many persons an aura
of mingled awe and unreality encompasses the "spiritual" and
the "ideal" while "matter" has become by contrast a term of
depreciation, something to be explained away or apologized for.
The forces at work are those that have removed religion as well
as fine art from the scope of the common or community life. The
forces have historically produced so many of the dislocations and
divisions of modern life and thought that art could not escape
their influence. We do not have to travel to the ends of the earth

nor return many millennia in time to find peoples for whom every
thing that intensifies the sense of immediate living is an object
of intense admiration. Bodily scarification, waving feathers, gaudy
robes, shining ornaments of gold and silver, of emerald and jade,
formed the contents of esthetic arts, and, presumably, without the
vulgarity of class exhibitionism that attends their analoguestoday.
Domestic utensils, furnishings of tent and house, rugs, mats, jars,
pots, bows, spears, were wrought with such delighted care that
today we hunt them out and give them places of honor in our
art museums. Yet in their own time and place, such things were
enhancements of the processes of everyday life. Instead of being
elevated to a niche apart, they belongedto display of prowess, the
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manifestation of group and clan membership, worship of gods,
feasting and fasting, fighting, hunting, and all the rhythmic
crises that punctuate the stream of living.

Dancing and pantomime, the sources of the art of the
theater, flourished as part of religious rites and celebrations.
Musical art abounded in the fingering of the stretched string, the
beating of the taut skin, the blowing with reeds. Even in the caves,
human habitations were adorned with colored pictures that kept
alive to the senses experiences with the animals that were so
closely bound with the lives of humans. Structures that housed
their gods and the instrumentalities that facilitated commerce
with the higher powers were wrought with especial fineness. But
the arts of the drama, music, painting, and architecture thus
exemplified had no peculiar connection with theaters, galleries,
museums. They were part of the significant life of an organized
community.

The collective life that was manifested in war, worship,
the forum, knew no division between what was characteristic of
these places and operations, and the arts that brought color,
grace, and dignity, into them. Painting and sculpture were organi
cally one with architecture, as that was one with the social purpose
that buildings served. Music and song were intimate parts of
the rites and ceremonies in which the meaning of group life was
consummated. Drama was a vital reenactment of the legends and
history of group life. Not even in Athens can such arts be torn
loose from this setting in direct experience and yet retain their
significant character. Athletic sports, as well as drama, celebrated
and enforced traditions of race and group, instructing the people,
commemorating glories, and strengthening their civic pride.

Under such conditions, it is not surprising that the
Athenian Greeks, when they came to reflect upon art, formed
the idea that it is an act of reproduction, or imitation. There are
many objections to this conception. But the vogue of the theory
is testimony to the close connection of the fine arts with daily
life; the idea would not have occurred to any one had art been
remote from the interests of life. For the doctrine did not signify
that art was a literal copying of objects, but that it reflected the
emotions and ideas that are associated with the chief institutions

of social life. Plato felt this connection so strongly that it led him
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to his idea of the necessity of censorship of poets, dramatists, and
musicians. Perhaps he exaggerated when he said that a change
from the Doric to the Lydian mode in music would be the sure
precursor of civic degeneration. But no contemporary would have
doubted that music was an integral part of the ethos and the
institutions of the community. The idea of "art for art's sake"
would not have been even understood.

There must then be historic reasons for the rise of the
compartmental conception of fine art. Our present museums and
galleries to which works of fine art are removed and stored illus
trate some of the causes that have operated to segregate art
instead of finding it an attendant of temple, forum, and other
forms of associated life. An instructive history of modern art
could be written in terms of the formation of the distinctively
modern institutions of museum and exhibition gallery. I may
point to a few outstanding facts. Most European museums are,
among other things, memorials of the rise of nationalism and
imperialism. Every capital must have its own museum of paint
ing, sculpture, etc., devoted in part to exhibiting the greatness of
its artistic past, and, in other part, to exhibiting the loot gathered
by its monarchsin conquestof other nations; for instance,the ac
cumulations of the spoils of Napoleon that are in the Louvre. They
testify to the connection between the modern segregation of art
and nationalism and militarism. Doubtless this connection has

served at times a useful purpose, as in the case of Japan, who,
when she was in the process of westernization, saved much of her
art treasures by nationalizing the temples that contained them.

The growth of capitalism has been a powerful influence in
the development of the museum as the proper home for works of
art, and in the promotion of the idea that they are apart from the
common life. The nouveaux riches, who are an important by
product of the capitalist system, have felt especially bound to
surround themselves with works of fine art which, being rare, are
also costly. Generally speaking, the typical collector is the typical
capitalist. For evidence of good standing in the realm of higher
culture, he amasses paintings, statuary, and artistic bijoux, as his
stocks and bonds certify to his standing in the economic world.

Not merely individuals, but communities and nations, put
their cultural good taste in evidence by building opera houses,
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galleries, and museums. These show that a community is not
wholly absorbed in material wealth, because it is willing to spend
its gains in patronage of art. It erects these buildings and col
lects their contents as it now builds a cathedral. These things re
flect and establish superior cultural status, while their segregation
from the common life reflects the fact that they are not part of a
native and spontaneous culture. They are a kind of counterpart
of a holier-than-thou attitude, exhibited not toward persons as
such but toward the interests and occupations that absorb most
of the community's time and energy.

Modern industry and commerce have an international
scope. The contents of galleriesand museums testify to the growth
of economic cosmopolitanism. The mobility of trade and of popu
lations, due to the economic system, has weakened or destroyed
the connection between works of art and the genius loci of which
they were once the natural expression. As works of art have lost
their indigenous status, they have acquired a new one—that of
being specimens of fine art and nothing else. Moreover, works of
art are now produced, like other articles, for sale in the market.
Economic patronage by wealthy and powerful individuals has at
many times played a part in the encouragement of artistic pro
duction. Probably many a savage tribe had its Maecenas. But
now even that much of intimate social connection is lost in the

impersonality of a world market. Objects that were in the past
valid and significant because of their place in the life of a com
munity now function in isolation from the conditions of their
origin. By that fact they are also set apart from common experi
ence, and serve as insignia of taste and certificates of special
culture.

Because of changes in industrial conditions the artist has
been pushed to one side from the main streams of active interest.
Industry has been mechanized and an artist cannot work me*
chanically for mass production. He is less integrated than for
merly in the normal flow of social services. A peculiar esthetic
"individualism" results. Artists find it incumbent upon them to
betake themselves to their work as an isolated means of "self-

expression." In order not to cater to the trend of economic forces,
they often feel obliged to exaggerate their separateness to the
point of eccentricity. Consequently artistic products take on to a
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still greater degree the air of something independent and esoteric.
Put the action of all such forces together, and the condi

tions that create the gulf which exists generally between producer
and consumer in modern society operate to create also a chasm
between ordinary and esthetic experience. Finally we have, as the
record of this chasm, accepted as if it were normal, the philosophies
of art that locate it in a region inhabited by no other creature,
and that emphasize beyond all reason the merely contemplative
character of the esthetic. Confusion of values enters in to accentu

ate the separation. Adventitious matters, like the pleasure of
collecting, of exhibiting, of ownership and display, simulate
esthetic values. Criticism is affected. There is much applause
for the wonders of appreciation and the glories of the tran
scendent beauty of art indulged in without much regard to ca
pacity for esthetic perception in the concrete.

My purpose, however, is not to engage in an economic
interpretation of the history of the arts, much less to argue that
economic conditions are either invariably or directly relevant to
perception and enjoyment, or even to interpretation of individual
works of art. It is to indicate that theories which isolate art and

its appreciation by placing them in a realm of their own, discon
nected from other modes of experiencing, are not inherent in the
subject-matter but arise because of specifiable extraneous condi
tions. Embedded as they are in institutions and in habits of life,
these conditions operate effectively because they work so uncon
sciously. Then the theorist assumes they are embedded in the
nature of things. Nevertheless, the influence of these conditions
is not confined to theory. As I have already indicated, it deeply
affects the practice of living, driving away esthetic perceptions
that are necessaryingredients of happiness, or reducing them to
the level of compensating transient pleasurable excitations.

Even to readers who are adversely inclined to what has
been said, the implications of the statements that have been
made may be useful in defining the nature of the problem: that
of recovering the continuity of esthetic experience with normal
processes of living. The understanding of art and of its rdle in
civilization is not furthered by setting out with eulogies of it
nor by occupying ourselves exclusively at the outset with great
works of art recognized assuch. The comprehension which theory
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essays will be arrived at by a detour; by going back to experi
ence of the common or mill run of things to discover the esthetic
quality such experience possesses. Theory can start with and
from acknowledged works of art only when the esthetic is already
compartmentalized, or only when works of art are set in a niche
apart instead of being celebrations, recognized as such, of the
things of ordinary experience. Even a crude experience, if au
thentically an experience, is more fit to give a clue to the intrinsic
nature of esthetic experience than is an object already set apart
from any other mode of experience. Following this clue we can
discover how the work of art develops and accentuates what is
characteristically valuable in things of everyday enjoyment. The
art product will then be seen to issue from the latter, when the
full meaning of ordinary experience is expressed, as dyes come
out of coal tar products when they receive special treatment.

Many theories about art already exist. If there is justifica*
tion for proposing yet another philosophy of the esthetic, it must
be found in a new mode of approach. Combinations and permuta
tions among existing theories can easily be brought forth by those
so inclined. But, to my mind, the trouble with existing theories
is that they start from a ready-made compartmentalization, or
from a conception of art that "spiritualizes" it out of connection
with the objects of concrete experience. The alternative, however,
to such spiritualization is not a degrading and Philistinish ma
terialization of works of fine art, but a conception that discloses
the way in which these works idealize qualities found in common
experience.Were works of art placed in a directly human context
in popular esteem, they would have a much wider appeal than
they can have when pigeon-hole theories of art win general
acceptance.

A conception of fine art that sets out from its connection
with discovered qualities of ordinary experience will be able
to indicate the factors and forces that favor the normal de

velopment of common human activities into matters of artistic
value. It will also be able to point out those conditions that arrest
its normal growth. Writers on esthetic theory often raise the
question of whether esthetic philosophy can aid in cultivation of
esthetic appreciation. The question is a branch of the general
theory of criticism, which, it seems to me, fails to accomplish
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its full office if it does not indicate what to look for and what to
find in concrete esthetic objects. But, in any case, it is safe to
say that a philosophy of art is sterilized unless it makesus aware
of the function of art in relation to other modes of experience,
and unless it indicates why this function is so inadequately
realized, and unless it suggests the conditions under which the
office would be successfully performed.

The comparison of the emergence of works of art out of
ordinary experiences to the refining of raw materials into valuable
products may seem to some unworthy, if not an actual attempt
to reduce works of art to the status of articles manufactured for
commercial purposes. The point, however, is that no amount of
ecstatic eulogy of finished works can of itself assist the under
standing or the generation of suchworks. Flowers canbe enjoyed
without knowing about the interactions of soil, air, moisture,
and seedsof which they are the result. But they cannot be under
stood without taking just these interactions into account—and
theory is a matter of understanding. Theory is concerned with
discovering the nature of the production of works of art and of
their enjoyment in perception. How is it that the everyday making
of things grows into that form of making which is genuinely
artistic? How is it that our everyday enjoyment of scenes and
situations develops into the peculiar satisfaction that attends the
experience which is emphatically esthetic? These are the ques
tions theory must answer. The answers cannot be found, unless
we are willing to find the germs and roots in matters of experi
ence that we do not currently regard as esthetic. Having dis
covered these active seeds, we may follow the course of their
growth into the highest forms of finished and refined art.

It is a commonplace that we cannot direct, save acciden
tally, the growth and flowering of plants, however lovely and
enjoyed, without understandingtheir causal conditions. It should
be just a commonplace that esthetic understanding—as distinct
from sheer personal enjoyment—must start with the soil, air, and
light out of which things esthetically admirable arise. And these
conditions are the conditions and factors that make an ordinary
experience complete. The more we recognize this fact, the more
we shall find ourselves faced with a problem rather than with
a final solution. // artistic and esthetic quality is implicit in every
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normal experience, how shall we explain how and why it so gen
erally fails to become explicit? Why is it that to multitudes art
seemsto be an importation into experience froma foreign country
and the esthetic to be a synonym for something artificial?

WE cannot answer these questions any more than we can trace
the development of art out of everyday experience, unless we
have a clear and coherent idea of what is meant when we say
"normal experience." Fortunately, the road to arriving at such
an idea is open and well marked. The nature of experience is
determined by the essential conditions of life. While man is other
than bird and beast, he shares basic vital functions with them and
has to make the same basal adjustments if he is to continue the
process of living. Having the same vital needs, man derives the
means by which he breathes, moves, looks and listens, the very
brain with which he coordinates his senses and his movements,
from his animal forbears. The organs with which he maintains
himself in being are not of himself alone, but by the grace of
struggles and achievements of a long line of animal ancestry.

Fortunately a theoryof the place of the esthetic in experi
ence does not have to lose itself in minute details when it starts
with experience in its elemental form. Broad outlines suffice. The
first great consideration is that life goes on in an environment;
not merely in it but because of it, through interaction with it. No
creature lives merely under its skin; its subcutaneous organs are
means of connection with what lies beyond its bodily frame, and
to which, in order to live, it must adjust itself, by accommodation
and defense but also by conquest. At every moment, the living
creature is exposed to dangers from its surroundings, and at every
moment, it must draw upon something in its surroundings to
satisfy its needs. The career and destiny of a living being are
bound up with its interchanges with its environment, not ex
ternally but in the most intimate way.

The growl of a dog crouching over his food, his howl in
time of loss and loneliness, the wagging of his tail at the return
of his human friend are expressions of the implication of a liv
ing in a natural medium which includes man along with the ani
mal he has domesticated. Every need, say hunger for fresh air
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or food, is a lack that denotes at least a temporary absence of
adequate adjustment with surroundings. But it is also a demand,
a reaching out into the environment to make good the lack and to
restore adjustment by building at least a temporary equilibrium.
Life itself consists of phases in which the organism falls out of
step with the march of surrounding things and then recovers
unison with it—either through effort or by some happy chance.
And, in a growing life, the recovery is never mere return to a
prior state, for it is enriched by the state of disparity and re
sistance through which it has successfully passed. If the gap be
tween organism and environment is too wide, the creature dies.
If its activity is not enhanced by the temporary alienation, it
merely subsists. Life grows when a temporary falling out is a
transition to a more extensive balance of the energies of the or
ganism with those of the conditions under which it lives.

These biological commonplaces are something more than
that; they reach to the roots of the esthetic in experience. The
world is full of things that are indifferent and even hostile to life;
the very processes by which life is maintained tend to throw it
out of gear with its surroundings. Nevertheless, if life continues
and if in continuing it expands, there is an overcoming of factors
of opposition and conflict; there is a transformation of them
into differentiated aspects of a higher powered and more signifi
cant life. The marvel of organic, of vital, adaptation through ex
pansion (instead of by contraction and passive accommodation)
actually takes place. Here in germ are balance and harmony at
tained through rhythm. Equilibrium comes about not mechanically
and inertly but out of, and because of, tension.

There is in nature, even below the level of life, something
more than mere flux and change. Form is arrived at whenever a
stable, even though moving, equilibrium is reached. Changes in
terlock and sustain one another. Wherever there is this coherence

there is endurance. Order is not imposed from without but is
made out of the relations of harmonious interactions that energies
bear to one another. Because it is active (not anything static be
cause foreign to what goes on) order itself develops. It comes
to include within its balanced movement a greater variety of
changes.

Order cannot but be admirable in a world constantly
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threatened with disorder—in a world where living creatures can
go on living only by taking advantage of whatever order exists
about them, incorporating it into themselves. In a world like ours,
every living creature that attains sensibility welcomes order with
a response of harmonious feeling whenever it finds a congruous
order about it.

For only when an organism shares in the ordered rela
tions of its environment does it secure the stability essential to
living. And when the participation comes after a phase of dis
ruption and conflict, it bears within itself the germs of a con
summation akin to the esthetic.

The rhythm of loss of integration with environment and
recovery of union not only persists in man but becomes conscious
with him; its conditions are material out of which he forms pur
poses. Emotion is the conscious sign of a break, actual or im
pending. The discord is the occasion that induces reflection.
Desire for restoration of the union converts mere emotion into

interest in objects as conditions of realization of harmony. With
the realization, material of reflection is incorporated into objects
as their meaning. Since the artist cares in a peculiar way for the
phase of experience in which union is achieved, he does not shun
moments of resistance and tension. He rather cultivates them, not
for their own sake but because of their potentialities, bringing to
living consciousness an experience that is unified and total. In
contrast with the person whose purpose is esthetic, the scientific
man is interested in problems, in situations wherein tension be
tween the matter of observation and of thought is marked. Of
course he cares for their resolution. But he does not rest in it;
he passes on to another problem using an attained solution only
as a stepping stone from which to set on foot further inquiries.

The difference between the esthetic and the intellectual is

thus one of the place where emphasis falls in the constant rhythm
that marks the interaction of the live creature with his surround

ings. The ultimate matter of both emphases in experience is the
same, as is also their general form. The odd notion that an artist
does not think and a scientific inquirer does nothing else is the
result of converting a difference of tempo and emphasis into a
difference in kind. The thinker has his esthetic moment when

his ideas cease to be mere ideas and become the corporate mean-
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ings of objects. The artist has his problems and thinks as he
works. But his thought is moreimmediately embodied in the ob
ject. Becauseof the comparative remoteness of his end, the scien
tific workeroperates with symbols,wordsand mathematical signs.
The artist does his thinking in the very qualitative media he
works in, and the terms lie so dose to the object that he is pro
ducing that they merge directly into it.

The live animal does not have to project emotions into
the objects experienced. Nature is kind and hateful, bland and
morose, irritating and comforting, long before she is mathemati
cally qualified or even a congeries of "secondary" qualities like
colorsand their shapes. Even such words as long and short, solid
and hollow, still carry to all,but thosewhoare intellectually spe
cialized, a moral and emotional connotation. The dictionary will
inform any one who consults it that the early use of words like
sweet and bitter was not to denote qualities of sense as such but
to discriminate things as favorable and hostile. How could it be
otherwise? Directexperience comes fromnatureand man interact
ing with eachother. In this interaction, humanenergygathers, is
released, dammed up, frustrated and victorious. There are rhyth
mic beats of want and fulfillment, pulses of doing and being
withheld from doing.

All interactions that effect stability and order in the whirl
ing flux of changeare rhythms. There is ebb and flow, systole and
diastole! ordered change. The latter moves within bounds. To
overpass the limits that are set is destruction and death, out of
which, however, new rhythms are built up. The proportionate
interceptionof changes establishes an order that is spatially, not
merely temporally patterned: like the waves of the sea, the rip
ples of sand where waves have flowed back and forth, the fleecy
and the black-bottomed cloud. Contrast of lack and fullness, of
struggle and achievement, of adjustment after consummated ir
regularity, form the drama in which action, feeling, and meaning
are one. The outcome is balance and counterbalance. These are

not static nor mechanical. They express power that is intense
because measured through overcoming resistance. Environing ob
jects avail and countervail.

There are two sorts of possible worlds in which esthetic
experience would not occur. In a world of mere flux, change
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would not be cumulative; it would not move toward a close.
Stability and rest would have no being. Equally is it true, how
ever, that a world that is finished, ended, would have no traits
of suspenseand crisis, and would offer no opportunity for resolu
tion. Where everything is already complete, there is no fulfill
ment. We envisagewith pleasure Nirvana and a uniform heavenly
bliss only because they are projected upon the background of our
present world of stress and conflict. Because the actual world,
that in which we live, is a combination of movement and cul
mination, of breaks and re-unions, the experience of a living
creature is capableof esthetic quality. The live being recurrently
loses and reestablishes equilibrium with his surroundings. The
moment of passage from disturbance into harmony is that of
intensest life. In a finished world, sleep and waking could not be
distinguished. In one wholly perturbed, conditions could not even
be struggled with. In a world made after the pattern of ours,
moments of fulfillment punctuate experience with rhythmically
enjoyed intervals.

Inner harmony is attained only when, by some means,
terms are made with the environment. When it occurs on any
other than an "objective" basis, it is illusory—in extreme cases
to the point of insanity. Fortunately for variety in experience,
terms are made in many ways—ways ultimately decidedby selec
tive interest. Pleasures may come about through chance contact
and stimulation; such pleasures are not to be despised in a world
full of pain. But happiness and delight are a different sort of
thing. They come to be through a fulfillment that reaches to the
depths of our being—one that is an adjustment of our whole
beingwith the conditions of existence. In the process of living,
attainment of a period of equilibrium is at the same time the
initiation of a new relation to the environment, one that brings
with it potencyof new adjustments to be made through struggle.
The time of consummation is also one of beginning anew. Any
attempt to perpetuate beyond its term the enjoyment attending
the time of fulfillment and harmony constitutes withdrawal from
the world. Hence it marks the lowering and loss of vitality. But,
through the phases of perturbation and conflict, there abides the
deep-seated memory of an underlying harmony, the sense of
which haunts life like the sense of being founded on a rock.
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Most mortals are conscious that a split often occurs be
tween their present living and their past and future. Then the
past hangs upon them as a burden; it invades the present with a
sense of regret, of opportunities not used, and of consequences
we wish undone. It rests upon the present as an oppression, in
stead of being a storehouse of resources by which to move con
fidently forward. But the live creature adopts its past; it can
make friends with even its stupidities, using them as warnings
that increase present wariness. Instead of trying to live upon
whatever may have been achieved in the past, it uses past suc
cesses to inform the present. Every living experience owes its
richness to what Santayana well calls "hushed reverberations." *

To the being fully alive, the future is not ominous but a
promise; it surrounds the present as a halo. It consists of possi
bilities that are felt as a possession of what is now and here.
In life that is truly life, everything overlaps and merges.
But all too often we exist in apprehensions of what the future
may bring, and are divided within ourselves. Even when not
overanxious,we do not enjoy the present because we subordinate
it to that which is absent. Because of the frequency of this aban
donment of the present to the past and future, the happy periods
of an experiencethat is now completebecauseit absorbs into itself
memories of the past and anticipationsof the future, come to con
stitute an esthetic ideal. Only when the past ceases to trouble
and anticipations of the futureare not perturbing is a beingwholly
united with his environment and therefore fully alive. Art cele
brates with peculiar intensity the moments in which the past
reenforces the present and in which the future is a quickening
of what now is.

To grasp the sourcesof esthetic experience it is, therefore,
necessary to have recourse to animal life below the human scale.

* "These familiar flowers, these well-remembered bird notes, this sky
with its fitful brightness, these furrowed and grassy fields, each with a sort of
personality given to it by the capricious hedge, such things as these are the
mother tongue of our imagination, the language that is laden with all the
subtle inextricable associations the fleeting hours of our childhood left behind
them. Our delight in the sunshine on the deep-bladed grass today might be no
more than the faint perception of wearied souls, if it were not for the sun
shine and grass of far-off years, which still live in us and transform our per
ception into love." GeorgeEliot in "The Mill on the Floss."
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The activities of the fox, the dog, and the thrush may at least
stand as reminders and symbols of that unity of experience which
we so fractionize when work is labor, and thought withdraws us
from the world. The live animal is fully present, all there, in all
of its actions: in its wary glances, its sharp sniffings, its abrupt
cocking of ears. All senses are equally on the qui vive. As you
watch, you see motion merging into sense and sense into motion
—constituting that animal grace so hard for man to rival. What
the live creature retains from the past and what it expects from
the future operate as directions in the present. The dog is never
pedantic nor academic; for these things ariseonly when the past
is severed in consciousness from the present and is set up as a
model to copy or a storehouse upon which to draw. The past
absorbed into the present carries on; it presses forward.

There is much in the life of the savage that is sodden. But,
when the savage is most alive, he is most observant of the world
about him and most taut with energy. As he watches what stirs
about him, he, too, is stirred. His observation is both action in
preparation and foresight of the future. He is as active through
his whole being when he looks and listens as when he stalks his
quarry or stealthilyretreats from a foe. His senses are sentinels
of immediate thought and outposts of action, and not, as they so
often are with us, mere pathways along which material is gath
ered to be stored away for a delayed and remote possibility.

It is mere ignorance that leads then to the supposition
that connection of art and esthetic perception with experience
signifies a lowering of their significance and dignity. Experience
in the degree in which it is experience is heightened vitality.
Instead of signifying being shut up within one's own pri/ate feel
ings and sensations, it signifies active and alert commerce with
the world; at its height it signifies complete interpenetration of
self and the world of objects and events. Instead of signifying
surrender to caprice and disorder, it affords our sole demonstra
tion of a stability that is not stagnation but is rhythmic and de
veloping. Because experience is the fulfillment of an organism
in its strugglesand achievements in a world of things, it is art in
germ. Even in its rudimentary forms, it contains the promise
of that delightful perception which is esthetic experience.



CHAPTER II

THE LIVE CREATURE AND
"ETHERIAL THINGS"*

WHY IS the attempt to connect the higher and ideal things
of experience with basic vital roots so often regarded as

betrayal of their nature and denial of their value? Why is there
repulsion when the high achievements of fine art are brought
into connection with common life, the life that we share with all
living creatures? Why is life thought of as an affair of low
appetite, or at its best a thing of gross sensation, and ready to
sink from its best to the level of lust and harsh cruelty? A com
plete answer to the question would involve the writing of a history
of morals that would set forth the conditions that have brought
about contempt for the body, fear of the senses, and the opposi
tion of flesh to spirit.

One aspect of this history is so relevant to our problem
that it must receive at least passing notice. The institutional life
of mankind is marked by disorganization. This disorder is often
disguised by the fact that it takes the form of static division into
classes, and this static separation is accepted as the very essence
of order as long as it is so fixed and so accepted as not to gen
erate open conflict. Life is compartmentalized and the institu
tionalized compartments are classified as high and as low; their
values as profane and spiritual, as material and ideal. Interests
are related to one another externally and mechanically, through
a system of checks and balances. Since religion, morals, politics,
business has each its own compartment, within which it is fitting
each should remain, art, too, must have its peculiar and private
realm. Compartmentalization of occupations and interests brings
about separation of that mode of activity commonly called "prac-

*The Sun, the Moon, the Earth and its contents, are material to form
greater things, that is, etherial things—greater things than the Creator him
self made.—John Keats.
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tice" from insight, of imagination from executive doing, of sig
nificantpurpose from work, of emotion from thought and doing.
Each of these has, too, its own place in which it must abide.
Those who write the anatomy of experience then suppose that
these divisions inhere in the very constitution of human nature.

Of much of our experience as it is actually lived under
present economic and legal institutional conditions, it is only too
true that these separations hold. Only occasionally in the lives
of many are the senses fraught with the sentiment that comes
from deep realization of intrinsic meanings. We undergo sensa
tions as mechanical stimuli or as irritated stimulations, without
having a sense of the reality that is in them and behind them: in
much of our experience our different senses do not unite to tell a
common and enlarged story. We see without feeling; we hear,
but only a second-hand report, second hand because not reen-
forced by vision. We touch, but the contact remains tangential
because it does not fuse with qualities of senses that go below
the surface. We use the senses to arouse passion but not to fulfill
the interest of insight, not because that interest is not potentially
present in the exercise of sense but because we yield to condi
tions of living that force sense to remain an excitation on the
surface. Prestige goes to those, who use their minds without par
ticipation of the body and who act vicariously through control of
the bodies and labor of others.

Under such conditions, sense and flesh get a bad name.
The moralist, however, has a truer sense of the intimate connec
tions of sense with the rest of our being than has the professional
psychologist and philosopher, although his sense of these connec
tions takes a direction that reverses the potential facts of our
living in relation to the environment. Psychologist and philoso
pher have in recent times been so obsessed with the problem of
knowledge that they have treated "sensations" as mere elements
of knowledge. The moralist knows that sense is allied with emo
tion, impulse and appetition. So he denounces the lust of the eye
as part of the surrender of spirit to flesh. He identifies the sensu
ous with the sensual and the sensual with the lewd. His moral

theory is askew, but at least he is aware that the eye is not an
imperfect telescope designed for intellectual reception of material
to bring about knowledge of distant objects.
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"Sense" covers a wide range of contents: the sensory, the
sensational, the sensitive, the sensible, and the sentimental, along
with the sensuous. It includes almost everything from bare phys
ical and emotional shock to sense itself—that is, the meaning of
things present in immediate experience. Each term refers to some
real phase and aspect of the life of an organic creature as life
occurs through sense organs. But sense, as meaning so directly
embodied in experience as to be its own illuminated meaning,
is the only signification that expresses the function of senseorgans
when they are carriedto full realization. The sensesare the organs
through which the live creature participates directly in the on
goings of the world about him. In thb participation the varied
wonder and splendor of this world are made actual for him in the
qualities he experiences. This material cannot be opposed to ac
tion, formotorapparatus and "will" itself arethe meansby which
this participation is carried on anddirected. It cannot be opposed
to "intellect," for mind is the means by which participation is
rendered fruitful through sense; by which meanings and values
are extracted, retained, and put to further service in the inter*
courseof the live creature with his surroundings.

Experience is the result, the sign, and the reward of that
interaction of organism and environment which, when it is car
ried to the full, is a transformation of interaction into participa
tion and communication. Since sense-organs with their connected
motor apparatus are the means of this participation, any and
every derogation of them, whether practical or theoretical, is at
once effect and cause of a narrowed and dulled life-experience.
Oppositionsof mind and body, soul and matter, spirit and flesh
all have their origin, fundamentally, in fear of what life may
bring forth. They are marks of contraction and withdrawal. Full
recognition, therefore, of the continuity of the organs,needs and
basic impulses of the human creature with his animal forbears,
implies no necessary reduction of man to the level of the brutes.
On the contrary, it makes possible the drawing of a ground-plan
of human experience upon which is erected the superstructure of
man's marvelous and distinguishing experience. What is distinc
tive in man makes it possible for him to sink below the level of
the beasts. It also makes it possible for him to carry to new and
unprecedented heights that unity of sense and impulse, of brain
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and eye and ear, that is exemplified in animal life, saturating it
with the conscious meanings derived from communication and
deliberate expression.

Man excels in complexity and minuteness of differentia
tions. This very fact constitutes the necessity for many more
comprehensive and exact relationships among the constituents of
his being. Important as are the distinctions and relations thus
made possible, the story does not end here. There are more op
portunities for resistance and tension, more drafts upon experi
mentation and invention, and therefore more novelty in action,
greater range and depth of insight and increase of poignancy in
feeling. As an organism increases in complexity, the rhythms of
struggle and consummation in its relation to its environment are
varied and prolonged, and they come to include within them
selves an endless variety of sub-rhythms. The designs of living
are widened and enriched. Fulfillment is more massive and more

subtly shaded.
Space thus becomes something more than a void in which

to roam about, dotted here and there with dangerous things
and things that satisfy the appetite. It becomes a comprehensive
and enclosed scene within which are ordered the multiplicity of
doings and undergoings in which man engages. Time ceases to be
either the endless and uniform flow or the succession of instan

taneous points which some philosophers have asserted it to be.
It, too, is the organized and organizing medium of the rhythmic
ebb and flow of expectant impulse, forward and retracted move
ment, resistance and suspense, with fulfillment and consumma
tion. It is an ordering of growth and maturations—as James said,
we learn to skate in summer after having commenced in winter.
Time as organization in change is growth, and growth signifies
that a varied series of change enters upon intervals of pause and
rest; of completions that become the initial points of new proc
esses of development. Like the soil, mind is fertilized while it lies
fallow, until a new burst of bloom ensues.

When a flash of lightning illumines a dark landscape, there
is a momentary recognition of objects. But the recognition is not
itself a mere point in time. It is the focal culmination of long,
slow processes of maturation. It is the manifestation of the con
tinuity of an ordered temporal experience in a sudden discrete
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instant of climax. It is as meaningless in isolation as would be
the drama of Hamlet were it confined to a single line or word
with no context. But the phrase "the rest is silence" is infinitely
pregnantas the conclusion of a drama enacted through develop
ment in time; so may be the momentary perception of a natural
scene. Form, as it is present in the fine arts, is the art of making
clear what is involved in the organization of space and time pre
figured in every courseof a developinglife-experience.

Moments and places, despite physical limitation and nar
row localization, are charged with accumulations of long-gath
ering energy. A return to a scene of childhood that was left long
years before floods the spot with a release of pent-up memories
and hopes. To meet in a strange country one who is a casual
acquaintance at home may arouse a satisfaction so acute as to
bring a thrill. Mere recognitions occur only when we are occu
pied with something else than the object or person recognized.
It marks either an interruption or else an intent to use what is
recognized as a means for something else. To see, to perceive, is
more than to recognize. It does not identify something present
in terms of a past disconnected from it. The past is carried into
the present so as to expand and deepen the content of the latter.
There is illustrated the translation of bare continuity of external
time into the vital order and organization of experience. Identifi
cation nods and passes on. Or it defines a passing moment in
isolation, it marks a dead spot in experience that is merely filled
in. The extent to which the process of living in any day or hour is
reduced to labeling situations, events, and objects as "so-and-so"
in mere succession marks the cessation of a life that is a conscious

experience. Continuities realized in an individual, discrete, form
are the essence of the latter.

Art is thus prefigured in the very processes of living. A
bird builds its nest and a beaver its dam when internal organic
pressures cooperate with external materials so that the formet
are fulfilled and the latter are transformed in a satisfying cul«
mination. We may hesitate to apply the word "art," since we
doubt the presence of directive intent. But all deliberation, all
conscious intent, grows out of things once performed organically
through the interplay of natural energies. Were it not so, art
would be built on quaking sands, nay, on unstable air. The dis*



"ETHERIAL THINGS" 25

tinguishing contribution of man is consciousness of the relations
found in nature. Through consciousness, he converts the relations
of cause and effect that are found in nature into relations of

means and consequence. Rather, consciousness itself is the incep
tion of such a transformation. What was mere shock becomes an

invitation; resistance becomes something to be used in changing
existing arrangements of matter; smooth facilities become agen
cies for executing an idea. In these operations, an organic stimu
lation becomes the bearer of meanings, and motor responses are
changed into instruments of expression and communication; no
longer are they mere means of locomotion and direct reaction.
Meanwhile, the organic substratum remains as the quickening
and deep foundation. Apart from relations of cause and effect in
nature, conception and invention could not be. Apart from the
relation of processes of rhythmic conflict and fulfillment in animal
life, experience would be without design and pattern. Apart from
organs inherited from animal ancestry, idea and purpose would
be without a mechanism of realization. The primeval arts of na
ture and animal life are so much the material, and, in gross out
line, so much the model for the intentional achievements of man,
that the theologically minded have imputed conscious intent to
the structure of nature—as man, sharing many activities with
the ape, is wont to think of the latter as imitating his own per
formances. {

The existence of art is the concrete proof of what has just
been stated abstractly. It is proof that man uses the mate
rials and energies of nature with intent to expand his own
life, and that he does so in accord with the structure of his or
ganism—brain, sense-organs, and muscular system. Art is the
living and concrete proof that man is capable of restoring con
sciously, and thus on the plane of meaning, the union of sense,
need, impulse and action characteristic of the live creature. The
intervention of consciousness adds regulation, power of selection,
and redisposition. Thus it varies the arts in ways without end.
But its intervention also leads in time to the idea of art as a con

scious idea—the greatest intellectual achievement in the history
of humanity.

The variety and perfection of the arts in Greece led
thinkers to frame a generalized conception of art and to project
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the ideal of an art of organization of human activities as such—
the art of politics and morals as conceived by Socrates and Plato.
The ideas of design, plan, order, pattern, purpose emerged in dis
tinction from and relation to the materials employed in their reali
zation. The conception of man as the being that uses art became
at once the ground of the distinction of man from the rest of
nature and of the bond that ties him to nature. When the concep
tion of art as the distinguishing trait of man was made explicit,
there was assurance that, short of complete relapse of humanity
below even savagery, the possibility of invention of new arts
would remain, along with use of old arts, as the guiding ideal of
mankind. Although recognition of the fact still halts, because of
traditions established before the power of art was adequately
recognized,science itself is but a central art auxiliary to the gen
eration and utilization of other arts.4'

It is customary, and from some points of view necessary,
to make a distinction between fine art and useful or technological
art. But the point of view from which it is necessary is one that
is extrinsic to the work of art itself. The customary distinction is
based simply on acceptance of certain existing social conditions.
I suppose the fetiches of the negro sculptor were taken to be
useful in the highest degree to his tribal group, more so even than
spears and clothing. But now they are fine art, serving in the
twentieth century to inspire renovations in arts that had grown
conventional. But they are fine art only because the anonymous
artist lived and experienced so fully during the process of pro
duction. An angler may eat his catch without thereby losing the
esthetic satisfaction he experienced in casting and playing. It is
this degree of completeness of living in the experience of making
and of perceiving that makes the difference between what is fine
or esthetic in art and what is not. Whether the thing made is put
to use, as are bowls, rugs, garments, weapons, is, intrinsically
speaking, a matter of indifference. That many, perhaps most, of
Che articles and utensils made at present for use are not genuinely

*I have developed this point in "Experience and Nature," in Chapter
Nine, on Experience, Nature and Art. As faras the presentpoint is concerned,
the conclusion is contained in the statement that "art, the mode of activity
that is charged with meanings capable of immediately enjoyed possession, is
the complete culmination of nature, and that science is properly a hand
maiden that conducts natural events to this happy issue." (P. 358.)
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esthetic happens, unfortunately, to be true. But it is true for
reasons that are foreign to the relation of the "beautiful" and
"useful" as such. Wherever conditions are such as to prevent
the act of production from being an experience in which the
whole creature is alive and in which he possesses his living
through enjoyment, the product will lack something of being
esthetic. No matter how useful it is for special and limited ends,
it will not be useful in the ultimate degree—that of contributing
directly and liberally to an expanding and enriched life. The
story of the severance and final sharp opposition of the useful and
the fine is the history of that industrial development through
which so much of production has become a form of postponed
living and so much of consumption a superimposed enjoyment of
the fruits of the labor of others.

USUALLY there is a hostile reaction to a conception of art that
connects it with the activities of a live creature in its environ

ment. The hostility to association of fine art with normal proc
esses of living is a pathetic, even a tragic, commentary on life as
it is ordinarily lived. Only because that life is usually so stunted,
aborted, slack, or heavy laden, is the idea entertained that there is
some inherent antagonism between the process of normal living
and creation and enjoyment of works of esthetic art. After all,
even though "spiritual" and "material" are separated and set in
opposition to one another, there must be conditions through which
the ideal is capable of embodiment and realization—and this is
all, fundamentally, that "matter" signifies. The very currency
which the opposition has acquired testifies, therefore, to a wide
spread operation of forces that convert what might be means
of executing liberal ideas into oppressive burdens and that cause
ideals to be loose aspirations in an uncertain and ungrounded
atmosphere.

While art itself is the best proof of the existence of a real
ized and therefore realizable, union of material and ideal, there
are general arguments that support'the thesis in hand. Wherever
continuity is possible, the burden of proof rests upon those who
assert opposition and dualism. Nature is the mother and the
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habitat of man, even if sometimes a stepmother and an unfriendly
home. The fact that civilization endures and culture continues—
and sometimes advances—is evidence that human hopes and pur
poses find a basis and support in nature. As the developing growth
of an individual from embryo to maturity is the result of inter
action of organism with surroundings, so culture is the product
not of efforts of men put forth in a void or just upon themselves,
but of prolonged and cumulative interaction with environment.
The depth of the responses stirred by works of art shows their
continuity with the operations of this enduring experience. The
works and the responses they evoke are continuous with the very
processes of living as these are carried to unexpectedhappy ful
fillment.

As to absorption of the esthetic in nature, I cite a case
duplicated in some measure in thousands of persons, but no
table because expressed by an artist of the first order, W. H.
Hudson. "I feel when I am out of sight of living, growing grass,
and out of the sound of birds' voices and all rural sounds, that I
am not properly alive." He goes on to say, "... when I hear
people say that they have not found the world and life so agree
able and interesting as to be in love with it, or that they look
with equanimity to its end, I am apt to think that they have
never been properly alive, nor seen with clear vision the world
they think so meanly of or anything in it—not even a blade of
grass." The mystic aspect of acute esthetic surrender, that ren
ders it so akin as an experience to what religionists term ecstatic
communion, is recalled by Hudson from his boyhood life. He is
speaking of the effect the sight of acacia trees had upon him.
"The loose feathery foliage on moonlight nights had a peculiar
hoary aspect that made this tree seem more intensely alive than
others, more conscious of me and of my presence.... Similar to
a feeling a person would have if visited by a supernatural being
if he was perfectly convinced that it was there in his presence,
albeit silent and. unseen, intently regarding him and divining
every thought in his mind." Emerson is often regarded as an
austere thinker. But it was Emerson as an adult who said, quite
in the spirit of the passage quoted from Hudson: "Crossing a
bare common, in snow puddles, at twilight, under a clouded sky,
without having in my thought any occurrence of special good
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fortune, I have enjoyed a perfect exhilaration. I am glad to the
brink of fear."

I do not see any way of accounting for the multiplicity of
experiences of this kind (something of the same quality being
found in every spontaneous and uncoerced esthetic response),
except on the basis that there are stirred into activity resonances
of dispositions acquired in primitive relationships of the living
being to its surroundings, and irrecoverable in distinct or intel
lectual consciousness. Experiences of the sort mentioned take us
to a further consideration that testifies to natural continuity.
There is no limit to the capacity of immediate sensuous experi
ence to absorb into itself meanings and values that in and of
themselves—that is in the abstract—would be designated "ideal"
and "spiritual." The animistic strain of religious experience, em
bodied in Hudson's memory of his childhood days, is an instance
on one level of experience. And the poetical, in whatever medium,
is always a close kin of the animistic. And if we turn to an art
that in many ways is at the other pole, architecture, we learn
how ideas, wrought out at first perhapsin highly technical thought
like that of mathematics, are capable of direct incorporation in
sensuous form. The sensible surface of things is never merely
a surface. One can discriminate rock from flimsy tissue-paper by
the surface alone, so completely have the resistances of touch and
the solidities due to stresses of the entire muscular system been
embodied in vision. The process does not stop with incarnation
of other sensory qualities that give depth of meaning to surface.
Nothing that a man has ever reached by the highest flight of
thought or penetrated by any probing insight is inherently such
that it may not become the heart and core of sense.

The same word, "symbol," is used to designate ex
pressions of abstract thought, as in mathematics, and also
such things as a flag, crucifix, that embody deep social value
and the meaning of historic faith and theological creed. Incense,
stained glass, the chiming of unseen bells, embroidered robes ac
company the approach to what is regarded as divine. The con
nection of the origin of many arts with primitive rituals becomes
more evident with every excursion of the anthropologist into the
past. Only those who are so far removed from the earlier ex
periences as to miss their sense will conclude that rites and
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ceremonies were merely technical devices for securing rain, sons,
crops, success in battle. Of course they had this magical intent,
but they were enduringly enacted, we may be sure, in spite of all
practical failures, because they were immediate enhancements
of the experience of living. Myths were something other than in-
tellectualistic essays of primitive man in science. Uneasiness be
fore any unfamiliar fact doubtless played its part. But delight
in the story, in the growth and rendition of a good yarn, played
its dominant part then as it does in the growth of popular myth
ologies today. Not only does the direct sense element—and emo
tion is a mode of sense—tend to absorb all ideational matter but,
apart from special discipline enforced by physical apparatus, it
subdues and digests all that is merely intellectual.

The introduction of the supernatural into belief and the
all too human easy reversion to the supernatural is much more
an affair of the psychology that generates works of art than of
effort at scientific and philosophic explanation. It intensifies emo
tional thrill and punctuates the interest that belongs to all break
in familiar routine. Were the hold of the supernatural on human
thought an exclusively—or even mainly—intellectual matter, it
would be comparatively insignificant. Theologies and cosmogonies
have laid hold of imagination because they have been attended
with solemn processions, incense, embroidered robes, music, the
radiance of colored lights, with stories that stir wonder and in
duce hypnotic admiration. That is, they have come to man through
a direct appeal to sense and to sensuous imagination. Most re
ligions have identified their sacraments with the highest reaches
of art, and the most authoritative beliefs have been clothed in a
garb of pomp and pageantry that gives immediate delight to eye
and ear and that evokes massive emotions of suspense, wonder,
and awe. The flights of physicists and astronomers today answer
to the esthetic need for satisfaction of the imagination rather
than to any strict demand of unemotional evidence for rational
interpretation.

Henry Adams made it clear that the theology of the
middle ages is a construction of the same intent as that which
wrought the cathedrals. In general this middle age, popularly
deemed to express the acme of Christian faith in the western
world, is a demonstration of the power of sense to absorb the
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most highly spiritualized ideas. Music, painting, sculpture, archi
tecture, drama and romance were handmaidens of religion, as
much as were science and scholarship. The arts hardly had a
being outside of the church, and the rites and ceremonies of the
church were arts enacted under conditions that gave them the
maximum possible of emotional and imaginative appeal. For I do
not know what would give the spectator and auditor of the mani
festation of the arts a more poignant surrender than the convic
tion that they were informed with the necessary means of eternal
glory and bliss.

The following words of Pater are worth quoting in this
connection. "The Christianity of the middle ages made its way
partly by its esthetic beauty, a thing so profoundly felt by the
Latin hymn writers, who for one moral or spiritual sentiment had
a hundred sensuous images. A passion of which the outlets are
sealed begets a tension of nerve in which the sensible world comes
to one with a reinforced brilliancy and relief—all redness turned
into blood, all water into tears. Hence a wild convulsed sensuous-
ness in all the poetry of the middle ages, in which the things of
nature began to play a strange delirious part. Of the things of
nature, the medieval mind had a deep sense; but its sense of them
was not objective, no real escape to the world without us."

In his autobiographical essay, The Child in the House, he
generalizes what is implicit in this passage. He says: "In later
years he came upon philosophieswhich occupiedhim much in the
estimate of the proportions of the sensuous and ideal elements
in human knowledge, the relative parts they bear in it; and, in
his intellectual scheme, was led to assign very little to the ab
stract thought, and much to its sensible vehicle or occasion."
The latter "became the necessary concomitant of any perception
of things, real enough to have any weight or reckoning, in his
house of thought.... He came more and more to be unable to
care for, or think of soul but as in an actual body, or of any world
but that wherein are water and trees, and where men and women
look, so or so, and press actualhands." The elevation of the ideal
above and beyond immediate sensehas operatednot only to make
it pallidand bloodless, but it has acted,like a conspirator with the
sensual mind, to impoverish and degrade all things of direct
experience
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In the title of this chapter I took the liberty of borrowing
from Keats the word "etherial" to designate the meanings and
values that many philosophers and some critics suppose are in
accessible to sense, because of their spiritual, eternal and uni
versal characters—thus exemplifying the common dualism of
nature and spirit. Let me re-quote his words. The artist may
look "upon the Sun, the Moon, the Stars, and the Earth and its
contents as material to form greater things, that is etherial things
—greater things than the Creator himself made." In making this
use of Keats, I had also in mind the fact that he identified the
attitude of the artist with that of the live creature; and did so not
merely in the implicit tenor of his poetry but in reflection
expressed the idea explicitly in words. As he wrote in a letter
to his brother: "The greater part of men make their way
with the same instinctiveness, the same unwandering eye from
their purposes as the Hawk. The Hawk wants a mate, so does the
man—look at them both, they set about and procure one in the
same manner. They both want a nest and they both set about it
in the same manner—they get their food in the same manner.
The noble animal Man for his amusement smokes his pipe—the
Hawk balances about in the clouds—this is the only difference
of their leisures. This is that which makes the amusement of Life

to a speculative mind. I go out among the Fields and catch a
glimpse of a Stoat or a field mouse hurrying along—to what? The
creature has a purpose and his eyes are bright with it. I go
amongst the buildings of a city and see a Man hurrying along—
to what? The Creature has a purpose and his eyes are bright with
it...

"Even here though I am pursuing the same instinctive
course as the veriest human animal I can think of [though] I
am, however young, writing at random straining at particles of
light in the midst of great darkness, without knowing the bearing
of any assertion, of any one opinion. Yet may I not in this be
free from sin? May there not be superior beings amused with
any graceful, though instinctive, attitude my mind may fall into
as I am entertained with the alertness of a Stoat or the anxiety
of a Deer? Though a quarrel in the streets is to be hated, the
energiesdisplayed in it are fine; the commonest Man has a grace
in his quarrel. Seen by a supernatural Being our reasonings may
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take the same tone—though erroneous, they may be fine. This is
the very thing in whichconsists poetry. There may be reasonings,
but when they take an instinctive form, like that of animal forms
and movements, they are poetry, they are fine; they have grace."

In another letter he speaks of Shakespeare as a man of
enormous "Negative Capability"; as one who was "capable of
being in uncertainties, mysteries, doubts, without any irritable
reachingafter fact and reason." He contrasts Shakespeare in this
respect with his own contemporary Coleridge, who would let a
poeticinsight go when it was surrounded with obscurity,because
he could not intellectually justify it; could not, in Keats' lan
guage, be satisfied with "/^/-knowledge." I think the same idea
is contained in what he says, in a letter to Bailey, that he "never
yet has been able to perceive how anything can be known for
truth by consecutive reasoning.... Can it be that even the great
est Philosopher ever arrived at his Goal without putting aside
numerous objections": asking, in effect, Does not the reasoner
have also to trust to his "intuitions", to what come upon him in
his immediate sensuous and emotional experiences, even against
objections that reflection presents to him. For he goes on to say
"the simple imaginative mind may have its rewards in the repeti
tions of its own silent workings coming continually on the Spirit
with a fine suddenness"—a remark that contains more of the

psychology of productive thought than many treatises.
In spite of the elliptical character of Keats1 statements

two points emerge. One of them is his conviction that "reason
ings" have an origin like that of the movements of a wild creature
toward its goal, and they may become spontaneous, "instinctive,"
and when they become instinctive are sensuous and immediate,
poetic. The other side of this conviction is his belief that no
"reasoning" as reasoning, that is, as excluding imagination and
sense, can reach truth. Even "the greatest philosopher" exercises
an animal-like preference to guide his thinking to its conclusions.
He selects and puts* aside as his imaginative sentiments move.
"Reason" at its height cannot attain complete grasp and a self-
contained assurance. It must fall back upon imagination—upon
the embodiment of ideas in emotionally charged sense.

There has been much dispute as to what Keats meant in
his famous lines:
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"Beauty is truth, truth beauty—that is all
Ye know on earth, and all ye needto know,"

and what he meant in the cognate prose statement—"What im
agination seizes as beauty must be truth." Much of the dispute
is carried on in ignorance of the particular tradition in which
Keats wrote and which gave the term "truth" its meaning. In
this tradition, "truth" never signifies correctness of intellectual
statements about things, or truth as its meaning is now influenced
by science. It denotes the wisdom by which men live, especially
"the lore of good and evil." And in Keats' mind it was particu
larly connected with the question of justifying good and trusting
to it in spite of the evil and destruction that abound. "Philoso
phy" is the attempt to answer this question rationally. Keats'
belief that even philosophers cannot deal with the questionwith
out depending on imaginative intuitions receives an independent
and positive statement in his identification of "beauty" with
"truth"—the particular truth that solves for man the baffling
problem of destruction and death—which weighed so constantly
on Keats—in the very realm where life strives to assert su
premacy. Man lives in a world of surmise, of mystery, of uncer
tainties. "Reasoning" must fail man—this of course is a doctrine
long taught by those who have held to the necessity of a divine
revelation. Keats did not accept this supplement and substitute
for reason. The insight of imagination must suffice. "This is all
ye know on earth and all ye need to know." The critical words
are "on earth"—that is amid a scene in which "irritable reaching
after fact and reason" confuses and distorts instead of bringing
us to the light. It was in moments of most intense esthetic per
ception that Keats found his utmost solace and his deepest con
victions. This is the fact recorded at the close of his Ode.
Ultimately there are but two philosophies. One of them accepts
life and experience in all its uncertainty, mystery, doubt, and
half-knowledge and turns that experience upon itself to deepen
and intensify its own qualities—to imagination and art. This is
the philosophy of Shakespeare and Keats.



CHAPTER III

HAYING AN EXPERIENCE

EXPERIENCE occurs continuously, because the interaction of
live creature and environing conditions is involved in the very

process of living. Under conditions of resistance and conflict,
aspects and elements of the self and the world that are impli
cated in this interaction qualify experience with emotions and
ideas so that conscious intent emerges. Oftentimes, however, the
experience had is inchoate. Things are experienced but not in
such a way that they are composed into an experience. There is
distraction and dispersion; what we observe and what we think,
what we desire and what we get, are at odds with each other. We
put our hands to the plow and turn back; we start and then
we stop, not because the experience has reached the end for the
sake of which it was initiated but because of extraneous inter

ruptions or of inner lethargy.
In contrast with such experience, we have an experience

when the material experienced runs its course to fulfillment. Then
and then only is it integrated within and demarcated in the gen
eral stream of experience from other experiences. A piece of work
is finished in a way that is satisfactory; a problem receives its
solution; a game is played through; a situation, whether that of
eating a meal, playing a game of chess, carrying on a conversa
tion, writing a book, or taking part in a political campaign, is so
rounded out that its close is a consummation and not a cessation.

Such an experience is a whole and carries with it its own indi
vidualizingquality and self-sufficiency. It is an experience.

Philosophers, even empirical philosophers, have spoken for
the most part of experience at large. Idiomatic speech, however,
refers to experiences each of which is singular, having its own
beginning and end. For life is no uniform uninterrupted march
or flow. It is a thing of histories, each with its own plot, its own
inception and movement toward its close, each having its own

35
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particular rhythmic movement; each with its own unrepeated
quality pervading it throughout. A flight of stairs, mechanicalas
it is, proceeds by individualized steps, not by undifferentiated
progression, and an inclined plane is at least marked off from
other things by abrupt discreteness.

Experience in this vital sense is defined by those situations
and episodes that we spontaneously refer to as being "real ex
periences"; those things of which we say in recalling them, "that
was an experience." It may have been something of tremendous
importance—a quarrel with one who was once an intimate, a
catastrophe finally averted by a hair's breadth. Or it may have
been something that in comparison was slight—and which per
haps because of its very slightness illustrates all the better what
is to be an experience. There is that meal in a Paris restaurant
of which one says "that was an experience." It stands out as an
enduring memorial of what food may be. Then there is that storm
one went through in crossing the Atlantic—the storm that seemed
in its fury, as it was experienced, to sum up in itself all that a
storm can be, complete in itself, standing out because marked out
from what went before and what came after.

In such experiences, every successive part flows freely,
without seam and without unfilled blanks, into what ensues. At
the sametime thereis no sacrifice of the self-identity of the parts.
A river, as distinct from a pond, flows. But its flow gives a defi-
nitenessand interest to its successive portions greater than exist in
the homogenous portions of a pond. In an experience, flow is from
something to something. As one part leads into another and as
one part carries on what went before, each gains distinctness in
itself.The enduring whole is diversified by successive phases that
are emphases of its varied colors.

Because of continuous merging, there are no holes, me
chanical junctions, and dead centers when wehaveanexperience.
There are pauses, places of rest, but they punctuate and define
the quality of movement. They sum up what has been under
gone and prevent its dissipation and idle evaporation. Continued
acceleration is breathless and prevents parts from gaining dis
tinction. In a work of art, different acts, episodes, occurrences
melt and fuse into unity, and yet do not disappear and lose their
own character as they do so—just as in a genial conversation
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