
Not long ago I was at a social gathering. It was a 
crowded room with people who engage in varied pro­
fessional and business activities. The conversations 
were many-women spoke of their children or the 
bridge club or the local political campaign; men were 
in clusters speaking of their golf games or the stock 
market or the Near East situation . . . For my own 
part, I was content to join in whatever was being 
talked ,1hout ... Then, one man asked me about the 
kind of work I do? "I'm a university professor," I 
responded. It seemed no time at all before the con­
versation in my group turned to "education." "What's 
happening to our schools?" "What about campus un· 
rest and the drug problem?" It seemed to be no time 
al all hefore other comersations in the room stopped 
and allention turned toward the group of which I was 
J part . . the discussion of education seemed 10 en· 
velop and capture everyone . .. tht' opinions expressed 
wert· by no means in agreement or complimentary to 
tlw rnrrent ~talt' of a£fairs. Ck.uly, peoplt· were deep­
ly mvolved (and in many cases profoundly disturbed). 
~omehow, the pai phrJses used for sening aside issues 
no lungt•r ,;eemed adequate, t•,•en for cocktail party 
exchanges. When it\ your own son that is protesting 
the armed forces· or chemical company's recruitment 
staff or when it's your daughter that seriously ques­
tions attitudes toward drugs or sex or morality; when 
you suddt'nly look about you and sense a new open­
nt•ss for idt'as and action and rea, lion. it just isn't 
enough to pass it over by saying, "Oh, that4

S the gen­
eration gap;" nor does il seem adequate 10 observe 
that this is another of the "passing fads" that we have 
com<.· 10 know so wel I. The schools today are facing a 
stall' of fundamental and far-reaching unrest. Writers 
such as Ivan Illich have raised questions pertaining to 
th<.' v<.·ry a,sumptions underlying our educational 
practices. whith implies a challenge so basic as to 
threaten the institution's \ery survival. 

It has long been a truism that the continuity 0£ 
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our democr.itic way or life is dependent upon an 
edurnted and informed electorate. What is now being 
brought into question is the very process by which 
our children are to be educated as well as the knowl­
l0dge considered appropriate as part of that educa­
tion. Gi\'en the fantastic shifts taking place as a re­
,uh of technological, political, and social change, 
giwn the seeming contradictions or lofty ideals and 
human frailties, gi,·en the apparent confusions or 
meJns and ends and I think that one can begin 10 

:.ense the bJsis for current unrest and despair. No 
wonder that the conversations in the room turned to 
talk about education. 

Talk about education and finding solutions ade­
quate for our times are very diHerent things. "Talk is 
cheap;" indeed, if there's anything that our younger 
generation is telling us, it is that they're interested 
in "where the aclio,2 is." The "turned-on" genera­
tion is looking to an educational leadership that is 
itselr "turned-on" and ready to act! 

Make no mistake about it. The changes being 
wrought in our times by its youth promise to be far· 
reaching. What we can now observe is not a limited 
phenomenon. Campus unrest has sent administra­
tors scurrying at Columbia, Harvard, Cornell, Ber­
keley, and many other schools. There have been the 
disastrous e\'ents at Kent State Uni\'ersity. Disturb· 
ances on college campuses have received more at­
tention than has unrest in secondary schools, but there 
are three times more secondary school students of a 
younger, more volatile age. They have increased 
1heir pressures upon the "esiablishment". The mo­
mentum of our times is such that young people are 
st•t•king greater involvement in the decisions that 
influence their lives. 

Seen from another perspectil'e, when 400,00 young 
people congregate in the small town of Bethel, New 
York, for a rock music festival, there's something 
more happening than a concert. When the French 
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students help in bringing down the de Gaulle govern­
ment; or when Spanish or Japanese students auack 
the Franco or Sato governments; or when the Czech 
youth rise against their Russian invaders-there's 
further evidence of a rising tide of young people that 
is calling for a new accountability on the part of the 
institutional structures and ,·alues that have been so 
dominant in the lives of their parents. 

To address oneself to the task of expanding aware­
ness of Aesthetics and Aesthetic Education runs the 
danger of falling into an academic trap. The litera· 
ture pertaining to aesthetic inquiry is indeed impres· 
sin•. It is important that students pay attention to 
till' philosophical issues involved in making value 
judgm~nts. It is also important that judgments per· 
taining lo c·ontemporJry art be seen in the setting of 
today's world. I have come to feel so strongly about 
the larger coniext of what's happening to the very 
persons that will assume (or already have assumed) 
kadership responsibilities. The problems of our 
time (merpopulation, pollution, alienation, etc.) are 
of slu.h a magnitude and are so urgent that they will 
ha\'e to be soh·ed h) persons ali\'e today or we will 
suffer dire consequences. I would want to make the 
point that ,ut educJtors can ha,·e a crucial role to 
play in rdauon to these larger dynamics. Neces­
saril) thi .. rok will ha,·e to draw upon interdiscipli­
nary tit's. Wt· ha,·t· long argued that the arts should 
be set•n ,is an integral part of education. Now more 
than t·,·t·r. the logic of events dictates and supports 
this argument. 

First, kt mt· make ~ome ob'>er\'auons Jbout what 
has been happening to the \'isual arts themselves. 
Even tlw mo~t c·asual viewer would recognize the 
dramatic and sometimes startling changes taking 
plan· in the forms of contemporaq art. One might 
t'\'en s,t) that the de\'elopments m Modern Art have 
been barometer, or indicators of the larger sonal­
politital forces now so clearly e\'ident. The Surreal­
ists aimed JI the rernnstruct10n of a new imagery 
based upon subconsoous feeling Jnd insights; the 
Dadaists brought into question the stable, fixed, and 
comfortable notions of "an". As was asserted by 
Richard Hut'lsenbeck: "Dada is fore\'er the enemy 
of the comfortable Sunday Art which is supposed to 
uplift man, by reminding him of agreeable momenis." 
The Cubists focused upon simultaneity of events 
and the idea of structure. Art was freed of the obli­
gation lo report or describe; it dealt with a new 
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reality-the art form itself. The Constructivists and 
others concerned with pure plastic form turned 
toward the vision of art as being inseparable from 
em ironment. It was Mondrian who observed, "This 
consequence brings us, in a future perhaps remote, 
towards the end of art as a thing separated from our 
surrounding environment, which is the actual plastic 
reality. But this end is at the same time a new begin­
ning. Art will not only continue but will realize it­
self more and more. By the unification of architecture, 
srnlpture, and painting, a new plastic reality will be 
cre.ued." And it was the Abstract Expressionists who 
saw their paintings as arenas for action. As was ob­
st•n ed by Harold Rosenberg: "At a certain moment 
tlw canva!i beg,m to appear to one American painter 
after another ai, an arena in which to act-rather than 
as a space in which to reproduce, re-design, analyze 
or 't•xpress' an object, actual or imagined. What was 
lo go on the canvas was not a picture but an event. 

The pamter no longer ,1pproached his easel with an 
image in his mind; he went up to it with material in 
his hand to do something to that other piece of ma­
terial in front of him. The image would be the result 
of this encounter." 

One could go on and on-documenting the dramatic 
d1anges 111 an leading to the present: Pop art, mini­
mal an, environments and happenings, experiments 
111 an and technology, earth forms, etc. One could list 
the new media possibilities ( plastics, film, light, 
metals) to go along with the ideational freedom af­
forded artists. New ideas, new materials, new pos­
!iibilities-these ha\'e given rise to an enlarged vision 
of the artists' role and function. We can no longer 
think of the artist as the lonely figure, suffering in 
his garret, pamting still-life pictures. Today's artists 
are film-makers. designers for industry, architects, 
l'ity-planners, people involved in mass-media for 
c'Ommu111cations, as well as painters, sculptors, print· 
makers, .md craftsmen ... and today's audience for 
an is no longer the select few, seeking aesthetic titil­
lation of the senses. When we look to the forms of 
popular art, when we think of the aesthetics of en­
vironment, we are confronted by a mass audience. 
Just to use on(' t'xamplt· drawn from writing about 
film as ,tn an lorm: In an article entitled, The Now 
Mm 1ie, the Reverend Anthony Schillaci observed: 
"If we're looking for the young audience between 
16 and 2·1. which accounts for 48 percent of the box 
office today, we will find they're on a trip, whether 



in a Yellow Submarine or on a Space Odyssey. A 
brief pra)cr muucrcd for Rosemary's Baby and 
1hey'rc c,uccning down a dirt road with Bonnie and 
Clyde, the exhaust spilling banjo sounds, or sining 
nexl lo lhe Graduate as he races across the Bay 
Bridge after his Jove. The company they keep is fast; 
Belle de Jour, Pctulia, and Joanna arc nol exactly 
.1 sedenlary crowd. Hopped up on large doses of 
Rowan and M,1rtin's Laugh-In, and Mission: Impos­
sible, they arc ready for anything that an evolving 
film idiom c,111 throw on the screen. And whal moves 
them must have the pace, novelty, style, and sponla· 
nelly of ,1 television commercial." 

M) point is a very simple one: the dramatic changes 
1,1king l>iacc in Twemicth Century art should be seen 
ag-ainsl the background of larger social and political 
,hifts. Toda) 's an is intimately related lo today's 
Jh ing. It is an art characterized by variety altcrna-
11\'es, Jnd continuous change. Teaching an, at any 
lc\el, musl be responsive to ideas and values of art 
it,elf. T eachers of art need to be knowledgeable 
aboul and .'>cnsitive to what artists have dom; (and 
are doing) a,; a ke} to rheir own actiom. 

Artists of the Twentieth Century have broken with 
tradition. They ha,•c been willing to explore new 
possibilities (e,en to the poinl of redefining art). This 
is what Harold Rosenberg referred to as "the tradi­
tion of the new". 

Whatc,·er the shifts taking place in contemporary 
art, there remains a continuing thread of human 
choice and concern for quality in the forms created. 
I Jm much taken with Rene Huyghe'_., asscrtation: 
"The more insight the history of an gives us into the 
necessities that form the artist, the more nearly it 
liberates us from the temptation of formulas, theories, 
and fashions, because it shows us that these things 
bcmg subject to perpetual change, arc relative and 
\ain. The only permanent thing is quality, which can­
not be reduced to J formula or a definition ... " 

I lcrcin rests J ke} argument in behalf of the artists 
in education. Whatever the form or st) le, responding 
lo a work of art raises questions of value; creating a 
work of art requires focused attention upon an idea 
and ways of giving form to that idea. \Vhether one 
looks at a Rembrandt, a Renoir, or a Rauschenberg, 
there is the problem of looking at a form conceived 
and created by a man. Each work embodies particular 
qualities: in the Rembrandt, a rich sense for super­
natural light bathing a figure, the balance of darks 

and lights as they help to define a subtle, yet elegant 
reality; in ti1c Renoir, the soft play of color as it 
radiates from a figure or a still life, the sensuous 
curves of naturJI form as they convey a feeling of 
serenity, happiness, and comfort; or in 1he Rauschl'n­
berg, the simultaneous and successive images as they 
arc thrust upon our consciousness, the rash and dar­
ing juxtaposition of the unexpected toward creating 
am bigui tics and multiple meanings. Each work is 
what it is; each requires that we turn to our own 
understandings and values in its encounter. Thus, 
the work of art turns us upon ourselves in an effort 
to discover value. Young children can be helped to 
sec the imaginative and poetic aspects of what a 
painting is all about. They can look, describe, imag­
ine, compare, and evaluate forms from their own 
point of view. As they grow older they rnn become 
beuer informed about particular artists, events, 
movements, and connections among art forms. An 
can be seen as an invitation to explore one's own 
feelings; the structure of the work of art can give 
intensity and depth to the possibilities for under­
s1andings and in)>1ghts. 

:\ major dircc: t1on in contemporary art cJn be 
found in the blurring of dis1inctions among art forms. 
Some sculpture has staned to mm·c, it is !em ing its 
stationary base; .'>omc lanva.scs Jrc no longer rectan­
gular, nor arc the} flat; environments and happenings 
are merging thc:ller and the visual ans; experiments 
in art and technology arc using .'>ound, mmcmcnt, 
light, and form; film~ arc forcing us to a new critical 
language th.it de.its with a dynamic space-time or­
gani1ation of photographic elements. When we look 
to cnvironmcn1al art forms-architecture, city plan­
ning, industrial design, or our m.1ss media we arc 
confronted with problems invol\'ing utilization and 
casual effects a~ they urc inextricably linked with 
aesthetic response. The arts arc reaching out to em­
brace wider realms of concern. To that extent we 
need to rethink Jnd rcconceive of the place of art 
education in the schools. 

Thus far, I ha\'c paid auention to the importance 
of critical, judgmental factors in helping students to 
recognize, describe, understand, and e\aluatc the 
f:rntaliticall) btoad range of \'isual forms in their 
experience. I trust that it is also clear that under­
standing and appreciation arc related to a base in 
one's direct and personal encounters. This is espe­
cially the case ,\'ith young children where it is neces-
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sary that they engage in the shaping of materials to 
make aesthetic form. Young children do not need 
talk or theories; they need the direct experience out 
of which theories are made. Of course young people 
can talk about their art; but their more meaningful 
and significant learnings are more likely achieved 
through the very actions in which they engage. 
Painting a picture of a man can become the vehicle 
for self-discovery and insight; modeling a clay form 
can provide a sense for structure and articulation; 
priming a woodblock can be instrumental in grasp­
ing the significance of graphic processes. Develop­
ments in motion picture photography make possible 
young children crea1ing films-they can do animated 
sequences, short documentaries, or more elaborate 
films; inexpensive cameras and film processing 
techniques suggest means toward student-made 
photographic essays; xerography, tape recorders, 
slide projectors, etc .. force us to think in terms of 
new images, more importantly, they force the ex­
plor.ition of new ideas. Teachers of art have new 
bases for working with their colleagues from other 
disciplines-the physical sciences, social sciences, and 
the humanities. If an is reaching to engage our 
environment; then, the teaching of art must reach to 
engage other disciplines that bear upon that very 
environment. 

I began by referring to the state of massive unrest 
in our schools. Young people are being moved to 
adopt radirnl me1hods to confront us with the glaring 
contradictions of our time. Pious ideals and lofty 
statements of value are just not "cutting the ice" 
anymore. The thoughts of our young people are ex­
pressed in simple, poetic statements such as one by 
a 12-year-old boy who wrote: "Sore thumbs, Tired 
minds, Stuffing hoards of Information into a small 
skull." Or an 11-year-old girl: "People are too busy 
Even to ask A simple question, like I wonder what's 
happening in Vietnam? ... or ... Are they still rioting 
in Chicago? ... But I guess People have more im­
portant things 10 worry about Like Are we having 
steak or roast beef for supper." Perhaps, the feeling 
and tone of what things look like 10 the younger 
gcner.Hion is expressed by Ario Guthrie in "Alice's 
Restaurant" . As you know, it's the tale of some 
young people and their encounter with what's prop­
er, right, and respected. They \'isited Alice's Restau­
rant, a warm, hospitable, but somewhat disorganized 
establishment. "We got up there; we found all the 
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garbage and then we decided that it would be a 
friendly gesture to take the garbage down to the 
city dump. So we took the half-ton of garbage, put 
it in the back of a red VW microbus, took shovels 
and rakes and implements of destruction and headed 
out toward the City Dump. Well, we got there and 
there was a big sign and a chain across the dump 
saying, 'Closed on Thanksgiving' and we had never 
heard of a dump closed on Thanksgiving before and 
with tears in our eyes we drove off into the sunset 
looking for another place to put the garbage-we 
didn't find one." 

Now get the imagery: not a young, clean-cut hero 
out to do something ideal and beautiful-all he wants 
to do is dump the garbage. With "tears in his eyes" 
he drives "oH into the sunset" looking for another 
dump, only 10 be frustrated because they're all 
closed-it's Thanksgiving! Of course, subsequent 
events only served to complicate matters-his en­
counters with the "establishment" that espoused 
one set of values in what was said but demonstrated 
another set of values in what was done! 

The nice neat separation that could contain and 
padf y people in their lives arc crumbling before 
the onslaught of new hopes and visions. Guthrie's 
metaphoric rejoinder is that "You can get anything 
you want at Alice's Restaurant, Just walk right in, 
h 's around the back, just a half-mile from the rail­
road track, You can get anything you want at Alice's 
Restaurant." 

Alice's Restaurant becomes S}mbolic of a place 
where you can muster the insights and courage to 
"do your thing". In a world fraught with excitement, 
possibilities, and danger, there is no room for timid 
inconsistencies or blatant contr.idictions. We live in 
a world that demands and requires attention to opera­
tions that are inseparable from , ·alues. 

I know of no more diffiwh, challenging, and excit· 
ing time for teaching. There arc limitless possibilities 
for the teacher who gets "turned on" in building an 
art program. Like any artist, he must work with the 
givens of a situation: students, teachers, administra­
tors, building facilities, equipment, community re­
sources. But, whatever the personnel and ph} sical 
limitations, there arc also the possibilities: ways to 
draw upon teaching resources, help from fcllow­
teachers, community artists, and other sources. The 
arts can be linked among themselves and with other 
disciplines via team teaching, rlexible scheduling, 



or the use of media possibilities. Teachers of an 
need to be willing to forego more comCortahle roles 
and cxpect.itions to risk new approachc'i. Freed of ,I 

!>lllgk academic standard, the teaching of art is now 
open to multiple possibilitie!> in which the ,1rbitrator 
I!> depth of commitment, in.sights, under-.tandings, 
and continuom le.irning. Sime no per'ion can teach 
.di that there is to know about art, he rnn teach to 
de\dop a sense for what art 1s all about. In the end, 
the teacher become!> the model of the \'cry \'alue!>, 
,1ttitudes, and understandings that he i!I teaching for. 
\\'c h,1\'e long known that our best teachers are our 
hest models. There arc no <;epar.itiom (or contradic­
uon!I or confusions) between their theory .ind prac­
uce. What they sa) and do are full} consistent. 

.\II of thi!I suggest some general point!> for an 
orientation to curriculum planning: 

a. the arts must be \'iewed as an integral part of 
the curriculum; the} prm ide as \ ital an area for 
study as do the sciences, m.ithematit ~. foreign 
l.ingu,1ge, etc. 

b. there is the: nccd to imohe all students in studics 
of the Jrl'i in .1 WJ) that affords continuity and 
coordination. 

c. ,,rt form'i 11woh e differing sense mod.J!ities and 
henn: offer m.iny possibilities for understanding 
,md im,ght. There should be the readiness to 
dcal with the \ isual arts, music., dance, drnma, 
multimedia, etc., in a manner that relates these 
under.standing-;. 

d. the content of the arts may he realized through 
diHcring tc.iching context,: 
• studio or form-making laboratory experiences 

imoh ing the shaping of m,Hcrials, sounds, 
mo\'cments, etc. 

• critirnl or appreciative type activities imolv­
ing the responding to works of ,m (dance, 
hims, pain tings, archi tecturc, music, etc.) 

• environmental studies invoh ing the appre­
hension of forms and events in one's sur­
roundings-living spaces, work patterns, mass 
media, etc. This area provides man) possibil­
ities for relating the arts to other disciplines. 

e. each component should be seen for its aesthetic 
potential. AHectivc learnings should be seen as 
one of our primary considerations; hence, close 
articulation should be sought among learning 
activities (we should look for the "arts pos­
sibilities" in the sciences, reading, etc.) 

f. wherever possible program de\·clopments should 
be concei\'cd for their maximum impact through 
related ;ind supporth·e studies. This might be 
accomplished through adopting common general 
themes, planned cross-references, etc. 

g. the designing of curriculum and other teaching 
nmtt.•rials should be concei\'cd with a sense for 
.1esthctic value. Teacher and student teams 
should participate in the de,elopment of learn­
mg materi,tls; me.ins and content should be 
reflective of our aesthetic concerns. 

It ma) be that we can get anything that we want 
at Alice's Restaurant (except Alice). We can't get 
anythmg we want in schools; but, we c.in get more 
than w~\e had .md do a lot more with 11. More im­
port.mil), we c-.111 mustcr the insights and cournge to 
do our "thing .. (which t!> the teaching of a new and 
t.·xpandcd concept of art). This is one of the impor­
tant ways of getting at the ,alucs that our young 
people feel to be so lacking in their educ.ition. 

So long as art teachers maintain their tics with 
the .spint and vitality of art, they will always be a 
force toward £.icing problems, finding new ways, ,md 
.,c.:cl,.mg the imenti\e and poetic aspect!> of life. Thi,; 
i, what ,!Tl b .. ill about; this is why it is crucial that we 
fate up to our ta,;k in tod.t) 's world. 

]t'mmt' J. fla11smr1t1 u />m/euor, Dn,1no11 o/ Cua/11,e Arh, Nru 
l ork ( ,m,rr.ul)•. Irr al.w ten,cf as C,,msultant lo I/re A rls 1r1 £,tu 
1at1m1 l'ro~ram, j1Jli11 I} Umkr/dlrr Ill F1111d. l)r. f-lau.u11ar1 u 
tllr fmmrr IJ1rrctor of tl,r 'itl101J/ of Art, Ol,10 State Unwewty. 
,\lost runitly /Jr wat Co,r/r,/,u/,ng Au/1,or m tire Na/10,ial Art 
/:tlmntrcm .-1.uor ialirm ' t lssurs in Art Etlurntion, den/mg w11{1 
"Tt'arlit'n. Ari O/J1et1t a111l 'il1des". 
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