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Introduction

There may be no better way to introduce this
dissertation than briefly to recall its prehistory. It is
not just that what began as one thing became gquite another -~
~ which it did -- but that the topic, method, and examples I
use emerged at the point when the initial idez led to
methodological problems that were serious enough to require
rethinking the entire project. The fact that this took place
in an atmosphere of often contentious debate amcng art
historians concerning their most fundamental goals and
methods may help to explain how a dissertation which began
with a conventional-enough art-historical plan could be

completed only by straying very far afield.

My work began as a Roy Lichtenstein monograph. From the
start I intended to represent the erosion of the largely
formalist terms in which modernist art was understood in the
United States in the postwar era. Lichtenstein's art was to
be the medium through which I would describe that
dissolution. This depended upon a contradiction: Pop Art
seemed to challenge the privileged terms of pictorial
modernism -~ purity, originality, invention, uniqueness and
creative autonomy -- not unlike Dadaism, whose
appropriational method Lichtenstein and his colleagues

adapted. But Pop distinguished itself from Dada in part
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because its variation upon the Dadaist gesture functioned,
not to eliminate, but to rescue a vestige of the modernist
project: its way of staging ontological difference in the
face of a broader experiential equivalence. 3o small yet
significant was the measure of the aesthetic difference
between popular images and Lichtenstein's representations of
them that his "handmade readymades" could turn a late-
twentieth—~century estrangement from Western humanist culture
into the artist's central motif. Surely an art which could
in this way reconcile modernist aestheticism with an
historical avant-gardist procedure embodied the definitive

strategy for salvaging such conciliatory art.l

Reconciliation can come at considerable cost. From the
vantage point of the early 1980s it seemed that by rescuing
"high" cultural experience in such an accomodation with the
"low" Pop joined with other, older and more diverse
institutional forces in the United States which had
introduced masses of Americans to pictorial culture since
well before World War II. By the time Pop emerged, however,
art had undergone a profound alteration such as few avant-
gardists and even fewer advocates of postwar cultural
humanism could have predicted, and none desired. Pictorial
art of all kinds had become part of the flourishing industry

of arts and leisure.?
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That I should deal in such sweeping historical claims
as the demise of modernism was less a sign of an innate
iconoclasm than it was indicative of the fact that my work
on this dissertation began at a time when modernism in
virtually all its manifestations was being declared a thing
of the past. Even the quarrelsome debate among art
historians reflected the unravelling of their fundamentally
modernist historical method and its underlying system of
belief. Moreover, a new generation of American artists --
Cindy Sherman, Richard Prince, and Sherrie Levine, among
others =-- were then becoming known for works that seemed
predicated upon the obsolescence of the modernist system of
aesthetic value. For example, Sherman and Prince confronted
the spectator with works whose difference from mass-media
imagery and material procedures seemed negligable, and
Levine's appropriations from the masters of modern
photography were devoid of the urgency and engagement that
informed the latter's projects. Instead, an air of
ambivalent retrospectivity characterized works of art that
were emptied of every conventional measure of modernist
value. It seemed then that this art neutralized just about
everything that was indispensable to the postwar modern
tradition. And, to me, it seemed that these artists were
liscenced to do so in part because Pop artists like

Lichtenstein and Warhol had prepared the way for them.
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But just how was it possible to address the demise of
modernism in a critical analysis of a living, thriving
modernist's work? If modernism was so afflicted, it would be
hard to show precisely how in the quasi-formalist terms that
a monograph dictates. Moreover, that form tends to reinforce
conventional modernist assumptions regarding the centrality,
coherence and relative autonomy of the artist, thereby
contradicting any claims about the negation of such crucial
terms in an immanent postmodernism. There was also the
problem of how to define modernism historically. If the
dissertation pressupposed the end of modernism, it would be
necessary to define the latter in a larger sense than was
evident, for example, in the dominant formalist view which
applied to the Anglo-American critical discourse on art

since before World War II.

The matter of Lichtenstein's aesthetic education
initially suggested a way out of this bind. His art training
called attention to itself, having been noted frequently in
books, articles, and interviews. From earliest success,
Lichtenstein was always eager to acknowledge his
indebtedness to Hoyt Sherman, his art teacher before and
after the war at Ohio State University.3 Late in 1942
Sherman realized a method of teaching the fundamentals of
drawing in a course that emphasized "unified perception": a

combined perceptual acuity, manual dexterity and sheer
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5
organizational power, all driven by a singularly aggressive
will-to-form. He taught "beginning drawing" using a "flash"
technique in a darkened studio. The students drew from
afterimages of largely abstract designs that Sherman
projected in pulses of light onto scrzens in the front of
the specially designed classroom, which he referred to as
the "flash lab." The students drew in the dark between these
pulses, encouraged to be aware of the wholeness of the
image, to grasp the field of vision as a Gestalt, and to let
their bodies feel a sense of fluid, coherent organization,
as if in the total absence of articulated thought. Sherman
conceived his course for students in all fields of study,
believing that the perceptual and organizational skills
that were good for art were good for every other kind of
productive living as well. During the first y=zar of the
American involvement in World War II, he taught his course
for several weeks to gunnery recruits at Fort Mervers,
Florida, believing it would help them more effectively to

blast the enemy from sea and sky.

Even a vague familiarity with the history of modern art
instruction is sufficient to recognize in Sherman's course
certain themes, ideals, and strategies which had informed
fine and applied art instruction at various points and in
different combinations during the preceding century. As was

fitting for an ambitious American pedagogy whose author
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6
intended to extend, and thereby to improve upon a venerable
European modernist tradition, Sherman's course assumed novel
positions in relation to many of the latter's pedagogical
formulations. Nor was this limited to the taste which some
Bauhaus instructors had for Gestalt theory. Because the
"flash" technique entailed drawing from an afterimage, it
also recalled the mid-nineteenth-century French vogue for
teaching drawing from memo:ry. The notion that one should and
could teach all students the fundamentals of "form
organization" went beyond the regional source in the ideas
of John Dewey to recall the utilitarian and reformist
traditions in the history of nineteenth-century general
education. In this context it is not surprizing that
Sherman's instruction of gunnery recruits and his design for
the flash lab bring to mind a notion which Michel Foucault
advanced in DPiscipline and Punish concerning the
commonality of the disciplinary logic which informed both
general education and military training techniques during
the early years of the Industrial Revolution. As in the
case of Joseph Lancaster's "monitorial" system, techniques
were evolved so that self-discipline could be instilled in
ever larger numbers of students; in the case of Lancaster's
pedagogical program, by monitors appointed from among the
students' own ranks. Foucault argued that such techniques
helped to displace an earlier absolutist concept of power

imposed from above with a superego of sorts: an internalized
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power relation that was far better suited to the goals of
industrial production in an era of increased
democratization. In Foucault's words, such training

produces "docile bodies."4

As an institutionalized practice, art instruction is a
specialized embodiment of the processes that contribute to
the construction of social subjects. A pedagogy of art may
be just a codified formula for realizing whatever the
cultural consensus may be at a given time regarding the
character of aesthetic value in fine art, and therefore it
exists in a relation to older aesthetic traditions. But fine
art can also be understood as an attempt to come to terms on
an imaginary level with the limited satisfactions, abundant
frustrations, structural transformations, and the attendant
stresses and contradictions of everyday modern life, all the
while sustaining cultural myths and ideals. Inevitably,
modern art instruction is affected by and, in a limited
sense, affects, the broader spheres of commercial and
industrial production, whether it defines itself in
opposition to them, or attempts in some way to fuse with and
reform them. The character and the limits of art instruction
are also affected by the perceived goals of general
education, since it too is shaped by government policies
regarding the degree to which basic literacy, manual skills,

or a broader "cultivation" is to be the common prerogative
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of some or of all social classes. Pedagogies of art can
therefore share with general education fundamental concepts
of what is required for the humane and complete development
of the individual. Art instruction, and the kind of social
subject the artist is supposed to be, determine each other,
whether as Wordsworth's poetic exception to the rule of
commonplace behavior -- as bohemian outcast -~ or as Hoyt
Sherman's model of unified productivity. Like ¢eneral
education, art instruction is a point of intersection where
the social, political, and cultural issues which inform
individual and collective life at a particular historical

juncture become detectable in definable discursive terms.

By disclosing the ideas, values, and philosophical
presuppositions that informed a pedagogy like Sherman's, and
by examining their historical meaning in the context of a
theory of modern art instruction, it might be possible to
describe historically just what was at stake in the
imaginary spaces of 1960s art like Roy Lichtenstein's. That
is, through such an historical account of the education of
the late modern artist it will become possible to move
beyond the conventional account of how this art negated
Abstract Expressionist and "humanist" aesthetic experience,
leaving as its principal legacy what critics both on the
Left and the Right have been entirely satisfied to identify

as cynicism. In this dissertation, Lichtenstein's art
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therefore continues to play a significant part as a self-
acknowledged realization of a significant pedagogical
development within American history before and after World
War II. However, one additional change had to take place in
my thinking about the goals of this dissertation. It seemed
to me that the conflation of aesthetic and industrial
structures which informed Hoyt Sherman's course of
instruction underlay more than just his pedagogy and Roy
Lichtenstein's later artistic practice. To begin with,
virtually all American Pop art betrays the same structural
dynamic: Pop artists aestheticized commodities while they
commodified aesthetics. Furthermore, looking back over the
artistic education of Andy Warhol and James Rosenquest, for
example, reveals that they too were trained as artists in
the broadest sense of that term: as individuals whose varied
apprenticeships prepared them to function optimally whether
as fine or applied artists. Something rather striking had
occured between the formation of the WPA and the end of
World War II in the art departments of large American
university campuses -~ in the case of these artists, at
Carnegie Tech and the University of Minnesota, respectively.
During this period the education of the artist and the
designer came into unusually close proximity with one
another. As a rasponse to a variety of economic, social and
political pressures which first were exerted by the

Depression and then by the war, traditional hierarchies
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10
between these categories of experience were eroded in
significant ways. into circumstances that were distinct from
the ones which obtained in Europe after World War I, and
which gave rise to the utopian high modernist transformation
of art and design, a laﬁe modern American manifestation of
such transformation appeared. The fusion of industrial and
aesthetic considerations in which it consisted at the
pedagogical level before and after World War II would
prepare a generation of American artists to negotiate a
singular path between such structures to fashion Pop Art

roughly a decade later.

It is, then, in the theater of pedagogical history that
the drama of late modernism is first enacted according to
the sccial scenario that its theory comprises. In attempting
to describe this late modern formation, the problem then
becomes: how does one arrive at the such a theory of modern

art instruction?

e e e ok o e e e ko

To date, no general theory of modern art instruction
exists. That is not to say that attempts at theorization
have not been attempted; only that the results have been
partial. Especially since the late 1960s increasing numbers

of art historians have investigated the field of modern art
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11
instruction. As befits a neglected field, most of these
studies are straightforward chronicles. For decades there
existed variously sketchy or scholarly studies of art
instruction, often written for art educators by historians
of education. There were a few art historical surveys, like

Niklaus Pevsner's Academies of Art Past and Present (1940),

in which the pedagogical field is represented as a sweeping,
if not entirely homogeneous academic tradition. But since
the 1960s, pedagogical investigations have generally
paralleled in their increased specialization a division of
art historical labor which coincides with the growth of the
art market, as well as the humanities. An exception to this
rule, Stuart Macdonald's The History and Philosophy of Art
Education (1970) is a misleadingly titled attempt to trace
the intricate development of art and design instruction,
primarily in Great Britain. The value of Macdonald's book
primarily resides in the way it brings together more than
one pedagogical category, including fine art instruction,
art instruction for industrial design purposes, for the
instruction of artisans, school teachers, and children, thus
suggesting the heterogeneity and the complexity of the
factors which inform art instruction from the beginning of
the nineteenth century. Nevertheless, theorization is
subordinated in Macdonald's book, which functions more as a

straightforward chronicle.
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There are always more monographic treatments of figures
who, like Matisse, Kandinsky, Rodc¢henko, Klee, Moholy-Nagy,
André Lhote, van Doesberg, Hans Hofmann, and Albers, among
others, contributed so prominently to the pedagogy of modern
art; but pedagogical material remains peripheral to the
goals of most monographs. On the other hand, primary
material, like manifestos and other theoretical statements
have been translated and reprinted more often. Studies of
individual art schools have also appeared, like Hans

Wingler's Das Bauhaus (1962, the monumental English language

edition of which was published in 1969), Martin Duberman's

Black Mountain Cellege: an Exploration in Community (1972),

or the more recent study by Mary Emma Harris, The Arts at

Black Mountain College (1987). Although each of these books

contains a more or less thorough examination of the
curriculum, of "foundation" courses, and variously
authoritative or speculative patterns of influence, attempts

at theorization remain localized.

Because art historians' increased involvement with art
instruction dates from the late 1960s, and because that time
coincided with the art historical challenge to the
(formalist) modern teleology which dominated the field after
World War II, it is not surprising that a revisionist agenda
informs some recent work on art instruction. Nowhere is this

more prevalent than in Albert Boime's many investigations of
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13
nineteenth-century art teaching. By taking a brief look at

two of Boime's studies -- The Academy and French Painting in

the Nineteenth Century (1971), and "The Teaching Reforms of

1863 and the Origins of Modernism in France" (1977) =-- the
character of this revision becomes evident and, more

important for our purposes here, so too the limitations of
the traditional methods of art historical inquiry to move

towards a theorization of the modern pedagogical field.

Boime's book was a pioneering attempt to illuminate the
administrative and pedagogical structure of the Académie des
Beaux-Arts in the nineteenth century and to relate it to
developments within French painting during the same period.
As such, it was an attempt to right a historiographical
wrong: the neglect of the Académie by many art historians,
and its reduction to a modernist cliché by others. Focusing
on the history of this dominant teaching institution, Boime
described in considerable detail the limits and the
character of academic instruction and peclicy, and the
relation of the latter to official and independent
contemporary pictorial tastes. Basing his work on an
impressive familiarity with the contents of academic and
administrative archives, and with contemporary art
criticism,; he disclosed the shifting character of the
relationship between administrative demands and pedagogical

structures, between political power and administrative
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structures, contemporary taste and institutional response,
thereby correcting the misimpression that the academy
remained static, moribund, and monolithic in the face of
sweeping historical and cultural change. The focus of his
research upon a relatively homogeneous class of archival
material, all of which centered on the figure of the
principal institutionalized path to artistic success in mid-
nineteenth century France, made it possible for Boime to
argue that the administrative and pedagogical structures of
the academy were largely continuous with previous and
subsequent traditions. From the outset of his study, Boime
sounded the theme of continuity --a leitmotif, if not a
historical principle ~-- to argue that "progessive art in the
nineteenth century" was significantly anchored within the
Ecole's pedagogical traditions.® Boime's preference for the
term "progressive" should not obscure the brand of
historicism at work here, evideﬁt in his use of the former
term to denote works by Manet, Morrisot, Monet, Renoir,

Seurat, and others whom one might also call modernists.

Boime insisted that the rise of a romantic taste for
"originality" -- for spontaneity, the principal sign of
which was the artist's impetuous gesture -- paralleled and
indeed was made possible by an academic precedent: the
existence within Ecole procedures of the "generative" and

the "executive" stages of aesthetic production. Whereas in
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the Davidian era academicians privileged the "executive"
phase over the "generative," by the 1820s -~ and especially
after 1830 -- a greater appreciation for the generative
phase evolved inside academic circles. Coincident with the
rise of this "sketch aesthetic" was a taste for the "minor"
genres, principally landscape. Boime chronicled the
continuing importance of the Ecole within French artistic
life and, as proof, compared "generative" works (oil
sketches) by those who taught in the ateliers (ie. Gleyre,
Couture, Bougereau) with completed paintings by artists who
had once studied with them. Finding nothing but affinities
between them, he likened Charles Gleyre's Queen of Sheba,

for example, to Claude Monet's Quatorze juillet, rue

Montorqueil. Significantly, he accomplished this by

isolating the issue of paint application while overlooking
every other representational concern.® That this occurs in a
study whose author claims to liberate his readers from the
"hegemonic embrace of the Museum of Modern Art" -- with
having "struck at the ideological roots of the myth" of a
triumphant formalist vanguard -- is only one of the more
striking paradoxes to compromise the value of this book.”7 My
goal here, however, is not to uncover the signs of
ideological negligence in the revisionist wave that has
swept art history since the late-1960s so much as it is to
reveal the inadequacy of the conventional art historical

methodology to lead to a theory of modern art instruction.®
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Boime's theory seems predicated upon a partial, not so
say impoverished, conception of modernism. Little more than
style, it consists of a taste for the minor genres and for
the "original" gesture of the artist. Consider any one of
Manet's epochal works: the Olympia, for example. Can its
canonical modernist status be accounted for in terms of its
spontaneity, or its classifiability among the minor genres?
While there is no denying that traditional academic values
and hierarchies figure in the conception of this work,
precisely in what way cannot be reduced to a matter of
influence. On the contrary, it is because Manet's
representation of a contemporary prostitute had the scale,
format and theme of an academic painting that the Olympia

could acquire so much of its subversive potential.

Six years later, in "The Teaching Reforms of 1863 and
the Origins of Modernism in France," Boime presented a more
complex view of modernism. This article described the impact
on the Ecole des Beaux-Arts, not just of discontent among
independents, emergent modernist painters and their
supporters, but of French concern with potential competition
(principally British) in the lucrative and prestigious
industrial arts trade. With a wide variety of archival
evidence Boime showed how, from the second third of the

nineteenth century, the more competitive international
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marketplace for industrial arts products, the growing
metropolitan consumer culture, and new patterns of
bourgeois consumption, were making it imperative for the
Ecole to become more responsive to advancing French cultural
and productive life. Boime documented the concerns of
legislators, architects, entrepreneurs, and others who
faulted the self-protective administrative policies and
inefficient pedagogies of the Ecole, and ultimately forced
upon the latter an unprecedented attentiveness to technical
skill, and a greater openness to abbreviated drawing
techniques. Furthermore, some advocates of academic reform
recommended that the technical skill, discipline, and
patience associated with rudimentary draughtsmanship would
be valuable to the working classes; similarly, they regarded
the cultivation associated with instruction in history and
aesthetic traditions beneficial to the bourgeois public. In
this way the roots of the later nineteenth-century
implementation of rudimentary drawing instruction within
French general education can be traced to the requirements
of earlier industrial development and heightened
international competition as early as during the July

Monarchy. 2

The "modernism" which materializes from this discussion
is still concerned with terms like "originality," but the

latter is now situated in a broader historical context,
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embedded as it is within the matrix of cultural responses to
industrialization. Insofar as Boime's topic extends beyond
the discourse on fine art instruction to embrace design,
architecture, industrial production, general education,
social reform and philosophy, it shows the diversity of
factors that contributed to the discourse on general
education in the mid-nineteenth century, and to the
formation of an explicitly modern pedagogy of art. In this
study one theme predominates: the union of the arts, of art
with industry, and, as Boime also put it in a suggestive
leap, the reunification "of art with everyday life."10 By
correctly identifying this theme with modernism, he is able,
once again, to connect the latter to the history of the
Ecole des Beaux-Arts. As a central theme and ideal
throughout modernist cultural history the union of the arts,
and of art with life, was extensively diversified at
different moments for over a century. While a combination of
idealism and pragmatism informed the attempts of Bauhaus
instructors to unite the fine and applied arts, this
situation differed significantly from the transformation of
art into a component part of everyday life that was the aim
of the Dadaists' transgressive strategies. And neither the
former variation on the theme of synthesis nor the latter
can be likened with the effective colonizaton of art by an
expanding consumer culture that would surface prior to the

middle of the twentieth century in the United States.
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What is impressive about Boime's essay is the
appreciation it gives the reader for the sheer diversity of
the discursive factors which contributed to the formation of
modern art instruction, and the dynamic relations obtaining
between them. This is apparent in the mass of historical
documentation he brings to light. However, still driven by a
revisionist impulse, his essay seems so focused on the
rehabilitation of the Ecole's prestige, that his ability to
theorize modern art instruction, beyond the relations he
documents, is severely limited. It is only a slight
exaggeration to say that if one were to connect Boime's two
studies of the Académie end to end, modernism would appear
as the product of a decidedly turbulent yet, in every other
sense, continuous tradition of aesthetic instruction that
extends from the sixteenth century "corporations" to the
rehabilitation of academic teaching methods among present
day practitioners of what Boime has called the "sorely
needed figurative revival" -- continuous, that is, but for a
brief period of "hegemonic" eclipse during the period
between the end of World War II and the art historical

revision of the later 1960s.

Midve K K ek ke k%

Michel Foucault has systematically described and
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challenged the character and the effects of such histories.
Tc be sure, he did not address revisionist art history
which, postdating his critique by several years, would
surely have struck him as only a slightly more refined
version of what he intended to challenge. Instead, when he
initiated his project at the beginning of the 1960s, he
targeted "history" as it was practiced in the university.
Foucault has referred to the latter as "total history," by
which he alluded to the way its practitioners aimed to
retrieve their historical objects from oblivion, as if they
were slices from a past which could be restored in all the
detail, and with all the archival fullness-of-being to which
modern research and analysis aspires. For the “total"®
historian, discontinuities and contraditions are blank spots
"between two positive figures that (have) to ke subjected to
analysis."ll As Boime's project demonstrated, traditional
(art) historians tend to smooth over signs of rupture from
the field of history. Such signs of discontinuity are seen
as signaling the zpecialist's failure at the level of
research or analysis, and the historian resorts to smoothing
over the gaps, or to establishing correspondences between
heterogeneous yet contemporary practices because "they all
occured within a given spatio-temporal moment that dominated
the 'face' of the times."l2 There is reason to think of such
"total" or "continuous" history as "modern." It presumes the

value and practicability of seemingly limitless progress
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through empirical research, and the ability to deploy
scientific techniques to retrieve with certainty what is
certainly lost. The author of such histories also shares an
essential philosophical project with the modernist artist:
to provide evidence of, and shelter for, the sovereign
subject of humanist culture.

Continuous history is the indispensable

correlative of the founding function of the

subject: the guarantee that everything that has

eluded him may be restored to him; the certainty

that time will disperse nothing without restoring

it in a reconstituted unity; the promise that one

day the subject -~ in the form of historical

consciousness =-- will once again be able to

appropriate, to being back under his sway, all

those things that are kept at a distance by

differencei and find in them what might be called

his abode.
As if in response to this transcendental component within
modern history, Foucault developed his alternative practice
"to free history from the grip of phenomenology."l4 aAs
opposed to the comforting prospects of origins and eternal
returns, and the soothing telegologies that join them
together to the subject, Foucault demonstrated the potential
of a "general" history, or "archaeology," which is
predicated upon the value of casting historical difference
into sharp relief. For the Foucaultian archaeologist,
discontinuity -- "stigma of temporal dislocation that it was
the historian's task to remove from history" -- takes on a

special constitutive role as a positive element in an

analysis which pursues the limits of historical possibility,
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specifically, through the examination of discourses.l®

Foucault's archaeologist resists the total historian's
inclination to organize historical material in accord with a
singular guiding principle: a progressive world view, a
singular meaning, or a consciousness. Instead he or she
suspends the statement in what Foucault called the archival
"space of a dispersion."l6 The archaeologist attempts to
deploy the unsteady "space of a dispersion" in contrast to
what one might call the historian's two-point perspective --

the way in which, through the agency of a reciprocal
relation between historians and their material, the illusion
of historical continuity is maintained. So too is the
potential for a proprietorial attitude toward historical and
cultural legacies, most notably, humanism. The
archaeologist seeks out only those regularities which govern
the inherent mutability of discursive formation and
transformation. In contrast to the methodology of modern art
history, which was modeled to remain attentive to the
"evolution" of traditions, the development of "oceuvres," or
the genealogy of "influence," the archaeologist avoids these
categories altogether, recognizing that they all "diversify
the theme of continuity."1l7 Instead, archaeological
description tries to detect the "formation of concepts, the
modes of succession, connexion, and coexistence of

statements."18 Its goal is to describe the materialization
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of themes, ideals, and strategies, and to disclose the
regularities which govern them in a given discourse. Such a
method is especially well-suited to theorize a discursive
entity like modern art instruction, for only when one can
describe the relations of coexistence within the constituent
elements of a discourse can one move towards a theory of

that discourse.

hkkkkhkhkhkkkkkk

One might say, then, that a discursive formation
is defined (as far as its objects are concerned,
at least) if one can establish such a group; if
one can show how any particular object of
discourse finds in it its place and law of
emergence; if one can show that it may give birth
simultaneously or successively to mutually
exclusive objects, without modifying itself.

-~ Michel Foucault 1°

A discourse -- "a fragment of history, a unity and
discontinuity in history itself" -- is comprised of a
sequence of signs, or a group of verbal performances, or
"statements," which are bound together into "discursive
formations" by constitutive and normative relations which
must be defined.20 aAkin to a primary unit of discourse, the
statement, in Foucault's sense of this term, is a
"repeatable materiality" whose meaning is discernable in its
interrelations with other statements. Of primary importance

are those questions concerning the conditions that make this
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statement (and not another one) possible: what are its
conditions of emergence? How can one describe its relation
to prior and subsequent statements? How is it bound together
with a group of other statements to ccmprise a discursive

formation?

One of the most decisive characteristics which sets a
modern discourse on art instruction apart from a traditional
one is the dynamic tension that surfaced in the second third
of the nineteenth century between utilitarian and aesthetic
conceptions and goals. The friction created by this polarity
remained central to the formation of new modes of art
instruction from the second half of the nineteenth century
through the first half of the twentieth. Every new pedagogy
negotiated between these terms and others which, in their
constructed antagonism, are logically connected to them. It
is not difficult to see how this pair of terms --
utilitarian/aesthetic -- opens onto the more familiar
pairs: copy/original; reproducible/unique; doing/being. The
reader may well object that traditional or "classical"
pedagogies of art have also, at least since the Renaissance,
differentiated rigorously between fine art instruction and
applied art instruction. And while this observation has the
ring of truth, it totally misses the point being made here.
The classical separation between these categories was marked

by discretion, not tension; and as a motivating factor in
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the production of new pedagogies, it can be said to have
remained inert. The classical separation between a fine art
that appealed and answered to a philosophical standard, and
applied or "mechanical" arts that responded principally to
utilitarian considerations, was not marked by the
contentious dynamic which culminated in the teachings of
Russian Constructivists and the Bauhaus. Within the context
of an expanding industrialization and democratization, the
power of the disparity between utility and aesthetics drives
the discourse forward, as if in search of an elusive

resolution.21

While it has been a commonplace of art history to
assume unreflexively that "practical" (or "mechanical")
drawing and its instruction should in every significant way
be kept separate from a consideration of fine art drawing
and its instruction, this apparently innocent assumption has
an ancillary effect: it advances the illusion of a
continuous aesthetic tradition. In light cf the dynamic
character of discursive formation and transformation, it
should be obvious that the separation of these categories
can only be maintained at considerable risk to any attempt
to theorize the historical field of modern art instruction.
The archaeological method suggests a way to mediate between
these classes witnout jeopardizing their differences or

losing the potential for extracting historical meaning frocm
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them. By introducing a concept -- for example, the
historical conception of memory in nineteenth-century
Western Europe -- and by showing how it materialized as a
significant theme, a strategy, and an object of contention
within a variety of pedagogical and critical practices, the
complex, productive interrelation between "practical" and

"aesthetic" modes of drawing instruction can emerge.

Memory is one of the more important concepts to assume
functional prominence within the early discourse on modern
drawing and its instruction. By the middle of the nineteenth
century, memory became more than a theme, it spawned
variations and gave rise to a strategy for aesthetic
production which opened onto another pair of antagonistic
terms: voluntary and involuntary memory. These clearly
parallel the split between utility and aesthetics, copies
and originals, materiality and metaphysics. Memory work --
learning by rote -~ was an essential tool of general
education, such as it was, in Great Britain from the late
eighteenth century. When considered in this context memory
takes on its broader social significance as an object of
debate in nineteenth and twentieth-century cultural life.
Memory will be seen az an object which was diversified early
in the nineteenth century within overlapping pedagogical,
artistic and literary discourses. In this study it serves as

a thematic thread that weaves through such discourses,
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connecting, for example, art instruction and general
education, and permitting one to identify what kind of
social subject each category of teaching presupposes. It is
well known that throughout the nineteenth century, there
were attempts to restructure and reform British schooling so
that it would provide middle-class children with an
education appropriate to a "career open to talent." Attempts
to educate the poor were also evident in various forms from
the late eighteenth century on. But the "charity-school"
movement, the "Sunday school" movement, or the system of
"endowed" schools effectively limited instruction to
teaching obedience and rudimentary literacy skills to a
small proportion of the nation's poor children. The
development of popular education for the poor was hindered
from the start on a number of fronts: because of upper and
middle~class anxiety =-- heightened in England during the
1790s by the Terror in France ~-- at the thought of the
rabble being educated only to demonstrate more discontent:
because of upper middle-class factory owners' resistence to
public instruction, as dictated by Reform Acts like that of
1832; or because of jurisdictional disputes between non-
sectarians like the members of the Lancaster Society and the
Church of England. The fragmented primary and secondary
educational system, then largely limited to instruction in
the "three R's," relied throughout upon memorization. As a

consequence, learning by rote became a favorite target of
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criticism among reformers from the early nineteenth-century
Owenites to later Pestallozians like David Stowe and James

Wood, or Romantics like Mathew Arnold and John Ruskin.?22

In the curricula of the British design and "normal"
schools that assumed their mature forms towards the middle
of the century, memorization functioned as it did in general
education: as a klunt pedagogical instrument. The British
National Course of Drawing Instruction (1852) was predicated
upon a belief in the value of teaching designers, artisans,
school teachers and, through the latter, children, a narrow
repertory of highly codified, first geometric, and then
largely classical or vaguely classicizing forms. Drawing
these forms, as precisely as possible, from memory was
considered a way to improve the retentive powers,
discipline, and patience of design students and artisans,
helping such workers to draw, or simply read and follow
plans for the production of architectural and design
elements or consumer goods. Similarly it was hoped that such
methods would prepare designers to invent new combinations
of the standardized ornamental forms then considered
appropriate for new designs. While a memory for "useful"
information and draughtsmanly conventions informed the
utilitarian agenda of the British National Course of
Instruction, it also provided John Ruskin (and other social

reformers) with a perfect foil for evolving a more
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enlightened, reformist understanding of the goals and
methods of art and design instruction. Ruskin deplored the
narrowly utilitarian logic of the National Design School
curriculum, and singled out for ridicule its determined
separation of "practical" instructions, learnt by heart,
from a properly aesthetic education. In his view, true
education should consist of studying the natural model,
stressing a more humane approach to "useful" goals:
sharpening perception, increasing patience, and improving
technical skills -- all of which would contribute, along
with a larger program of social reform, to provide a degree
of contentment among the nation's poor. By practicing manual
precision, studying the organic model, and being taught
moral lessons, Ruskin ultimately intended that individuals
grasp, within limits imposed upon them by their class
background, the aesthetic and moral truths of a higher
reality. In this way, he redefined "usefulness" in terms of
an intrinsic value; and "value" as that which "avails for
life."23 Thus in Britain the related themes of instrumental
memory and conventional imitation were opposed by the
romantic theme of a perceptual acuity whose object was the
eternal spirit as evidenced in essential, harmonic
relationships that could be extracted by studying and

internalizing the organic model.

In France, where the difference between drawing
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instruction for practical purposes and its instruction for
fine art purposes was not as clear cut as in Great Britain,
the virtues of memory work were also being extolled, but to
subtly and significantly different effect. During the July
Monarchy, many new drawing pedagogies emerged which were
intended for varied uses by future artists, designers,
architects, teachers, artisans, children, and amateurs.
These might include a published course of instruction
which, like Horace Lecoq de Boisbaudran's, was offered at
the Ecole Gratuite de dessin in Paris, or courses that
emphasized quick results like Mme. Elizabeth Cavé's or
Nicolas Amaranthe Rouillet's. The array of new offerings in
this field included innumerable "copy books," descendents
from a venerable tradition of engraved geometric, figural
and ornamental motifs, which students were to copy precisely

and in order of increasing complexity.

Even when memorization played no ostensible part in a
course of instruction it would be naive to presume that
silence on the mnemonic issue is proof of its pedagogical
irrelevance. The idea of copying engravings or casts was to
a great extent based on the notion that such objects
contained properly classicized variations upon an
essentially natural theme. These "improvements" upon nature
(as they were believed to be), whether conventionalized

animal and vegetable forms, or stock poses, body types and
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facial features derived from Greek and Roman sources, were
the elements of a representational sign system, an
ornamental and artistic code, which it would be merely
accurate to say the student was to learn "by rote." Thus,
whether drawing "from memory" is stipulated as an exercise
within a drawing course or not, one is functioning within
the realm of empirical, or "instrumental" memory if that
course presumes the necessity of learining a codified
representational system, be it classical or mechanical. On
the other hand, Lecoq de Boisbaudran's course of
instruction (first published in 1847) emphasized the value
of drawing from memory in part because of the deviations
from a purely mimetic standard which this practice was
intended to produce in the student's drawings -- deviations
which were regarded as the increasingly obliging signs of
artistic originality. Such a discovery of the resources of
involuntary memory for the more purely aesthetic purposes of
the fine artist attests to the presence of the dialectic
within the pedagogy of art between aesthetic and

instrumental (industrial) structures.

But the mnemonic theme extends still further than this
formulation to include an even more telling mnemonic
strategy. Memory and, eventually, drawing from memory became
major themes in art criticism. From the Salon of 1846

through to the publication in 1863 of The Painter of Modern
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Life, Baudelaire fixed upon memory in a variety cf ways:

first, as a guide for detecting a truly Romantic fine art;:
and, in the later essay, as a means of achieving an art of
modern life. Baudelaire recommended drawing and painting
from memory for the same reason that William Wordsworth had
recommended the novelist's and poet's use of a similar
technique, thereby seeming decisively to strip from memory
all traces of the utilitarian appeal it retained in even the
most fine-art-oriented French drawing courses. This

strategy was calculated in large part to combat the
trivialization of contemporary French painting in the
commercial marketplace for art, and partly as a protective
response to the growing realization that metropolitan
experience had become so manifestly distracting that it
threatened the artist's ability to "distill the eternal from
the transitory." As a result of the threat posed by the
faddish pressures of the marketplace, and by such a demand
on the urban artist's senses, and powers of organization,
Baudelaire suggested that the artist retreat from the
marketplace to the greater stillness of the studio where he
or she might deploy the reciprocal resources of imagination
and memory. This critical strategy therefore presumes the
separation of art from daily life, despite the fact that the
latter served as the subject matter for the "painter of
modern life". Insofar as drawing from memory became a way to

ensure that art could provide evidence of, and shelter for,
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the "centered" subject of Western humanism, it also heralded
the elaboration of a phenomenological thematic within

modernist art.

Consider the following historical leap: from the
concept of drawing from memory, understood as a nineteenth-
century strategy for the production of aesthetic form and
experience, to the strikingly different method that Hoyt
Sherman employed almost a century later for some very
similar reasons. The critical negation of utilitarianism on
Baudelaire's part leads not so much to a figure like
Sherman, but to one like Hans Hofmann who taught drawing and
painting in a search for a metaphysical "real." The French
pedagogies that featured the practice of memory work for
more than fine art purposes can be seen as the progenitors
of Sherman's later attempt to realize a unien between art
and everyday life. The appearance, transformation,
obsolescence, and displacement of a given theme, and the
aesthetic strategy devised to preserve the latter's
viability, signal the rise and fall of three notable
historical periods to which I provisionally give the names:
early modernist, high modernist or utopian, and late

modernist.

The early modernist period is detectable from the

second third of the nineteenth century, and extends through
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to the turn of the century. It corresponds with the
emergence of a fundamental antagonism. The notion of drawing
from memory, and the differentiation between commonplace and
"true" memory are early signs of the aestheticist
predisposition among modern artists. The nineteenth-century
artist's self-protective retreat foreshadows certain aspects
of the more extreme measure of radical abstraction in the
art and pedagogies that mark the beginning of the second,

high modernist or utopian phase.

Ernest Mandel has noted that the period between 1830
and 1847 is part of the "long wave of the industrial
revolution." According to the terms of Mandel's economic
history, this wave, which extends from the end of the
eighteeenth century until the crisis of 1847, is notable not
as a period of rapid growth and large profits, but for the
arduous processes by which handicraft-produced and machine-
produced steam power were introduced as a motive force into
the most important sectors of commodity production.24 It was
during this period that the working classes in Britain,
Germany, and France were continuing to be recast, through
subtle (ethical, moral, educational =-- in short,
ideological) as well as brutal means, into the "docile
bodies" whose capacity to yield surplus value would increase
so dramatically after 1847. At that time, during what Mandel

has called the "long wave of the first technological
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revolution," machine-made steam power was generalized as the
dominant motive force in production and communication. The
early modernist period within the history of modern art
instruction corresponds with the demand for practical and
popular drawing instruction and improved design instruction
in Great Britain, France, and the United States. It also
marks the rise of memory as a prominent theme within this
broadly defined pedagogical discourse, a theme which
manifests the processes whereby individuals can
simultaneously be subjugated or shored up to suit the
increasingly industrial conditions of production. The
evolution of a mnemonic strategy as an explicitly aesthetic,
cultural response to, and elaboration on, that theme, and
the introduction of varied forms of nature study (from
empirical to subjectivist) are inseparable from the broader
context of social, political, and economic transformation
during this era. Not surprisingly, from the 1830s the
characteristic problems associated with industrialized
modernity became commonplace thematic concerns in cultural

discourse.?25

Like all the themes and strategies which punctuate the
history of modernist art and its instruction, memory would
be displaced by others which could address more effectively
the more extreme challenges to the survival of aesthetic

experience during the later nineteenth and early twentieth
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centuries. The grant of special privilege to "unconscious"
or "involuntary" memory would still apply for modernist art
production long after it was displaced as a prominent theme
within pedagogical and critical discourse. Memory retains
its axiomatic relevance as an unspoken but implicit presence
underlying many newer concepts and aesthetic strategies. For
example, although there may be no significant mention of
memory in the discourse on Impressionism, the
Inpressionists' representation of the fleeting aspect of a
"plein air" experience, their desire to represent the
sensation of an instant of perceptual plenitude =-- the
semblance of a self-proximity as if in the absence of time
and articulated thought (recall Pissarro's appraisal of
Monet as "only an eye...") -- similarly presupposes the

critical negation of instrumental memory.

The prominence of empirical or instrumental memory
within conservative and utilitarian nineteenth-century
education paralleled the mimetic standard in art, the taste
for "objective" records of the surface appearance of things.
The rise of mnemonic strategies within art instruction and
art criticism coincided with the taste for an original art
from which mimesis did not disappear, so much as its object
shifted away from the classical canon, from factitious or
naturalistic conventions, through shifting conceptions of

realism to arrive at the anti-positivist representation of a
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"universal" reality.

Towards the end of the nineteenth century, during a
period which Raymond Williams has called the "interregnum,6"
the movement away from instrumental memory and from
naturalistic representation was codified in pedagogies that
emphasized the essentially romantic, expressive concept of
spontaneity and the compositional notion of the
"ensemble."2® Arthur Wesley Dow was an American art
educator, artist and author of an influential book entitled,

Composition (1899). Dow resisted teaching that focused on

the imitation of academic norms or natural models. These he
replaced with lessons in the concept of "fundamental
structure."2? Dow wanted to teach sensitivity to such
structure because he understood it as a method of improving
all the arts. Knowledge of fundamental structure would also
solve the problem of uniting the arts since they would all
provide evidence of the same underlying structural
qualities. Influenced by Ernest Fenollosa, curator of
Japanese art at the Boston Museum of Fine Art, he employed
Japanese concepts like "Notan," a practice which produces
harmonious, spare tonal effects. Fenollosa helped Dow to
see the potential for a Hegelian synthesis between West and
East in a new American art. Dow instructed students in the
character of a pictorial structure that could be as abstract

in its constituent terms as it was materialist in its
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exploration of the artist's working materials. Dow's classes
included exercises in the use of line (direction, shape,
proportion), "dark-and-light" (tone, quantity of light), and
color (quality of light). Essentially a product of turn-of-
the-century Symbolist, and Arts and Crafts thinking, his
teaching marks the end of the early modernist period while
looking forward to the beginning of the second, high
modernist or utopian phase in the theoretical history of
modern art instruction.

Such an art training, experienced by all, will

result in a better quality of industrial products,

better city planning, better taste in dress and

decoration, and the conservation of scenic

beauty....This is the larger service that the art

teacher can render to the nation.
After World War I, Dow believed even more intensely in the
importance of a unifying, as well as unified, aesthetic. On
the faculty of Teachers College at Columbia University, he
became acquainted with his colleague, John Dewey, with whom
he would share many ideas about aesthetic experience. At
that time, Dow insisted on the social function of art, an

idea he stressed in order to promote thé dissemination of

art instruction within American general education.

Before World War I there were already quite a number of
artists who would have shared with Dow his enthusiasm for
these goals, but to whom his supporting strategies would

have seemed rather quaint. The rejection of a moribund

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



39
academicism or a conventionalized realism and naturalism
that contributed to the earlier period of pedagogical
development was displaced by the concept of a fully
developed pictorial abstraction well before the outbreak of
World War I. Under the rubric of "nonobjectivity" the anti-
positivist, spiritual dimension of the earlier model was
extended into the first decades ot the twentieth century to
support wholly unprecedented forms. Older strategies for
preserving humanistic aesthetic experience, like the retreat
from contingency to the resources of imagination and "true"
memory, assumed new and more radical dimensions. After the
war, the experiments which had taken place in this separate
zone of pictorial and sculptural experimentation would be
displaced in the educational programs of the Bauhaus, or the
revolutionary Russian avant-garde, where Constructivists and

Productivists pursued a radical sublation of art and life.

The emergence of the second, high modernist phase thus
coincides with the pioneering early abstract and avant-
gardist experiments. It encompasses the first written

formulations of artists like Kandinsky (Concerning the

Spiritual in Art 1911) and the varied postwar attempts at

idealist or materialist synthesis, ranging from the utopian
abstractions of De Stijl, to the mix of utopian aesthetics
and pragmatism at the Bauhaus, and the laboratory and

ultimately materialist investigations of the Russian avant-
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garde. While the ideals and strategies of Dadaists may seem
antithetical to pedagogical codification, they should be
noted in passing, because their practices can be understood
to respond in certain ways to existing approaches to art
instruction, whether academic values, naturalistic
conventions, or mnemonic methods of fine and applied art
teaching; and, in Duchamp's case, to the protocols of

drawing instruction in French general education. 29

Before World War I, artists like Kandinsky, Delaunay,
Gris, and Mondrian initiated the high modernist period when
they turned to abstraction. These experiments could often be
accompanied by considerable study of, and borrowings from,
the resources of a rational science of perception, the
mechanically derived harmonics of an explicitly mathematical
system, or even the conventions of mechanical drawing. Such
study helped them to substantiate their variously late
romantic, theosophical, or platonic goals, enabling them to
arrive at the paradoxical idea of a positivisticaly propped
“"inner vision."30 This novel graft -- an aesthetic
internalization ~- made it possible for these artists
imaginatively to engage with, and "manage," the radically
new material conditions brought about by the second

technological revolution.

Ernest Mandel has identified the "long wave of the
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second technological revolution" in terms of the
generalization of machine-made electric and combustion
engines at the start of this century. These industrial
advances set the stage for so steep a rise in the
productivity of labor as to require the expansion of
consumer markets to include for the first time significant
numbers of producers. In the United States especially, this
goal would be accomplished through the combined efforts of
"machine age" design, advertising, and the institution of

buying on credit.31

The early emergence of the raticnalist, scientific
theme within the discourse and paintings of prewar abstract
artists helped to sustain the notion of modern art as a
credible "court of appeals" -- an imaginary realm of
coherence, harmony, calm, and resolution -- which, it was
widely hoped, would serve as a model for other forms of
social life. Through this model individuals might learn
measured and effective ways to respond to the increasingly
productive and potentially dangerous world in which they
lived.32 Prewar abstraction advanced the progressive
thematic of modern art, its imaginary encounter with the
scientific and industrial models endowing the space of
artistic exception with the deeper resonance of profound
historical insight. While mnemonic reflection and the

intuited resources of the imagination once sufficed to
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protect the artist and the spectator's potential feor
transcendent experience, this generation internalized the
industrial grid to map out a wholly imaginary pictorial
space in which the individual subject could deploy a
sovereign gaze and explore the limits, coordinates, and
dynamic vectors of vision in an abstract, stable domain of

pure, unobstructed visibility.

This limited, imaginary encounter with scientific logic
and industrial form contributed to the construction of
prewar abstraction, thereby deeply affecting the course of
modern art instruction. The material and procedural
requirements of the second technological revolution were
confronted directly by artists, architects and designers in
the "Higher State Artistic and Technical Workshops" in post-
revolutionary Russia and at the Bauhaus in Germany. Ideas
first explored in pictorial and sculptural form would
confront the material realities and economically dictated
forms of mass production. Johannes Itten's introductory
course in "form instruction" taught the student to
"perceive the harmonious relationship of different rhythms
and to express such harmony through the use of one or more
materials." This denotes both the mastery of "fundamental
structure" and the inclination, under Gropius' guidance, to
put it to use in design and the applied arts so as,

eventually, to elevate the standard of productive living for

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



43
the masses through the producticon of beneficial environments
for living.33 At the Bauhaus, the medieval thematic was
evoked in the use of the corporate triad (Master,
Apprentice, Journeyman), and in the attempt to sever the
reified bonds between the production of aesthetic experience
and the notion of individualism. In this postwar era, the
lessons of "form instruction" were applied enthusiastically
to as many different objects and activities as could be
summoned up, as if to prove how readily the old antagonisms
would disolve in the face of a radical understanding of
universal structure, and the productive potential of an
applied modern art in a more truly democratic social

environment.34

The Bauhaus approach to education -- a high modernist
approach -- had 2 great deal in common with the
"progressive" education that John Dewey was fashioning at
the same time in the United States. For Bauhaus instructors,
as for Dewey, education aims to develop the "total human
being" by employing processes which would neither isolate
nor neglect any faculty. Through the direct engagement in
projects that avoid pointless repetition and emphasize
process and, as Dewey put it, "consummation," they intended
to stimulate the body, engage the intellect, and "fund" the
latter through emotion and association. Josef Albers'

"creative education" and Dewey's progressive education are
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the twentieth-century culmination of nineteenth-century
reformist pedagogical traditions, differing from the latter
to the degree in that they sought to extend to all classes
educational principles which had generally been reserved for
economically privileged children. As part of the broader
attempts in Europe and America after World War I to achieve
significant social and cultural reform through education, it
was hoped that the unified -- and unifying =-- social
subjects, which the latter would produce, would go forward
to transform society and culture in their own forward
looking, yet deeply humanized image. While in Russia the
relationship of the individual and society was being
reworked within a revolutionary process, in Europe and the
United States the goals were more limited. Albers joined
Dewey when he said that he cnnsidered "creative education" a
process by which one could "integrate the individual into
the society and the economy and have him partake in the

activities of his time."35

During the latter half of the 1930s, John Dewey's
philosophy would combine with local traditions in Machine
Age art and design, and with the new European modernist
presence, to form an important component of the third late
modernist period in this pedagogical history. Hoyt Sherman,
and other art educatcrs of considerable importance to the

emergence of Pop Art, belong to this period. Dewey's
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understanding of the necessity to redefine the goals of
education and art in democratic terms played a major role in
the establishment of the Federal Art Projects during the
New Deal. Dewey's ideas, more than any others, provided the
philosophical rationale behind the latter's challenge to
artistic elitism. It is well known that the rise of Fascism
in Europe generated the prewar wave of European emmigration
to the United States, and that the arrival of European
modernists profoundiy affected the course of American art
and its instruction. At the pedagogical level, this is
usually demonstrated by discussions of Black Mountain
College and the Chicago Bauhaus. Europeans, disillusioned in
the face of Fascism and then Stalinism, confronted Americans
who still believed in the potential of science, industrial
methods of production, and modern art to produce a valid
synthesis for a better and more democratic life. What is
less often considered is how American commercial and
cultural life combined with the effects of a transplanted
European modernism to transform the latter and inform an
emergent American modernism. By this term I am not
referring to the activities of the Museum of Modern Art, its
administrators and board members, and the small artistic
vanguard in New York City, but to American attitudes
regarding the relationship between art, industry, science,
education and democracy as they assimilated the ideas of the

new European immigrants, be they artists, educators or
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scientists. One can detect that convergence in the American
midwest, in cities like Chicago, and on the campuses of

American universities like Ohio State.

The third and final period in this history must
ther=fore be examined in the American context where it first
surfaced. In the United States, university art departments
and accredited, degree-granting art schools acquired a new
professionalism during the years preceding the American
entry into World War II. This fact, combined with the shift
in the cultural center of gravity to the United States,
would underlie many of the diffarences between the high
modernist or utopian and the late modernist period of modern
art instruction. The third phase is notable for three
historical developments. First, a shift in emphasis among
the terms in wnich Eurcpean modernisin had been understood:
while the notion of a synthesis of utility and aesthetics
had been advanced in European schools that aimed at the more
or less radical sublation of art and life, in the American
context this was effectively redefined in a manner that was
more consistent with the local tendency to assimilate
aesthetic considerations to commercial requirements.

Second, this period is notable for a renewed split between
fine and applied arts. This reaffirmation of the nineteenth-
century concept that aesthetic experience takes place in a

separate zone was reaffirmed by Abstract Expressionist art,
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its critical support system, and the pedagogies that
reproduced this system of value, like Hans Hofmann's --
significantly, a method of art teaching which belonged to
the second period in the history of modern art instruction.
This reiteration of the aesthetic and metaphysical theme,
and the accompanying renewal of the hierarchy of the arts,
is evident in The Search for the Real, in which Hofmann
criticizes the Bauhaus for "confusing the concepts of fine
and applied arts."36 The rejection of the avant-gardist
formula for radical cultural transformation and its
displacement, initially, by a more pragmatic conflation of
aesthetic and industrial structures, and then by the postwar
return to aestheticism, combined with a broad-based pre- and
postwar agenda to introduce Americans to the pleasures of
high culture, and prepare the way for the third feature of
this third period: what has been called the "false
sublation" of art and life.37 The spectacular postwar
consumer culture would ultimately absorb most forms of
vanguard aesthetic experience so that the latter became
highly sanctioned forms of leisure time activity, inflation

hedges and prestigious adornments for domestic interiors.

As in the preceding periods, in the American post-war
era some of the founding themes of modernist art instruction
were retained, while earlier strategies were altered, in

some instances greatly enhancing their impact. In Sherman's
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case, the engineer-turned-art instructor devised a course
for students from all walks of life by adopting theories
derived from Gestalt psychology to support his concept of
transhistorical and universal aesthetic value. His course
brought together several themes and strategies from earlier
historical periods into a mutually supporting relation. The
flash lab went further than the Bauhaus involvement with
psychology (during Hannes Meyer's adrinistration) by making
it the functional heart of the course. In his laboratory
situation, Sherman enhanced the old mnemcnic strategy by
literally stopping time, thereby greatly reducing the
corrosive effects of contingency upon the individual.
Aesthetic structure is here understood to share certain
gqualities with the worlds of science and industry, as
rationalization and the romantic belief in art's inherent

beneficiality profited from an unprecedented consolidation.

The late modernist period, like the preceding two, also
corresponds with Mandel's account of the three "long waves"
within the history of industrialized capitalism. The "long
wave of the third technological revolution'" begins in the
United States around 1940, and extends to Europe by 1945-48.
It is identified with the generalized control of machines by
electric apparatuses, and by the rise of a largely
supervisory or preparative role for labor in the production

of goods. A worker trained in Sherman's flash lab would be
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well equipped for such tasks. More often Sherman used this
technique to train individuals in how to aestheticize
everyday experience, as John Dewey imagined it. With the
collapse of the Abstract Expressionist paradigm in the
1950s, Pop Art would displace the old order of production:
the self-determined creators of metaphoric originals. In its
place Pop artists sought to preserve a diminished scale of
cultural value by producing dissimulated originals with
allegorical double meanings. With Pop the production of
aesthetic experience was recast as the preservation of

ontological difference.

khkkkkkhkhkkhkk

This schematic theory of modern art instruction emerged
from investigating a single rather extreme manifestation of
late modern art teaching in an archaeological manner; in
terms of its conditions of discursive emergence and
coexistence. In the dissertation which follows, I have
retained something of the order in which the ideas arose
while doing research. In the first chapter I explain how Pop
Art embodies a protective strategy for preserving modernist
aesthetic experience. This strategy may be understood partly
as a function of the pedagogical climate in which Pop
artists learned about art; partly as a response to the

deterioration of the modernist paradigm which became evident
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fairly early in the 1950s. The second chapter details Hoyt
Sherman's pedagogy, its philosophical presuppositions, its
relation to John Dewey's educational and aesthetic
philosophy, and the historical and institutional context
which could make such a course of instruction possible. The
third chapter locates the incursion of utilitarian goals and
instrumentalist strategies into art instruction to the
second third of the nineteenth century in Great Britain. The
role of instrumental memory within "practical" instruction
is discussed, as is the response of John Ruskin to the
latter. Memory is a dominant theme in Chapter Four, where
the French pedagogies of the 1840s and '50s are introduced.
And as Ruskin functioned in the previous chapter,
Baudelaire's early critical theory of modern art -- his
privileging "true" or "involuntary" memory for the purpose
of aesthetic experience ~- will reveal how the incursion
into art of modern life, understood not just as subject
matter but as a structural predisposition evident at the
level of pedagogical practice, would obstruct the artist's
view onto the Western European aesthetic tradition and set
in motion a series of strategies which seem, in retrospect,
to have been devised to protect the essentially imaginary
function for modern art. This returns us to the notion of
the phenomenological "reduction" and to Sherman's era.
Finally, in the fifth chapter I address some of the other

institutional forces which contributed to the conflation of
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institutional forces which contributed to the conflation of
aesthetic and industrial structures which, characteristic of
that strange, fleeting moment during the American prewar
period in art, design, and their instruction, would reemerge
in a different form as the dominant characteristic of Pop
Art. At that time, on the cusp of postmodernism it becomes
possible -- indeed necessary -- to speak of the eclipse of
modern art instruction, though surely not about the

disappearance of its characteristic practices.
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Chapter 1
The Handmade Readymade

Shortly after Franz Kline's death in 1962, Elaine de
Kooning wrote a catalogue essay for a memorial exhibition of
his works. In it she told of a day, late in 1948, when Kline
visited her and her husband, Willem. At that time Kline was
anxious to find a way out of an impasse in his work. Two
years after Jackson Pollock made his first "poured"
paintings, at a time of increasing critical success for de
Kooning and other colleagues, Kline's work still consisted
of easel paintings in a quasi-abstract style that at times
seemed too reminiscent of de Kooning's own. De Kooning
suggested to his friend that he take one of the ink
sketches he had brought along and insert it into a Bell
Opticon opaque projector that he had used to enlarge his own
sketches onto canvas supports. Kline's epiphany occured when

he saw the image projected onto the studio wall.

A four by five inch brush drawing of a rocking
chair...loomed in gigantic black strokes which
eradicated any image, the strokes expanding as
entities in themselves, unrelated to any reality
but that of their own existence.
From this procedure, which Kline would continue to use, on
and off, for the rest of his life, there evolved the
monumental paintings which, exhibited in 1950 at the Charles

Egan Gallery, established his international reputation as a
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significant Abstract Expressionist.

Two years after that show, Harold Rosenberg published
his famous essay, "The American Action Painters." In it he
described such art as a "revolution against the given in the
self and the world."2 Earlier in his essay, Rosenberg
admitted that some of the action painters made what amounted
to preliminary sketches; "skirmishes," he called them, for
the main event that took place within the confines of the
larger canvas arena. The critic had adopted the artists'
order of priorities =-- their intentions -- when he
underscored the importance of their negation, their
"constant No," as determining the meaning of the action
painter's improvisational method. But in light of the
reproductive procedure that Kline and de Kooning are known
to have used from time to time, to what extent should such
work be described in those terms? Since it is itself
motivated by a "given" in the world, such a method of
painting can be described as a "revolution against the

given" in only a qualified sense.

That no cne has allowed the fact of the action
painter's reproductive procedure to interfere in any
significant way with the conventional interpretation of
Abstract Expressionist art attests to the enduring appeal of

such spectacularly staged manifestations of postwar cultural
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humanism. For a similar reason, the success of Pop Art had
to occur before the special affection of Abstract
Expressionists for American mass culture -- cartoons,
comics, and movies -~ could be considered as a valid

element in understanding works like de Kooning's “Women."3

Nevertheless, a greater willingness to consider the
significance of such a re-presentational method might lead
to a healthy skepticism regarding some of the commonplaces
of expressionist ideology. For example, art critics and
historians usually describe the relationship between
Abstract Expressionist practice and the structural character
of everyday life as one of fairly straightforward, even
rigorous opposition. Yet, keeping Kline's procadure in mind,
it seems more accurate to say that some of these artists
internalized the repetitive structures that dominated mid-
twentieth-century American life in order more dramatically
to stage their struggle against it. The idea that the action
painter might have used reproductive means to assist in a
transcription which is then disguised beneath the ciphers of
intuitive invention and emphatic originality makes it
possible to describe such art not only as "original" but as
a dissimulated copy. Consideration of this less familiar,
one might even say, repressed, aspect of the action
painter's method suggests that the relationship between

Abstract Expressionism and the Pop Art that followed it was
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a more dialectical one than is commonly thought. That
dialectic is evident in the way that Warhol, Lichtenstein
and their colleagues turned the Abstract Expressionists'
order of priority on its head, and became the authors of

dissimulated originals.

Dissimulation -- in Pop's case, the production of
originals that masquerade as copies -- was not overlooked by
critics of the new art, even some of the earliest ones. The
paradoxical character of the Pop object was central to an
unusually lively and revealing debate which took place in
the art press late in 1963. Lichtenstein's earliest Pop
paintings provoked this controversy, leading one critic to
identify a completely new class of objects: the "handmade
readymade." Brian O'Doherty (a.k.a. Patrick Ireland) coined

the phrase in The New York Times when he reviewed

Lichtenstein's second Pop show in New York. Labeling him
"one of the worst artists in America," he nonetheless
credited him with paintings that "raised some of the most

difficult problems in art."4

O'Doherty cited the controversy concerning
Lichtenstein's work, since the former had only just erupted
in the press. The September issues of both Art News and
Artforum were running feature articles -- one each -- about

Pop Art in general, and Lichtenstein's in particular. Both
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were written by an esteemed art instructor from California,

Erle Loran, who had targeted two paintings by Roy

Lichtenstein, Portrait of Mme. Cézanne and Man with Folded
Arms (both 1962, figs. 1, 2), in order to excoriate some of
the more salient characteristics of the new art.® Each
painting was a characteristically brazen representation of a
diagram from Loran's then twenty-year-old book, Cézanne's

Composition. Loran, like O'Doherty, thought it absurd that

SO many supporters of Pop were defending Lichtenstein by
insisting that he "transformed" rather than "“copied" his
sources. Claiming that only an expert could detect such
transformation, O'Doherty found such hairsplitting quite
beside the point. After all, ever since 1913 it had been
possible to classify direct appropriation as art. Marcel
Duchamp, that "old master of innovation started it all by
setting up his readymades...and calling them art, leaving
on us the burden of proof that they were not." O'Doherty and
Loran found the transformation alibi doubly annoying since
it clinched the matter of Pop's high-cultural status by
facilitating a rather academic dual defense. On the one
hand, it was art because it "put a frame of consciousness
around a rajor part of American life...we take for granted,
fulfilling a criterion students have been writing about in
their notebooks for years." On the other, the fact that
Lichtenstein transformed his sources, "like a good artist

should," fulfilled another commonplace of fine art.
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O'Doherty dismissed both lines of defence and, despairing of
this "triumph of the banal," observed: "Mr. Lichtenstein's
art is in the category, I suppose, of the handmade

readymade."6

Loran wrote his two articles as a consequence of
Lichtenstein's first Pop exhibition in Los Angeles, where
the man-sized diagammatic portrait of Cézanne's wife was on
display. His articles may have marked a historical first:
there is reason to believe that they displaced Loran's
desire to sue the artist and/or his dealer for copyright
infringement -~ the first, though not the last, such
litigious impulse to pepper the history of American art from
the inception of Pop. The angrier of the two tracts appeared
in Art News, where, in keeping with that magazine's
editorial taste for "human interest," Loran openly
expressed his contempt for what he beheld and alluded to his
desire to sue.

In a recent sell-out exhibition at the Ferus

Gallery, Los Angeles, he [Lichtenstein] gave the

title of Portrait of Mme. Cézanne to the black and

white line drawing on bare canvas reproduced here.

Sale price: $2,000, or more. I suppose I should be

flattered that a diagrammatic sketch of mine

should be worth so much. But then, no one has paid

me anything -- so far.’

One does not have to read past the rhetorical question which

served as Loran's title -- "Pop Artists or Copycats?" -- in

order to detect what was most provocative about
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Lichtenstein's (and Warhol's) variety of Pop Art. Loran,
like many other people, regarded Abstract Expressionism as a
quintessentially American humanist art: a "monument to the
human spirit," an emblem of the "depth and richness of human
experience and intuition," and a demonstration of the "true
meaning of free democracy...in America." He noted that
Abstract Expressionists had opened up new and unprecedented
avenues for aesthetic exploration which Loran considered on
a par with the "most advanced products of the human mind,
comparable in some ways to achievements in physics and
chemistry."8® He was incensed that any self-respecting artist
could possibly want to undermine so precious a cultural
resource; that such a man would then be handsomely rewarded
for advancing a culture of copies over one of originals was

just too much for him to endure in silence.

Loran saw nothing significant in Pop "transformation."
He insisted that Abstract Expressionists had ventured "far
beyond the process of transforming nature" to produce
paintings which presupposed "no conscious source but have an
identity and imagery that is autonomous." Arguing from a
position that epitomized the American postwar view of
modernist art, he asserted that transformative activities
could only amount to aesthetic regression.® So insistently
and so often was it being said during the first year of

Pop's critical reception that Lichtenstein "transformed" his
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sources -- that his was not a repetition of Duchamp's
dreaded gesture =-- that the artist himself felt obliged to
offer his own cogent, laconic corrective. Shortly after the
publication of Loran's two articles (the second of which was
entitled, not incidentally, "Cézanne and Lichtenstein:
Problems of Transformation"), Lichtenstein responded to one
of Gene Swenson's questions by stating: "Transformation is a
strange word to use. It implies that art transforms. It

doesn't, it just plain forms."10

Among the critics who joined lLoran in his assault, Max
Kozloff was sufficiently disturbed by "this little event" in
the art press to devote an entire article to it. In the
pages of The Nation he concluded that art like
Lichtenstein's signaled something not so little after all:
"a rejection of the deepest values of modern art."l2 when
Kozloff noted that for six or seven years in New York, “we
have been witnessing an attack upon the notion of orginality
in painting," he pinpointed both the central feature of the
Loran controversy, and the crucial normative term within the
modernist system of aesthetic evaluation which Pop placed in
jeopardy. He too feared the implications that this attack on
artistic invention would have upon "the ethic of most
twentieth-century art." Kozloff condemned work like
Lichtenstein's and Warhol's for depending on the high art

"context" for its effect; without the art context, he
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postulated, such objects would revert back to their status
as non-art. Pop Art was, in his words, "as contextual as it
is conceptual," an observation which would seem to situate
Pop within the tradition of the historical avant-garde to
the extent that such art prompts a critical reflexivity
regarding the institutional framework of art. But this
observation does not take into account the singularly
contradictory character of the handmade readymade, without
which the entire debate about transformation would not have
occured, and which secured Pop's place within the realm of

"neo-avant-garde" practice.l3

This paradoxical form did impose limits upon American
Pop's critique of earlier aesthetic practices, but the
emergence of monumental handpainted or silkscreened ads and
comic book images forced many observers to admit, and
reflect upon, the gradual erosion of the Abstract
Expressionist paradigm. The authority of Abstract
Expressionist aesthetics had depended upon the viability of
the interrelated concepts of stylistic authenticity and
metaphoric structure, as well as the mythic notion of the
autonomous creator. That these concepts had become, at best,
contestiblé and, at worst, descredited, was apparent when
Kozloff observed that since the mid=-1950s '"there grew a
cleavage between the motivating idea and its embodiment, the

fusion of which had been the guiding premise of Abstract
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Expressionism."14 This "cleavage" corresponds with the
dissolution of the symbolic mode of address and the loss of
the attendant metaphoric conception of a transparency
between style and the artist, and it was evident in the
anomalous practices of Robert Rauschenberg (ie. Erased de

Kooning, 1953), and Jasper Johns (Target with Four Faces,

1955). This is another way of saying that a split had opened
between form and content, upon whose fusion Abstract
Expressionists depended, not just for their metaphoric
conception of style, but for their claim to descendance from
an aesthetic tradition which arguably could be traced to the
birth of humanism. That the Pop object could be described as
a handmade readymade offered little solace to the American

defenders of aesthetic autonomy.

Looking at Pop also prompted the realization that the
once crucial distinction between abstraction and
representation was "no longer relevant." Even for artists
who, unlike Kline and de Kooning, might never have taken
recourse to mechanical devices whose logical effect was to
transform abstractions into representations, abstract

imagery had become encoded, recognizable.

...1t is quite as possible to put comic strips
through their mechanistic paces as it is
concentric circles. In fact, as conventionalized
icons they ultimately have about equivalent non-
meanings....this phase in art opposes the
straightforwardness of its predecessor with
subterfuge. 15
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straightforwardness of its predecessor with
subterfuge.l

One cannot very well sustain a view of a modernist vanguard
as the last resolutely unique object in the midst of a
commodity culture dominated by equivalence once the artistic
image joins all others in its failure to establish the
illusory union between form and content that testifies to
its transcendent status. Once the pictorial signifier cannot
be counted on to fuse with its intended signified, it
achieves parity only with other signifiers as one side of a
now irretrievably fractured relationship to the signified.
It is in this sense that all images had acquired an an
equivalence with one another in their capacity to yield

"non-meaning."

When artists like Warhol and Lichtenstein challenged
the goals of Abstract Expressionists, they benefited
enormously from the gulf that had opened up between
pictorial signifier and signified. Concerning style, Warhol
could note, "I think that would be so great, to be able to
change styles. And I think that's what's going to happen,
that's going to be the whole new scene."16 one effect of
such a dislocation of style from its former congruence with
the concept of authenticity is that it problematized the
matter of locating the voice of the "author" as was never

possible under the old and once durable order of metaphor.
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