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but can be described as considering examples and counter-examples, 
making connections with earlier knowledge, and looking at language 
carefully, and considering the history of ideas. 

TOWARDS AESTHETIC INTENTIONS 

The historical, philosophical approach to aesthetic deals with what 
aestheticians have said, styles in aesthetic dialogues, and schools ot 
aesthetic thought. It offers a structured approach, closely resembling 
the content structure and teaching methodologies found in general 
education. This kind of educational and philosophical perspective is 
compatible with academic rationalism, because it is an intellectualised 
approach to aesthetics. Aesthetics is a unique form of perception and 
experience, and the proponents of this approach usually believe that 
art can provide intense experiences that entail perception of visual 
and tactile qualities integral to the object being viewed. There are real 
differences in aesthetics concerning the works of art. Some of them 
are better than others, and this means something different than that a 
given person simply likes some works of art better than others. At the 
same time, I want to work toward a theory of establishing questions 
around aesthetics that are open and flexible. There must be room for 
reasoned argument concerning the relative aesthetic merit of various 
works of art. Aesthetic experience occurs within the viewer and not 
literally in the object itself. 

A central difficulty in establishing a theory of aesthetic judgement is 
that aesthetic value seems always to come back to experience, and 
experience is by its nature subjective. The primacy of aesthetic ex-
perience in establishing aesthetic value must be maintained. Great 
works of art are considered great, ultimately, because of the quality 
of the experience they are able to provide. Regardless of any formal 
qualities that could be pointed out in a work of art, e.g. intricate line, 
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complex harmonies, fully-developed character, etc., if the work as a 
whole did not incite an aesthetic experience of a certain quality, it 
would not be considered a great work of art. Works of art have in 
common that they have been crafted, composed, designed and pos-
sibly presented by individuals, whose intent is that the work will be 
used as an object of aesthetic interest in some way. 

Aesthetic study entails developing skills that will enhance one's ability 
to respond aesthetically in a variety of contexts. For purposes devel-
oping aesthetic skills, one can call it aesthetic scanning. By aesthetic 
scanning, it is possible to mean examination of the sensory, formal, 
expressive, and technical aspects of the art object in question. It is 
possible to use aesthetic scanning as a tool leading to heightened re-
sponses to works of art and translating into an aesthetic sensitivity to 
all of the visual surroundings. Of course, it is possible to analyse one's 
experiences, and take a closer look on what aestheticians have said, 
and study different cultural definitions of art to develop aesthetic and 
perceptual acuity, experiences, and so on. 

According to this point of view, aesthetic perception is worthy of 
singular attention, and it is also evident that his approach accom-
modates art educational activities and assumptions like transfer of 
knowledge and skills occur from art making."' ' Aesthetic perception 
is more properly construed as an active search for meaning. In scru-
tinizing a work of art, a viewer will assume that an artist has made 
something meaningful and will try to make sense of it. Viewers will 
be concerned with what an artist intended to do in making that work. 
They will also go beyond trying to decipher intended meaning in 
order to organize their perceptions in other ways. Viewers will relate 
these newly discovered understandings to their lives and seek per-
sonal insights f rom works of art. 
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Looking at works of art is challenging because they can be understood 
in different ways and, for this reason, present puzzles and problems 
for viewers. A commonplace observation is that a work of art is never 
understood completely. Many people find viewing art to be an intrin-
sically rewarding experience. And many believe that viewing art con-
tributes to self-understanding and personal development. In looking 
at works of art, we confront the ideas, beliefs, and feelings to others, 
all of which reveal our own limitations. We accommodate different 
perspectives by reorganizing our cognitive framework to assimilate 
new points of view.120 

While many artistic goals are personal, others are shared. When art-
ists make art, they join an ongoing enterprise in which certain aims 
or goals are already established. They can choose to reject some but 
cannot reject them all. Otherwise, what they would create would not 
be recognized as a work of art. Artists working in the same art form, 
for example, cinema, painting, sculpture, and architecture, will have 
a cluster of related goals. Some but not all will overlap those of artists 
who work in another art form. A painter or a sculptor, for example, 
will often attempt to represent objects or things, but this is rarely the 
aim of an architect. Yet painters and sculptors, as well as architects, 
at tempt to create unified aesthetic objects. Artists working in differ-
ent artistic genres will also share certain goals. Painters of landscapes, 
for example, will typically have different (if overlapping) sets of goals 
f rom those who paint still lives or make films. The former might be 
concerned with the changing patterns of sunlight and the rendit ion 
of atmospheric effects, and the latter might exhibit a greater interest 
in rendering textural effects. 

Different artistic goals are also inherent in an artist's style. Let us con-
sider, for example, Expressionism, Cubism, and Surrealism, which all 
reject Impressionism. Each, however, does so in pursuit of a charac-
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teristically different set of artistic aims. Expressionist artists typically 
are interested in the depiction of personal emotions and feelings, 
subjective concerns that are often occupied with a protest against 
what is felt to be a hostile social milieu. Cubist artists, on the other 
hand, reject what is felt to be an Impressionist occupation with the 
mere rendering of evanescent effects of light and atmosphere. They 
strive to create pictorial alternatives to an optical conception of real-
ity through abstracting the shapes of objects and arranging them on 
a flat plane. Surrealist artists, unlike Impressionists, are concerned 
with the unconscious aspects of the psyche. They seek to liberate the 
creative unconscious through the use of a-logical automatic proce-
dures, startling jvixtapositions of unrelated objects, dream imagery, 
and private symbolism. 

Many of the goals that an artist has in making a work of art are related 
teleologically. There is a means-end relationship between and among 
them. Applying paint to canvas, for example, is a step Picasso took in 
order to realize the goal of producing a representation of the bomb-
ing of Guernica. Having an end in view, however, does not mean that 
an artist must be constantly thinking about goals in the process of 
making a work of art. Nor does it imply that an artist's goals cannot 
be modified in the process of creating a work of art. Artists often do 
change their goals as they receive feedback f rom the work and as their 
ideas and feelings evolve. 

TOWARDS ARTISTIC INTENTIONS 

An artist produces a work of art to convey meaning. Viewers who 
approach a work of art, therefore, do so on the assumption that it is 
meaningful. The will t ry to understand what has been produced. The 
first question to be asked concerns what the artist is doing or at tempt-
ing to do in making the work. In asking such a question, the viewer 
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