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Addams’ Philosophy of Art:

Feminist Aesthetics and Moral Imagination at Hull-House

L. Ryan Musgrave Bonomo

Introduction

             A project examining the philosophical importance of the arts at Chicago’s Hull-House settlement and the philosophy of art that Jane Addams developed there is one that should, by all rights, be old news.  Addams herself had a liberal arts education, as part of the first wave of American women to do so. She was a lover of the arts, and providing something of the arts and humanities to the workers comprising the common life of Chicago was central to her mission at Hull-House.  She was a theorist whose intellectual work was grounded in the concrete, lived experiential practices around her, and as a keen observer of Chicago’s turn-of-the-century labor practices, Addams wrote frequently about the toll industrialization takes on more creative and imaginative human practices of making.  As Hull-House expanded, the physical spaces reserved for the arts increased at the settlement, a sign of their centrality to the mission and to daily life there.  Given these facts, it is surprising to find virtually no account of how Addams used arts practices at Hull-House to develop an original feminist philosophy of art—one that is, I argue, integral to her ethics. For the purposes of this essay, I mean ‘art’ broadly, as Addams meant it:  at Hull-House, the term included the use of traditional art objects, art engagement practices that ranged from traditional Western distanced contemplation to practices well beyond this, and practices artistic creative making—whether the making of art objects, crafts, meals, songs, or the like.  


My aim here is threefold:  firstly, to make a feminist contribution to the field of philosophy of art and aesthetics by revising the canon to include Addams’ work as it should (on the model of Seigfried and others who have re-written Addams back into her actual position as a legitimate philosopher and founder of classical American pragmatism).  I hope to show up and correct this blind spot by indicating four scholarly areas where Addams’ work has been absent but clearly warrants inclusion.  Secondly, I will examine how her approach was original both within feminism and pragmatism, actually more original in some ways than Emerson’s pragmatist approach before hers.  I will especially look at the feminist dimensions of Addams’ concept of moral imagination and cosmopolitan sensibility.  I conclude by arguing that with these contributions, her work in fact constitutes a coherent and original feminist aesthetics—one of the earliest, actually, in U.S. history.  Long before contemporary talk of cosmopolitanism or feminist epistemology, Addams had developed a theory of learning, knowing, and ethical engagement through the arts from the Hull-House context.

I.  Addams’ Absence in Relevant Fields


There are at least four places one might expect to find consideration of Addams’ aesthetics. The first is within feminist pragmatism and a body of work by Seigfried, Deegan, Minnich, Fischer, and Whipps, who have decisively established her central role as a feminist philosopher and contributor to the sub-fields of pragmatism, sociopolitical and ethical theory, and epistemology.  Yet the arts receive little treatment here.  This could easily be due to the general sense in philosophy of aesthetics as a back-burner field, crowded out by attention to its bigger siblings of epistemology, ethics, and sociopolitical theory.  Likewise, a rich body of scholarship now exists on pragmatist aesthetics—philosophical views on art from American transcendentalists, from Alain Locke on in the Harlem Renaissance.  Recent contributions in this area have blossomed as well: one might expect to find the Hull-House laboratory of the arts considered in Thomas Alexander’s John Dewey’s Theory of Art, Experience, and Nature, or Shusterman’s Pragmatist Aesthetics, or Practicing Philosophy or Performing Live, or in  the 1993 collection Philosophy and the Reconstruction of Culture edited by Stuhr, or in Gunn’s 1992 Thinking Across the American Grain.  Yet this body of work has neglected the Hull-House context as well, and from the works mentioned, one would have no clue that feminist approaches in aesthetics or pragmatism exist at all.  And yet, they do:  thirdly, the (now burgeoning) field of feminist aesthetics developed historically even earlier than that of feminism and pragmatism.  Built mainly by scholars fully trained in traditional aesthetics, feminist approaches in aesthetics internally critique this tradition and add to it new approaches focused on how aesthetics, politics, and ethics intertwine.  Lastly, general analyses of the arts at Hull-House do exist. They tend, however, to merely describe the concrete practices, and do not question what (if any) relevance this might have to theories of philosophy of art.

II.  Addams’ Aesthetics at Hull-House

      That Addams found the arts central to the Hull-House enterprise and developed a coherent aesthetics should be signaled by the attention she pays to the arts in Twenty Years at Hull-House—namely, through the significance of little Chapter 16, “Arts at Hull-House.”  Addams does many things in that book: autobiography, history, sociology, political theory, pragmatist philosophy, social ethics, gender studies.  In fact, this chapter and her later essay “The Play Instinct and the Arts” both build on and extend the traditional aesthetics of her day. It is also an approach that shares much with pragmatist accounts of art in her time:  she had read Emerson on art, and would eventually find much in common with John Dewey’s ideas, later developed and published in Art as Experience.  All three of these thinkers espouse the general pragmatist method of deriving theory from lived experience, so the theories can better feed back into and improve experience.  Yet Addams’ approach to Hull-House fulfills this pragmatist dictum more fully: as we will see, the lab of Hull-House informs her aesthetic theories far more intimately than lived experience did for other pragmatists.  Ellen Gates Starr’s chapters “Art and Labor” and “Art and Democracy” in the 1895 Hull-House Maps and Papers are relevant here, as are other writings of hers on the role of art in public education assembled by Mary Jo Deegan and Ana-Maria Wahl in the 2003 collection On Art, Labor and Religion.  No less art lovers than Emerson, Dewey or Danto, Starr and Addams had in Hull-House a laboratory they did not.  Instead, the closest parallel to their practices and theories arising from the Hull-House arts laboratory might be Locke and DuBois’ writings on the arts in the context of the Harlem Renaissance.
  This vantage point offered them a unique opportunity to consider the social, ethical, and epistemological dimensions of art-in-action at their particular historical point of immigration and industrialization.

  

A.  Feminist and Pragmatist Aesthetic Approaches:  

“hungry for a chance to see and create beautiful things”

 

                                …The first furnishings of Hull-House were therefore pictures.

                                                                                                                              
 -- Jane Addams, 














 “Art Works”
 

      While Addams was familiar with pragmatist writings on aesthetics prior to Hull-House, she broke new ground in feminist approaches aesthetic practice and theory with her work there. Dewey had not yet developed his mature views on aesthetics when she and Starr opened the settlement in 1889:  from Emerson’s 1841 essay “Art” we have a clear sense of developing pragmatist aesthetics on which Addams drew (these themes can also be traced into Dewey’s eventual writing on aesthetics). Once Hull-House began, Addams and Starr immediately put on the walls the hallowed art they had bought on their European post-college tour.  Before her, Emerson had suggested a pragmatist view of artistic creation as a collective human enterprise from the outset—a process in which the artist must “employ the symbols in use in his day and nation, to convey his enlarged sense to his fellow men. Thus the new in art is always formed out of the old.”
  Addams drew on this notion that artistic creation was never purely personal, but instead had a collective dimension: she explored this in far more depth than Emerson before her or Dewey after her in the lab setting of Hull-House.  She likewise extended two other threads of Emersonian aesthetics: the macro- lens on creativity as a process natural for the human organism, and a view of creative making as a transactional process between materials, inherited processes and forms, and the individual.  


These pragmatist aesthetic commitments also arose as key tenets of feminist aesthetics in the later part of the twentieth century, and Addams honed both the theory and practice of them far earlier in Hull-House.  Her stated aim for the arts there was so simple and straightforward:  “to secure for working people the opportunity to know the best art.”
  At the time, she understood ‘best art’ to mean the ‘great works’ of western civilization, along with an understanding of the formal criteria which made them great, so that immigrant residents could appreciate them properly (according to western practice).  But as mentioned above, this appreciation of the art object is only one mode of the arts operating at Hull-House—and ultimately not even the most important to the residents, as we will see.  Art operated as both a noun and a verb at Hull-House, in a sense:  as objects, art involved canonical works to be appreciated: but it was also treated as an action, as active making in which the residents themselves engaged.  On this view Addams came to develop, art was not just an object to be duly appreciated with proper aesthetic distance and abstract, rational reflection (apart from political, cultural, personal, ethical investments or values):  art was also an active process of laboring, making, creating. This process included materials, formal aspects, ideas, personal creative insights—and, especially in the Chicago industrial setting, Addams thought a lot about how artistic process could also impact industrial forms of making, creating, and laboring. This seemed to her an essential question for impoverished immigrants who spent sixteen-hour days laboring and creating via factory work, citizens who would never enjoy the liberal arts education to which she had been privy. 


As it expanded on multiple city blocks, the physical buildings of Hull-House reflected Addams’ aim to employ art in multiple modes.  The original Hull-House art gallery grew to include an art studio, a bindery, a kiln, shop classes that we might today call vo-technical education, artisan training in crafts, a drawing room and a gymnasium as performance space for concerts and plays. The Hull-House music school was opened in 1893 and the Labor Museum in 1900.  After realizing early on that her aim to bring ‘great art’ to ‘the common people’ was too naïve and simple a strategy for arts engagement at Hull-House, Addams began encouraging residents to also practice and share with one another all sorts of artistic making practices that had been part of their previous country and culture. This could be cooking, or the making of folk tunes, clothes, childrens’ toys, furniture, fine lace or linens, crafts:  it could also be more traditional western arts of painting, sculpting, drawing, classical music.  The more Addams reflected on the sort of ‘great art’ she had originally hoped the residents would engage, the more odd it seemed that she would expect, for example, an Italian immigrant to connect with this American appreciation of great art when the artist of a given work was himself Italian. 


So at first glance, the initial methods by which Addams and Starr literally built Hull-House on the arts might look to us like a case study in cultural imperialism, an approach of well-intentioned but ultimately insensitive privileged do-gooders.  Committed to social amelioration, these college-educated women began with a hypothesis:  “Influenced by John Ruskin and William Morris, the Hull-House group believed that one way to bring meaning and purpose into the drab lives of immigrant neighbors was to introduce them to things of beauty, especially great art.”
  Like Emerson, Addams found the imaginative power of art praxis to be socially re-constructive: she shared his sentiment that “When I have seen fine statues, and afterwards enter a public assembly, I understand well what he meant who said, ‘When I have been reading Homer, all men look like giants’”.
  By viewing what had been placed before them as great works of art, Hull-House dwellers had the chance to draw on an imaginative power that Addams hoped might give them an enlarged sense of what humanity could accomplish.  It invited immigrant residents into the common family of humanity that had produced such beauty and intimated that, with serious effort and the training available down the hall, they themselves might contribute to that story.

      The invitation may seem laughable or ironic, given the daily experiences of the residents:  crippling poverty, high death rates, overcrowded slums, round-the-clock factory work, child labor, and serious xenophobia.  Addams recognized this as well:


There is something pathetic about little immigrant girls hanging copies of Fra Angelico 


angels on the dreary walls of their tenement rooms, and about Miss Addams’ conviction 


that the youngsters gained a heroic and historic impulse from viewing art reproductions.  


Yet the early settlement residents, for all their esoteric art exhibits and art history classes, 


had captured a basic truth: the immigrants were hungry for a chance to see and create 


beautiful things. 












-- Jane Addams, “Art Works”
   

As Addams eventually realized, this ‘noun’ sense of art could not be the only mode in which the arts existed at Hull-House—but it could be an important one.  She knew already that impoverished Hull-House residents would never gain the privilege of a formal education in the arts and humanities:  but as she realized the residents spent most of their waking hours making and creating in conditions of factory assembly line labor, she also recognized that they were robbed of any chance to use their creative powers in imaginative or contemplative ways. 


Addams’ recognition of this is quite significant in the field of aesthetics.  Before the field of Marxist aesthetics had truly developed, and before Theodor Adorno had later focused heavily on the idea, she saw that in capitalist modes of production, workers are run by the objects they are forced to make into commodities, rather than the other way around.  Aesthetically speaking, she worried that producing solely in this way would eventually alienate humans from their creative imaginative powers:  further, it seems significant that she observed and theorized this from within firsthand involvement with Chicago factory life. She concluded that under such labor conditions, humans are locked into relating to objects (and practices of making generally) for one distinct purpose only:  for a commodity value and profit.  The difference was stark, Addams realized, between any artistic sort of making Hull-House residents might engage in and the sort of making and labor they did as work.  Precisely at this moment in the U.S. where immigrants were far away from whatever counted as home and faced massive pressure to assimilate quickly to the culture and the labor/making practices, the paintings on the walls posited and literally framed a community larger than the version of America they were under such pressure to embrace.


Just to mention one contemporary feminist parallel:  in her book Art on My Mind, bell hooks critiques the view that the only proper African-American aesthetic approach to art must focus heavily on politics, race, oppression.  She recognizes that this might be one valuable mode of thinking about art, but as she says, “what about some ‘art for art’s sake’ for black folks-?’  She recognizes here that the western ‘art-for-art’s-sake’ distanced approach (inherited from Kant), though traditional, may still have some libratory aspects to it.  She points out how this narrow understanding of the significance of black art has sadly been adopted by the persons it was presumed to benefit: 


Taking our cues from mainstream white culture, black folks have tended to see 


art as completely unimportant in the struggle for survival. Art as propaganda 


was and is acceptable, but not art that was concerned with any old subject, 


content or form. And black folks who thought there could be some art for art's 


sake for black people, well, they were seen as being out of the loop, apolitical. 
 

She relates her own story of falling in love with the arts as a child through just this sort of approach—how liberating what Kant calls the ‘free play of the imagination’ was for her, rather than the notion above that any art by people of color must focus on some particular lens like race or politics.  More than a century earlier than hooks and contemporary scholarship, Addams was exploring in both practice and theory how liberating the same ‘art-for-art’s-sake’ could be for new, impoverished immigrants as an alternative to mind-numbing factory work. 

B.  Feminist Aesthetics and Ethics at Hull-House:


democratic citizenship and an “international mind”


This “hunger to see and create” also had an ethical dimension, one that connected creative and libratory making with democracy and broader cosmopolitan awareness.  In her writings, Addams frequently references an “international mind” which she considered a requirement for citizens of a democracy-- and the arts as an essential avenue for developing this.
  She was a good pragmatist in that, like Emerson and later Dewey, she valued an art of the everyday:  she championed arts and crafts, encouraged residents to draw on their daily lives for material, and operated with a pluralist understanding of art and beauty not relegated just to ‘high art’ or refined tastes.  Again, these are markers of feminist aesthetic approaches that eventually developed half a century later in the U.S. (a good example is the 1995 Feminism and Tradition in Aesthetics by Peggy Zeglin Brand and Carolyn Korsmeyer.
)  Addams followed Emerson in holding that the arts had a strong ethical dimension, one that involved liberty and responsibility in the face of creative freedom:  that the artist “must not be in any manner pinched or hindered by his material, but through his necessity of imparting himself the adamant will be wax in his hands, and will allow an adequate communication of himself, in his full stature and proportion. He will not need cumber himself with a conventional nature and culture…”
  Again, such lofty dreaming seems ill-suited to Chicago slum realities.  But Addams was determined to democratize such creative dreaming and making, convinced it was a necessary route to whole personhood and that the educative powers of beauty were not solely the birthright of the upper classes.  


Within feminist aesthetics, there has been widespread attention to questions of access of women and marginalized groups to arts practices, from training in formal skills to the inclusion of women’s perspectives, voices, definitions of and evaluations of artworks by philosophers as diverse as Nochlin, Battersby, Brand, Korsmeyer, Hein, Devereaux, and others.
  Elsewhere, I have written specifically about this democratizing of the arts framed as a basic right in a liberal democracy.
  Addams recognized early on the importance of this aesthetic agency, and posited that this agency impacts how they come to be a citizen.  To position immigrant factory workers as heir to the pastime of considering and creating beauty permitted them an agency—as person, citizen, lover-of-beauty, artist—that was typically nonexistent in their daily lives of factory work.  Instead of mindless body factory labor for profit, it invited them into what Emerson called “the depth of the artist’s insight of that object he contemplates.”


So for Addams, citizenship in a democracy entailed the right to access and agency in the common life of creative appreciation and creative making.  But even more interesting is the ethical significance she thought the arts had beyond American citizenship.  As she came to realize that Hull-House residents could appreciate western ‘great works’ on the wall but that their overall concept of art was much broader and developed than this one narrow mode, she encouraged them to continue their own practices of making and aesthetic appreciation and engagement from their home countries and cultures.  At first, many residents balked at this:  given the rampant xenophobia of the time, engaging in traditional artistic or artisan practices seemed to fly in the face of the residents’ concrete need to ‘pass’ as legitimately American.  But through Addams’ facilitation, the residents wove into the life of Hull-House all sorts of such practices—and more importantly, began sharing them with each other.  In this way, Addams saw firsthand how such cross-cultural arts-engagement practices were central to the new immigrant-Americans becoming global citizens more broadly.  Even as the residents came to be and know themselves as American in some sense, the act of sharing their inherited diversity of creative arts practices grounded a cosmopolitan awareness at Hull-House.  And these multicultural, collaborative, and collective sharing of arts practices only radiated further out from Hull-House as an epicenter:  through the plays, productions, musical performances, books printed, pots fired, rugs woven, the house and residents modeled an international approach to the arts for the surrounding community and beyond.  This co-operative laboratory of the arts that Addams facilitated can be seen as a precursor to feminist art collectives that arose in the U.S. in the middle of the twentieth century.


Even as Addams drew on these themes shared by feminist and pragmatist approaches to art, the feminist focus and originality of her approach becomes obvious if we look back again at Emerson’s aesthetics.  Emerson’s artist is a lone he, an individual creating through genius in isolation.  Such a vantage point would likely have made little sense to Addams and the immigrants inhabiting overcrowded slums, crushing factory work, and a noticeable lack of privilege involving education or leisure time to hone or indulge such genius.  Another difference is that in Emerson’s little piece, there is much talk of nature, and of Emerson’s ideal Art expressing nature.  Addams watched the pragmatist approach in action as residents shifted conceptions of beauty and connected it instead to their own daily realities. Like the house itself, the arts at Hull-House took on a collective and co-operative methodology, one which spread even beyond the immediate group of residents.  The collective aspect stretched into facilitating cosmopolitanism for the community through cross-cultural experiences of arts engagement practices.
C.    Learning and Knowing Via Arts Engagement:  


Moral Imagination and Cosmopolitanism

 

      It is not news that feminists and pragmatists both found creative self-expression and collective artistic expression central to a lively democracy.  I’m suggesting, however, that Addams’ unique contribution to early feminist and pragmatist aesthetics is her distinctively collective, communitarian, and truly international emphasis on imaginative thinking. Moral imagination enabled Hull-House residents to dream and imagine collectively, not just individually:  beyond connecting with one another, they connected with other cultures not just through the singular act of one reading the literature of some distant other country and thereby gaining sympathy for them, but through group acts (some within similar ethnic groups, some within mixed groups) of both making and engaging art that seemed foreign in some way.    


Addams’ feminist theory of moral imagination broke new ground in her day: a century later, it still shines as an original contribution in what has developed into extensive scholarship on moral imagination. We can compare hers to a contemporary popular view of moral imagination voiced by Martha Nussbaum, one that is not specifically feminist.
  In an unpublished paper Marilyn Fischer presented at the 2006 annual meeting of the Society for the Advancement of Philosophy, Fischer compared Nussbaum’s cosmopolitanism with that of Addams, and noted the way the role of the arts (or what Nussbaum calls “narrative imagination”) differed for each.  She makes the case that while Nussbaum recommends the “sympathetic understanding of all outcast or oppressed people” that can come from reading poets and novelists (in a way that Nussbaum herself suggested is “lonely and abstract,” Addams’s arts practices were more—as Fischer puts it—“crowdedly social and concrete.”
  Nussbaum’s lone reader here parallels, in some sense, Emerson’s lone artist model mentioned earlier.  


Since Addams encouraged residents to share with each other the artisan craft methods they had used in their native countries, experiencing art and beauty at Hull house expanded to a multifaceted and robust practice, with many avenues in to the progressive power of the arts. Art engagement also came through artisan craft: residents of diverse nationalities watched and compared with their neighbors the techniques to combine foods, weave clothing, craft furniture, make pottery, etc.  In doing this, the residents not only re-connected with creative agency via pastimes they had thought foreclosed from the American experience: many were reminded, sitting beneath the “little pictures” on the walls at Hull-House, that they had in fact always had some relation to beauty in their home setting.


“The exhibits afforded pathetic evidence that the old immigrants do not expect the solace 


of art in this country; an Italian expressed great surprise when he found that we, although

 
Americans, still liked pictures, and said quite naively that he didn't know that Americans 


cared for anything but dollars— that looking at pictures was something people only did 


in Italy.”

      Some realized anew that passing into American culture did not require them to jettison practices of creative making: that one could be American and love the arts, that being a good industrial American worker one might also (though still in so-called ‘leisure’ time, which in truth barely existed for Hull-House residents) be an imaginative artisan of beauty as well.  Sharing these inherited traditional forms of making fostered an international mind also in this sense:  not only did the techniques get taught, but the histories, values, ways of life, and arts-engagement practices of the residents’ home cultures, too.  The arts Hull-House had an ethical dimension insofar as residents systematized this deeper form of human connection to materials, to their home communities, and to other humans in other cultures.  This is exactly what Addams meant with her aim to foster a cosmopolitan international mind:  by doing this, residents rejected the pressures of sheer assimilation and found another way of relating both to objects and to each other.  They stressed plurality in creative practices while simultaneously recognizing the commonalities across cultural ways of making.
III.  Conclusions:  Addams’ Contribution to Feminist Pragmatist Aesthetics 

      Feminist aesthetics of the mid-twentieth century attended to themes that Addams had been working with at least fifty years earlier—themes of aesthetic agency, canon inclusion, democratic access, collective creating, gendered aspects of alternative forms of making, critiques of the individual model of the lone artist and critiques of a sex-specific notion of artistic genius.  Addams also re-figured Emerson’s pragmatist views from a feminist angle, and pre-dated many points that Dewey would later explore in his aesthetics.  Emerson in 1841 and Dewey nearly 100 years later in Art as Experience were certainly correct to identify as a pragmatist problem the division between fine art and everyday existence, and proposing to instead live life as art.  But the dream of making industrialized life within the factory conform to their expectation that everyday experience would be an enhanced aesthetic experience is clearly far too much of a stretch when one begins in the context that was Hull-House.  We can trace Emerson’s ideal of Art with a capital ‘A’ infusing all experience into Dewey’s eventual notion of “an experience.”  Of course both were right, in a sense, to call for all our experiences to be as thickly artistic as they ideally can.  Yet Addams really addressed a question they did not, one of practicality of implementing this approach: for immigrant factory workers, this effectively rendered 90% of their time somehow ‘not experiential’ and therefore seemingly irrelevant to the pragmatist model—a dynamic that flies in the face of general pragmatist aims.

       Addams’ aesthetics at Hull-House, then, preview later feminist and pragmatist concepts of how the arts are libratory-- while it simultaneously offers an internal critique of both feminist and pragmatist views of her day. It also makes a unique epistemological point:  that shared cross-cultural forms of arts engagement foster cosmopolitanism, and communicate ethical ways of creative being and making that allowed residents to not only become American but to become broader global citizens in a meaningful way.  Addams took this decidedly un-ideal main lived experience of immigrants’ factory and slum lives not as the end of feminist or pragmatist inquiry, but as the starting point.  Given their context, they could not afford the pessimism with which Emerson had claimed “The fountains of invention and beauty in modern society are all but dried up… Art is poor and low.”
 

     Another original feminist contribution exists in Addams aesthetics, one taken up by current philosophers (though not explicitly considered in the arts).  Ultimately, the array of arts engagement practices Addams wove into the Hull-House setting constitute an original approach to feminist epistemology concerning the arts. Women were at the helm of art praxis at Hull-House, and despite the rigid gender constraints of turn-of-the-century America, women and men there shared something of an egalitarian access to artistic creation and appreciation.  The deeper feminist consideration here, though, is one raised by Shannon Sullivan in her discussion of the dual impact of continental and pragmatist philosophy on feminism.  She suggests this dual impact “challenges the philosophical construction of sharp dichotomies and opposed binaries.  Such a challenge is feminist because even when dualisms do not explicitly refer to women, gender, or sexuality, they tend to be implicated in and to produce male privilege.”
  Even within a patriarchal Chicago and U.S. ruled by the iron law of wages and profit drive, there are seeds, here, of a feminist-pragmatist epistemological lens.  It suggests knowledge-seeking practices can be most fruitful when they start in a context involving a plurality of creative practices, when these practices speak back to oppressive social conditions, and when they are shared collectively. 

     To date, ‘feminist epistemology’ has been mostly discussed in terms of sciences and reframing the ‘objectivity vs. subjectivity’ struggle.  Physicist Evelyn Fox Keller and others critique the model of lab science that bills scientific process to be objective (male) rationality ‘taming’ fluctuating (female) nature into submission.
  The feminist-pragmatist alternative model Keller and others favor assumes kinship rather than competition as the starting point of inquiry, where the knower begins with “a feeling for the organism” under study. But as we know, disciplinary boundaries are artificial, we need not think feminist epistemology just in the sciences: Addams didn’t.  She developed a similar feminist epistemology, where relational arts engagement practices helped residents facilitate new knowledge and citizenship.  They saw that scientific knowledge-gaining is deeply enmeshed in, and not divorced from, creative art-making practices, and that residents collectively teaching one another foreign arts-engagement practices led to them retaining their home nationality, becoming American, and becoming cosmopolitan in an important sense.  I’d argue this awareness let Addams, more effectively than other feminists or pragmatists of her day, develop concrete strategies to help the most disenfranchised populations fulfill the pragmatist quest of ‘living life like art’—but globally, not merely as an American. 
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