..'8elf love, vainglory, impatience, »ride, pertiw
nancy; theee may be the bane of onr gouce‘. He
may be a public benefartor or ii» msy be a publiec
nuisance, but his bent ie alwayz active, He is
the intellectual romantic, sengltive to the romance
of hlstory, whether in its broad outlines or in

the detalls of soclial life, to the charm of distance
wheiher in time or space,... If the alow extievart
1s by nature a writer of blography, the quieck
introvert is the born autobiographer,...The mind
of the quick introvert 1ls apt to have a palymathioc
quelity, the antithesls of the limited and exact
scholarship of the slow extrevert, He enjoys

the stimulus of travel in known lands in which the
beauty 1& snhancnd by the works of man and the
romance heightenvd by memories of higtory, His
natural bent in poetry 1s to the intellectualized
lyric, whether ode or sonnet, He 1s not burdened,
but stimulated by the actual world; he finds it,

as William Morris 4id, 'beautiful and strange and
dresadful and worsalipful' and does not, like the
extravert, seek escape from it in the search for

an Abuolu‘o or in the pursuit of a mystioc religion,
His intellectual bent 1s toward the study of the
immediate cause and effect, For thie riason he

15 not truly philosophical, eince ultimate causes
interest him little, His is rather the naturaliem
of the medieval school of Chartres, that found in
the material world the image of the eternal ldeas]
or the humaniem of Goethe, of & man who 'feels
himgelf one with nature, and consequently looks
upon ts outside world not as something astrange,
but as something which he recognises as answering
to his own feelings,' |Hie religion 1s nearly
always a cause to be preached and practised for
hunan bettermentj; he may be a erusader or a re-
vivalist, or he may be a humanitarian agrostioc,

If the quick introvert's sctivity pass into
aggression, or Af 1t be frustrated and repressed
overmuch, he may become the manlc inmate of an
asylum,




"The man of the fourth type is as pervonal in
hies bent, more simplifying and more d’scorete

(as qpposed to conerete) in his tidnking and more
deliberate Ain hie pace, The slow intrcvert s
lese impelled %o get things done, but wure
driven tc understand their ultima*e philosophiow
al causes, His fellow-men are his natural
preccoupation;y he does not wish to dominate
them, to lmpress them, or to influence thelr
actions, but to understand them, Unlike the
qulock iatrovert, he does not found his thoughts
upon an empirical (and sometiwres opportunist)
baslg; bis 1s the gelf-contemplating reascn

of the true philosopher,...Plato is the predes-
tined master of such thinkera, If the slow
introvort's work lies with material things, he
will love and respect the inherent qualities

of his mate~ial] and if among humans, he will
have the sane respect of thel natutai qualities,
Hie typical falli is that faltisne which

the Medieval Church called accidic, The slow
introvert has a natural bent towards true Christ-
ianity, but his religion is 1llwdefined and
pervasive; there 18 morc of Falth and Charity
in 1% than Hope, and nothing of the orgsanised
thurch, It is, indeed, not a religion in *he
dogmatic sense, but a philosophy to gulde the
individual on his pillgrimage through life,

The written word that he can ponder at lelsure
means much to the slow introvert; he may even
be temptea to define all art in 1its torno‘ and
to say, with Professor Collingwood, that ‘Art
must be language', Unle¢se he approach them as
a practising artist, the ‘appearances' of the
world of visible art often inspire him with a
certain distrust, Institution and committees
are anathema to him as meane to action, and
only interesti gince they -how human minds
in a complex reiaticn, His ideal world 1




4 deux, with all Lis intereet focussed on his
companion, If the exlsting world prove too
wuch for him, he falls into mela'cholia, "/

With thls general, 17 somevhat diverg: it, agree-
ment on the olaocifloation of psychological
types 'nto four categorles, separated or linked
according tc the speed of fholr reactione, we
complee the third stage of our approach io
agsessing the eoctal rigrificance of the aes~
thetic activity, Iv 18, of course, not an

easy matter to place personalifties into these

categories, for civiiized individusls do not,

As & rule, reveal thelr inmost characteristice -
\less they oan be planed under the stress of
me 3motional o physical condition that will
ynose thel™ real temperaments.

The expressica of the personality of the artist
‘n his work, and the genuine regponse of the
spectator ie, howover, one of the means of
arriving at such classificationa, and this faot
is of major importance in thie 0Eudy.

It muet aisc be noted that an individual of
strong character, if he becomes aware of the
defects in “1a temperament may consclously
overeom: thnm, This is, in faot, part of the
procepss of auman development, and the part which
art o¢ pley in thie process is another of ths
congl’ "atione with which we shall ba coacerned
later

Out » 'a's maes of information then, we arrive
at = derscanding of the varlations of human
pers i1ty wnd we begin to appreciate why it
is ¢ wial 18 pleaging in art to one person
18 ¢ .3ing to another, and we also beocome

‘rans! Taste and Tempera.snt (London 1839)




awvare of the vast potentialities of thies knowe
ledge in solving the probleme undorl;gn; the
practice and appreéclation of art, e next
etep 1s to investigate the extent %o which these
psychological types influence the forms of art
expression and their appreciation,




4 TEMPLRAMENY, AESTHETIC E£XPRRASION AND T TR




Artistic form, as we have seen, "is never merely
an end in iteeif, It 1s & means of expression.
Expregsion, in turn, must bu the expression of
something,...,.something which & sensitive and
well=trained obeerver will be able to dlscover
in the work of art itself,™

Human beings; throw, the media of thei: facule
ties of sight, touch, “aste, smell and iearing,
become aware of the universe of which * iey are
part, through the manifestations of nat re which
can be perceived and interpreted accord, g to
individual development ard per~sonality. A
complete awareness 1s never *yvealed at a.-
given instant, Dut presents 'tself by degre ‘s

to persons endowed with powe's of thinking,
feeling, sensation and intult\on,

"Strictly epeaking, then, nature is at each
instant of immediate sensuous or intrespective
awarencss a congeries of particular appearancss
whlcn manifest universality and more complex
individuality only %o beings endowed with the
appropriate cognitive capacities, These capaoc~
1tles are requisite not only to solentifie
inquiry but to ordinary sense-perception, i.,e,,
to the perception of similarities and aifforonOOl
and to the apprehension of perceptual objects
and events as complex individual entities and
processes, We perceive, moreover, only what

w2 have learned to porooiv.{ both ‘ho individual=
ity of natural obJjeets and thelr universal

tralte manifeast themselves to ue only in the
forms in which, and to the extent to which, we
have Learned to apprehend them, The same
factors, mutatis mutandis, condition our aware
nese of ourselves and of other selves as highly
complex indlviduals, as well as our apprehens’on

L Tueodore Greene: The Arts and The Arts of'
OCriticlsm (Princeton 1940) p, 33
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of the universa). characteristics of uan'e inuer
experiences, In both ‘worlds', the %inner!

as well as the 'outer'!, universsls ar» actually
presény as the pervcisive tralte »f rexl indl-
viduals, b:'! in neither vorld can olither univerw
sals or more complex individuale *: apprehended
as such save in and thiough selective observa-
tion and disciplined roeconstruvection,

"Expression differs from mere manifestation in
being a product of man's oconeclous, normative
experience, It is only because man ie capable
of interpreting his environuwent that he has
anythiag to express, and he resorts to expression
partly to clarify his own thinking, partly to
share with other human veinge his interpreatative
apprehensions, Expression is in essence cor=
sciously and purposivsly motivated,

"Man may express himself spontanvously without
explicit awareness of what he is dolng and
without any explicit motive or intentios, But
his behaviour is expressive only if 1t reflects,
however indirectiy, his conscious and normative
proceases, Whan human behaviour fails to
reflect these processes, as in the case of
purely reflex action, we do not call it expresge
ive; 1t 1s merely the agent's physical response
to his physical environment, Human expressive~
nese is most olearly exemplified, on the othe:
hand, in man's deliberate attempt to express

his own ideas, emotions, feelings, and volitions
in some appropriate medium,

"Again, communization need nut be the explicit
motive of expression, We can and do express
ourgelves without reference to an actual or

even a potential aullence, But normally the
motive of human expressicn 1s communicatlion,

It 18 Aimperative for us, ag human beings, to
communicate cur experiences to others, and %o
ghare in their experiences &nd such inter-personal
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communlcation is, in its very essence, conscious~
ly and purponivciy expresgive, ven when we

sxpregs ourselves in solitude, we assume, for

the moment, the double rBle of expositor and
recipient, We atteampt to realise to ourselves

by expressing our own thoughts, feelings, emv=-

tiong or desirrs for our own benefit, ‘nd

only & reflective and purponitve being can

indulge in such solitary self-revelation, Ex-
pression, then, whether directed to soclal com= &
munication or not; 1s essentially a humaa aotivlty."

(Because the artist today ie denied the recog-
nition given to the othsr professions, he is
forced to accept an esotoriec role in ‘ho social
structure, and there is a tendendy aumongst the
more extremely "modern” artists to assert hat
they 4o not care whetbsr their art is a communi-
cation or not, But thle assertion arises out
of a resentuent agalnst the attitude of the
public = a despalring gesture that shnuld be
humcured rather than condemned, "Artists de-
pend to a great extent upon the approval of
others, ppreciation from those wro understand
their works 1a aweet music to thelr ears, musle
leading to further inspiration ~nd endeavour,")®

freene then divides expression into three types,
sclentifis, artietic and moral, whish he dlf-
ferentiates as follows $

Balentific expression "ic chiefly characterised
by ite abstractness, its precision, and ite
lack of emotive, arfoctivo, and conative overw
tones, It 18 eseentially conceptual, for it
ie only by meane of concepts that universals
can be abstracted from thelr empirical context
and so apprehended, And it alme at maximum

2 Theodore Greene: Up. oit, pp.208, 269

3 Heleu Rees! A Psychnlogy of Artistie Creation
(New York 1942) p. 154




precision, botk in the Gescriytion of what ie
scientifically observed and in the %heoretiocal
reconstrucvion of nature'e basle structure and
dynamic processei,

"This deeire for sclentifle precision motivates
the sclentist's continual rssort to measurement
and dlictates his use of words and mathemalical
formulae, When he uees terms which are ocurrent
in ordinary discourse he tries to employ them

in & non~emotive and noa~conscive manner,

But wherevsr possible, techvical terms are
invented which are free from emotive or conative
asesociations and which, as sclentifically de-
fined, counote exactly what the sclientlist wishes
them to sonnote, For still greaer conceptual
precleion the scientist employs mathematical
equations, He also makes use of illuvatrations
to faclilitate conceptual apprehension, but

these are always made as schematic tn& dlagram-
metic as possible, and oven a0 they are regarded
0.6 inferior 17 scientifically expressive power

to precise verbal description, !2# eatly ine

ferior to mathematical formulac, hey are
merely concrete visual aids to sbstraet cone
ceptual apprehension, They are seldom scienw
tifically expressive in their own righti: they
resemble allegories in requiring translation
into abstract conceptual terms,

The more advanced a sclence, the more inadequate
are euch images and Alagrame, and he more dose
the scientest inelet that hir ideas can be ex-
preseed accurately only in %<he age of
sclentific prose and mathematical formulae,"

(It 1e obvious that Greene nverlcoked the
scientif e vee of 'images and dlagrams' ii the
science o' snglnerring, wher¢ such a statement
would be quite invalid, Mechanical design,

for exsmple, cou.. not be carried cut iu a

4 Op. cit, pp., 266, 260




ractical manner with the use of Verbal desoripe.
ion and mathematical formulae alole, But his
dufinitlion of sclentific expression, as 1t ~tends,
does serve to dlstinguiskh 1t from a‘tiet’e and
morali expression,)

Artiestic expression "Where rigorous scientific
expreselon is cold and impersonal, artistle
expiresslon ls warm and personalj where the
former le abetract and counceptual, the latter

le conerete and imagletic} where the former
sachews smotive and conative overtones, the
letter exploits these overtonss to the fullj
where the one 1s innocent of an individuai style,
thr other 13 essentially stylistioe,

"ot caly 4oee the artliet seldom conceilve of

@ ivercs's abstractly; he never expresses his
iatevpretation of them in a purely abstract v&y’
Fut alwsys concretely, 1.,e, in an individualistic
pelrting, Every work of art exhibits indivicual-
ity in tivee Alstinet ways,” I have dlscussed
its ‘opecific' form, which I have defined as the
unione o~ganization of the work's wpecifie primary
and -‘ec-adary artistic media, Thirs formal
uniqueszes conditions the uniqueness of the
exprecged content of every work of art, sinoe
what 1s expressed by a work of art 1s expreseed
only in and through ite specific form, A work
of art 1s highly individual, then, both in
artietic form and in artistic content, But i+
ls 1ndividual in still another way, However
concerned the artist may be with the generic

or universal aspects of his sublect matter, the
specific subject matter with which he deals in
any work of art is introduced as having an in-
dividuality of its own, Thie 1s trus even in
the abstract arts and in literature, but most

S (Theocentrie, Anthropoceatric and Egocentrie)
Op. eit, p, 690 (Chart)
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immediately evident? in the case of the represen=
tational arts of sculpture and palnting,

"All sculpture and paintings (e¢xcept pure ab-
stractions) not only have a representavional

sub ject-matter, but treat thie subject--matter

in A& highly individualized manner, The

palnter, for example, does not discourse abstractly
about irees or mountaine or about thelr generioc
perceptual qualities, He deplctes an individual
mountain or tree in such a way ae to emphasize
certain of 1ts generic characteristics, He does
not discuss human characterlstlios as types in
symbollec abeiraction, He creates individual
men and women on canvac and portraysa them in puch
& way as to emphasizc not only thelr individusal-
ity but also these generic human vrailts which
interesv him, Whether the representational
obJecte which he employs for this purpose are
more or lese falthful portr.i*e of actually ex-
leting individuals, or whethor they have heen
only indirectly suggested by nature and are in
large measure products or the artist's creative
imagination, is here irrelevant, What 18 rele-
vant ig that their individuality ii his art,

and the use he makes of them are vehicles for the
interpretative expression of universals,....

“The artist, then, ie as coneistent as the
sclentist in his treatment of individuality,
Though he also apprehends the universal tralits

of objects and events, he does eo not primarily
by means of oonooptuai abstraction but rather

by noting their natural manifesvations in indi-
vidual contexts, And he expresses hle normative
interpretations of these universals not in abe
s$ract unstylietic prose, but, whatever his
artistic medium, in etylized o~rke cl art whose
individuality 1g direatly a tunction of the
specific artistic form and, indirectly, of the
specific subject matter, whether this subjeot
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matter be a mocd ; representational ob ject,
A social runotlon, ¢ a literary image,
character or plot,

¥oral expressiont "The sci~ntist wills to
know and deliberately acts 1. such a way as to
promote sclentific knowledge; the artist
wit;l %2 kn.w 1n his own noramative way, and
€. e 2Ty Snoresecs his ineights 1a his art]
the proctica. ». . lete voluntarily t~ achieve
his utiiitarian crdao On the other hs« @, the
moral consciougnees is not indifferenti %to
cognition, for moral insight is an alsolute
prcreqnioite to genuine moral activn, Yet
the moral attitude, like the practical, differe
geneirically from tho artisvic and the 'oion-
tifiec in its precccupation with the wi’l,

and 1t differs from the practical in 1%0

prime concern for ultimate valucs and ob-
Jectives,.. .For the artistic consciousnvse,

insight and apprepriete expreseion of such
insight are ende in themselves, Moral ocon-
duet, in oontrasti involves being the kind

of person we should be and acting towards
others as we ghould aci,,....The artist
portrays men as they are, with all their
virtues and vices, and as theyought to be;

the moralist is actively concerned to eradi-
cate vice and to fosteor humen virtue, The
artiet as artist 1e¢ content to understand
human nature with all 1ts potentialities and
limitations and to reveal his inegight through
his art,

Man ar a moral being feels under obligation to
translate his moral idesals into the phsnomenal
actuality of laner attitude and overt behav'!our,

n/

& As Architecture gives expressior to the soecial

function of a bullding,.
7 Op. cit, pp.258-266
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Hew elosely these three modes of errvessisn arve
ssgociated as human behaviour, I will attompt
to show in a later chapter, For the momen

we wlll concern ourselves v'th te gecond one
only, vhat 1s, with artistic expression,

"Just as we recognize four types of personale
ity corresponding to the four modes of mental
activity, and having four dlstinet modes of
gorooption, 80 1t 18 posaidble to recognize

our distinoct modes of aesthetic activity ex-
pressed in works of rrt, This result may
alco be reached by e empirical classificat.on
of the historical etyles nf art, and the
ungystematic phraeseclogy of tho history of
art doee in fect include four dlatinet styles
or types. Thera 18 the style known variously
as reallsm or naturaliga, which consists in
making as ex'ct an imitation as possible of
the obJjrotive facts present in an aot of
perception} there 1e a style known varlously
a8 ldealiem, romanticlem, fantastio or imagine
ative art which, while making use of laagee
of visual orlgin construets from these an
indapendent roulity. Thirdly there is &
style which we call oxprouaioniutio, and which
is determined by the artiet's desire to find
a plast.c correrpondance for his immediate
sensatione, his teuperamental reactions to
a perception or experisuse. Finally, there
1s a style which avolds all imitative 2le~
ments and invites an aesthetic regponae %o
the purely formal relationships of space,
mass cnlour! sound, eta, Thio style 1»
sometimes ca led abstract, but toonatctive',

Tabsolute! o‘ &ntultlonal‘ would be more
exact terms,"

£ Herbert Read! FRducation through Ar: (London 1943)
PpP. 26, =7
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The correspondences between temperament and
gtyle suggest themselves ne follows:

Reallsm or naturelism cbviously corresponds
to the mental activity we 11 thinki:& - the
obssrvations, analysis and exact recording

of the natorial given \n the act of perception,

"The aesthetic correlates of sensation, which
18 the aware¢ness of the sengible quali%y of
thinge =~ heaviness, sharpnees, warmth or
coldness, etc,, are expregsed metaphorically,
that 18 to say, by the exaggeration of re-
presentative detall at the expense of exacte
nese, as in caricature, If ws read the letters
of a great expressionist painter like Van Gogh,
we see that in painting a pleture 1t 18 always
for him a question of traneclating his subject
irnto sensible qualities which have no imitative
funetion but which arouse in the gpectator a
oorro-eondxn sensation « not a corresponding
image," ? YVan Gogh describes one of his
paintinge "Le Cafe de Nult" in the following
words "I have tried to expreas the terrible
agsions of humanity by means of red and green,..
e room 1s blood red and dark yellow wi 1 a
green billlard table in the middle} there are
four lemon=yellow lamps with a glow of orange
LA greei, Everywhere there is the clash and
contrast of cpposing rede and greens, in the
1ittle figures of the aleeping buma, in the
empty dreary rcoili,....i have tried %o express,
as 1t were, the powere of darknc~ss in & low
drink shop,... in aan almosphere lgko a
devil's furnace, of pale sulphurf)©

"Feelings, and the emotions which are ths
content cf feeling, are too various to be

9 Op, oit, p.27

10 Augusto Centeno! The Intemt of the Artiat
(Princeton 1941) p.6




correlated with a particular style or art,
Eut 1t 18 quite poseible to set on one side
types of art which aim, not to expre¢ss sen-
sations, or to record objective phenomena,
but to represent feelinge of anger, of fear,
love, hate, joy, grief, shanme, prl&o and
all ‘hc 1nf1nltoly subtler grades of moral
and intellsctual emotion, We must avold

a discussion of the relation of feeling to
sengation, which belongs to academlc paychole
ogy ! wha{ is pertinent to our present dlg-
cussgion 18 the fact that in the degree that
emotlions become more subtle and refined, and
therefore more difficult to relate to the
gensational proucesses with which they are
accompanled, so the representation of these
emotiong becomes more a function of the
imagination, that 1s to say, of the ability
to construo{ a myth, allegory, peraonification,
eto,, capabla of embodying and thereby ex-
pressing the emotion,

"As for the mental astivity called intuition
by which we 4o not mean any supov-ccnlutionni
faculty of the mind, by the apprehension of
abetract quantities and relations (size,
shape, Gistance, volume, surface-areas, etc,)
it 18 the basie of a fourth type of art which
though it 1s most nearly related to the for-li
qualities pertaining to all types of art, 1s
not commonly distinguished as a type, fhin
18 hecause theories of art are too exclusively
based on pietorial artj; and though there has
arisen in modern times an abstract pictorial
art, this type of srt ic more frequently
represented by music and architecture, Thie
type of art coneists in the effective Juxta~
position of surfacee, solid forms, colours

and toneg, and the appreclation of such art
springe from the direot awareness of the re-
lationships which exist between such surfaces,
golid forms, colours and tones."'

[i Hertert Read: Op, oift, pp. 27, 28




This theoretical classification of art into
four maln typess corresponding to the four main
types of perscrality should net be used ae

an infallible measure for evaluating forms

of expresslon, "Reallism may be tinged with
idealiem, 1dealism with expressionism, and

all three types with constructiviem, Extreme
nodes of representation, no less than extrene
modes of apprehension, are rars, .ad though

we should resgist the ‘anptation te construot

a hierarchy of types, in art as in men, never-
theless it may be dcubted whether those works
of art which humanity has for centuries
socepted as universal in thelr appeal are

sver of a pure type, Great works of art

are complex and various in their appe..."

“It 18 the consideracle achievement of modern
peychology and of modern art to have made the
world conscious of thess facts, and tolerant
(intellectually, if not politieally).of variety,
Modern art has hroken through the artifiocial
boundaries and limitations which we cwe to a
blassed view of the human personality, Modern
peychology has correspondingly shown that the
mind of man is complex; that it is a balance
of forces -» of various impulses or unconscious
'*drives' and that the various psycholegical
types into whioh human veinge can de divided
are determined by the predominance of one
g;rﬂnular impulse or group of impulsoca,

at I am saylng, therefore, is simple enough,
and should a.ways have been admitted: namely,
that there 1s not one type of art to which
all types of men should conform, but as many
types of art as there are types of menj and
that the categories into which we divide art
should anaturally corrvespond to the categories
into which we divide men,..., From a scientirie
point of view, each type of art is th~ legitimate
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