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*self love, vainglory, Impatience, pride, pertl- 
nancy; these may be the ban* of o.u* pe*ce*. He 
may be a public benefactor or hr m«iy be a publlo 
nuleance, but hie bent is alwe/3 active. He la 
the Intellectual romantic, sensitive to the romance 
of hlatory, whether In lte broad outllnee or In 
the detalla of social life, to the charm of distance 
whether In time or apace ,... If the alow extrovert 
le by nature a writer of biography, the quioX. 
Introvert la the born autoblographer.. . .The mind 
of the quick introvert le apt to have a polymathlo 
quality, the antithe el a of the limited and exact 
scholarship of the alow extrovert. He enjoya 
the stimulus of tvavel in known lands in whloh the 
beauty la enhanced by the works of man and the 
romance heightened by memorlea of hlatory. Hla 
natural bent in poetry la to the intellectuallxed 
lyric, whether ode or aonnet. He le not burdened, 
but etlroulated by the aotual world; he flnda it, 
as William Morrie did, ’beautiful and atrange and 
dreadful and worshipful* and doea not, like the 
extrovert, aeek eacape from it In the search for 
an Absolute or in the pursuit of a myatlo religion, 
Hla Intellectual bent is toward the etudy of the 
Immediate cause and effect. For this reason he 
In not truly philoaophical, elnce ultimate caueea 
lntereat him little. Hla la rather the naturalism 
of the medieval school of Chartres, that found In 
the material world the image of the eternal ideas; 
or the humanlam of Goethe, of a man who *feels 
himself one with nature, and consequently looks 
upon tl?e outside world not as something atrange, 
but aa something whloh he recognlaea aa answsring 
to his own feelings.* His religion is nearly 
always a cause to be preached and practised for 
human betterment; he may be a crusader or a re­
vivalist, or he may be s humanitarian agrostlc.

If the quick Introvert's activity pass into 
aggression, or if It be frustrated and repressed 
overmuch, he may become the manic Inmate of an 
aaylum.
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"The man of the fourth typo is as personal In 
hie bent, more simplifying and more 11 sorete 
(aaqpposed to concrete) In hie thinking and more 
deliberate In hl« pace. The slow intrcvert la 
leap impelled to get thing a done, but u r e  
driven tc understand their ultimate philosophic­
al causes. His fellow-men are his natural 
preoccupation; he does not wish to dominate 
them, to impress then, or to influenoe their 
aotlons, but to understand them. Unlike the 
qulok Introvert, he does not found his thoughts 
upon an empirical (and sometimes opportunist) 
basis; his is the self-oontemplating reason 
of the true philosopher.. . .Plato is the predes­
tined master of such thinkers. If the slow 
lntrovort's work lies with material things, he 
will love and respect the inherent qualities 
of hie material; and if among humans, he will 
have the sane respeot. of their natural qualities 
His typical falling is that dlfaltlsrae whloh 
the Medieval Church called aooidlc, The slow 
Introvert has a natural bent towards true Christ 
lanlty, but his religion is Ill-defined and 
pervasive; there Is moro of Faith and Charity 
in it than Hope, and nothing of the organised 
Uhurch. It is, Indeed, not a religion in *he 
dogmatic sense, but u philosophy to guide the 
individual on his pilgrimage through life .

The written word that he san ponder at leieure 
means much to th« slow introvsrt; he may even 
be teroptea to define all art in its terms, and 
to say, with Professor Colllngwuod, that ’Art 
must be language'. Unit jb he approach them as 
a practising artist, the 'appearances' of the 
world of visible art often Inspire him with a 
oertaln distrust. Institution and committees 
are anathema to him as means to action, and 
only interesting slnoe they chow human mind* 
in a complex relation. His ideal wopld is



 deux, with all I1I 9 interest focussed on hit 
companion. If  the existing world prove too 
much for him, he falls Into melancholia."

With this general, If soraevhat diverge it, agree* 
ment on the classification of psychological 
types '.nto four categories, separated or linked 
according to the speed of their reactions, we 
complete the third stage of our approach to 
assessing the eoc'al significance of the aes­
thetic activity. It is, of oourse, not an 
easy matter to place personalities into these 
categories, for civilized lndlvldusls do not,
*s a rule, reveal t.helr Inmost charaotsrlstlcs < 

\less they can be plaoel under the stress of 
/me emotional or physical condition, that will 
vpoae their* real temperaments.

The expression of the personality of the artist 
in his work, and the genuine response of the 
spectator is , however, one of the means of 
arriving at suoh classifications, and this faot 
is of major importance in this study.

It must also be noted that an individual of 
strong rharaoter, if he becomes aware of the 
defects in his temperament may consolounly 
overcome thorn. This Is, in faot, part of the 
process of numan development, and the part which 
art cr i plt.y in this prooess is another of the 
consi' vations with which we shall be concerned 
later,

* mass of information thon, we arrive 
durscanding of the variations of human 
lty -vnd we begin to appreciate why it 
V at Is pleasing In art to one person 

.iing to another, and we also beoome

r&ns: Taste and Temperament (London 1939)



aware of the vast potentialities of this know­
ledge In solving the problems underlying the 
practloe and appreciation of art. The next 
step Is to Investigate the extent to which these 
psychological types Influence the forms of art 
expression and their appreciation.





Artistic form, as we have seen, "Is never merely 
an end in itself. It is a means of expression. 
Expression, in turn, must b < the expression of 
something.. . .  something which a sensitive and 
well-trained observer will be able to discover 
in the work of art itsslf,"

_

Human beings, throu,. the media of their facul­
ties of sight, touch, ‘ aste, smell and rearing, 
become aware of the univeree of which v \ey are 
part, through the manifestations of nat re which 
can be perceived and interpreted aooord. lg to 
individual development and personality. A 
complete awareness is never * avaaled at  
given instant, but presents '.tself by degre. 's 
to persons endowed with poire *s of thinking, 
feeling, sensation and intuition,

■ R
"Strictly speaking, then, nature is at each 
instant of immediate sensuous or lntros^eotlve 
awareness a congeries of particular appearances 
which manifest universality and more oomplex 
individuality only to beings endowed with the 
appropriate oognltlve oapaoltlee, These capac­
ities are requisite not only to solentlfio 
Inquiry but to ordinary sense-perceptlon, i .e . ,  
to the perception of similarities and differences 
and to the apprehension of perceptual objects 
and events as complex individual entitles and 
processee. We perceive, moreover, only what 
we have learned to percelvel both the individual­
ity of natural objects and their universal 
traits manifest themselves to ue only in the 
forms in which, and to the extent to which, we 
have learned to apprehend them. The same 
factors, mutatls mutandis, condition our aware­
ness of ourselves and of other selves as highly 
complex individuals, as well as our apprehens.'.on

T’aeodore Greene: The Arts and The Arts of 
Criticism (Prlnoeton 1940) p. 33



of the universal characteristics of dan's inner 
experiences. In both 'worlds*, the •innur* 
as well as the * outer*, unl,rereals are actually 
preseuv as th* psrvcslve traits «f resl indi­
viduals, b< < in neither vovld cen olther unlver- 
sals or more ooatplex individuals apprehended 
as suoh save in and through selective observe^ 
tlon and disciplined reconstruction,

"Expression differs from mere manifestation in 
being a product of man** conscious, normative 
experience. It is only because man is capable 
of interpreting his environment that he has 
anything to express, and he resorts to expression 
partly to clarify his own thinking, partly to 
shars with other human oelng* his interpretative 
apprehensions. Expression is in essenoe con­
sciously and purposlvdly motivated,

"Man may express himself spontaneously without 
sxpllclt awareness of what he is doing and 
without any explicit motive or intention. But 
hia behaviour Is expressive only if it reflects, 
however indirectly, his conscious and normative 
processes. When human bshavlour falls to 
reflect these processes, as in the oase of 
purely reflex action, we do not call it express- 
ivej it is merely the agent's physical response 
to his physical environment. Human expressive­
ness is most clearly exemplified, on the othe;* 
hand, in man's deliberate attempt to express 
his own ideas, emotions, feelings, and volitions 
in some appropriate medium,

"Again, coir muni nation need nut be the explicit 
motive of expression. We can and do express 
ourselves without reference to an actual or 
even a potential audienoe. But normally the 
motlVA of human expression is communication.
It is imperativs for us, aa human beings, to 
communicate our experiences to others, and to 
shars in their experience4 and such inter-personal



communication is, in its very eaaence, oor.actous- 
Ij and purpoaiveiy expressive, V*n when ve 
express ourselves in solitude, we assume, for 
the moment, the double rftle of expositor and 
reolplent, W* attempt to realise to ourselvei 
by expressing our own thoughts, feelings, emo­
tions or deslrrs for our own benefit. And 
only  refleotxve and purposive being can 
indulge in such solitary self-revelation. Ex­
pression, then, whether directed to sooial com­
munication or not, is essentially a human activity.

(Because the artist today is denied the recog­
nition given to the oth-r professions, he is 
forced to aocept an esotoric role in the social 
structure, and there is a tendency amongst the 
more extremely "modern" artists to assert hflt 
they do not care whetbsr their art is a communi­
cation or not. But this assertion arises out 
of a resentment against the attitude of the 
publlo - a despairing gesture that should be 
humoured rather than condemned. "Artists de­
pend to a great extent upon the approval of 
others. Appreciation from those who understand 
their works is awset muslo to their ears, musicr 
leading to further inspiration pnd endeavour.")

Greene then divides expression into three types, 
scientific, artlstio and moral, which he dif­
ferentiates as follows *

Scientific expression "lc chiefly characterised 
by its abstractness, its preclaion, and ita 
lack of emotive, affective, and conative over- 
tonea. It la casentially conceptual, for it 
is only by meana of conoepta that universale 
can be abstracted from their empirical context 
and so apprehendod. And it aims at maximum

Theodore GreeneJ Up. olt. pp.266, 269

 Helen Reea: A Faychology of Artiatlc Creation 
(New York 1942) p. 164



precision, both J.n  description of what is 
scientifically observed and in the theoretloal 
reconstruction of naturs1* baslo structure and
dynamic process*.

"This desire for solcntlflo precision motlvatss 
the scientist's continual resort to measurement 
and dictates his use of words and mathematical 
formulae. When he uses terms which ars current 
in ordinary discourse he tries to employ them 
in a non-emotlve and non-cons dve  manner*
But wherevir possible, technical terms ars 
Invented whloh ars free from emotive or conative 
associations and which, as scientifically de­
fined, oonnote exaotly what the scientist wishes 
them to connote. For still grearer conceptual 
preolsion the scientist employs mathematical 
equations. He also makes use of illustrations 
to facilitate conceptual apprehension, but 
these are always made as schematic and diagrauk- 
ne'e lo as possible, and even so they are regarded 
as inferior In scientifically expressive power 
to precise verbal description, and greatly in­
ferior to mathematical formulae-,'*' They are 
merely concrete visual aids to abstract oon- 
oeptual apprehension. They are seldom scien­
tifically expressive in their own right: they 
resemble allegories in requiring translation 
into abstraot conceptual terms.

The more advanced a science, the more inadequate 
are such images and diagrams, and ;he more doss 
the scientest insist that hie ideas oan bs ex­
pressed aoourately only in the language of 
scientific prose and mathematical formulae."
(It is cbvjous that (Jreene overlooked the 
scisntiilc v*e of 1 Images and diagrams1 li* the 
sclenoe of anglnerring, when such a statement 
would be quite in* nlld. Mechanical design, 
for example, oou3  not be oarrled out in a



practical manner with the use of verbal descrip­
tion and mathematical formulae aloie. But hi* 
definition of scientific expreeeioi , ae it ota-ids, 
does serve to distinguish it from a.'tist'.u and 
moral expression,)

Artistic expression! "Where rigorous scientific 
expression is cold and impersonal, artistic 
expression is warm and personal; where the 
former is abatraot and conceptual, the latter 
is concrete and imaglstio; where the former 
»johews ^motive and oonatlve overtones, the 
lstter exploits these overtones to tue full} 
wh^re the one is innooent of an individual style, 

 other is essentially styllt.tio.

nPot osiy -Joes the artist seldom conceive of 
•r Irerp*.'.* abstractly; he never expresses his 
interpretation of them in a purely abstraot way, 

always concretely, i .e . in an Individualistic 
seating. Every work of art exhibits individual­
ity in three distinct ways, I have discussed 
its 'opecific1 orm, which I have defined as the 
unique organisation of the work*s specific primary 
and ec adary artistic media, Thiff formal 
unlquai^ss conditions the uniqueness of the 
exprecaed content of every work of art, slnoe 
what is expressed by a work of art is expressed 
only in and through its specific form. A work 
of art is highly Individual, then, both in 
artistic form and in artistic content. But 1+ 
is individual in still another way. However 
conoerred tht artist may be with the generio 
or universal aspscts of his subject matter, the 
specific subject matter with which he deals in 
any work of art is introduced as having an in­
dividuality of its own. This is true even In 
the abstract arts and in literature, but most

 (Theocentrle, Anthropocentrlo and Egocentric) 
Op. oit. p. 690 (Chart)



Immediately evlden* in the case of the represen­
tational arts of sculpture and painting,

"All sculpture and paintings (except pure ab­
stractions) not only have a representational 
subject-matter, but treat this subject-•natter 
In a highly Individualized manner. The 
paintsr, for example, does not discourse abstraotly 
about trees or mountains or about their generic 
perceptual qualities. He depicts an Individual 
mountain or tree In such a way as to emphasise 
certain of Its generic characteristics* He does 
not discuss human characteristics as types In 
symbolic abstraction. He creates Individual 
men and women on canvac and portray* them In ouoh 
a way as to emphasize not only tbtIr Individual­
ity but also those generic human traits which 
Interest him. Whether th* representational 
objects whloh he employs fc** this purpose are 
more or less faithful poitr;,ifs of actually ex­
isting lndlvliuals, or whether they have been 
only Indirectly suggested by nature and are in 
large measure products or th- artist's creative 
Imagination, Is here Irrelevant. What is rele­
vant Is that their Individuality iu his art, 
and the use he makes of them are vshloleo for the 
Interpretative expression of universale,..

"The artist, then, le as consistent as the 
scientist In his treatment of Individuality,
Though he also apprehends th<» universal traits 
of objects and evente, he does so not primarily 
by means of conceptual abstraction but rather 
by noting their natural manifestations in Indi­
vidual contexts. And he expresses ills normative 
Interpretations of these unlversals not in ab­
stract uristylistic prose, but, whatever his 
artistic medium, In stylized rtrkn cf art whose 
individuality is directly a lunotlon of the 
speciflo artistio form and, indirect Ly, of the 
speolflc subject matter, whether tais subject



matter be a mocS- a representational object, 
a social function,*- or a literary Image, 
character or plot.

Moral expression: "The scientist wills t. 
know and deliberately acts ii. such a way as to 
promote scientific knowledge| the artist 
•rills to kn.w  his own normative way, and

'/ •?’ *• »> irosses his Insights in his art} 
the prr.ctiOfcl a-... .'.cts voluntarily t''. achieve 
his utilitarian er.da. On the other the
moral consciousness is not indifferent to 
cognition, for moral insight is an absolute 
prerequisite to genuine moral action, Tet 
the moral attitude, like the practica), differs 
generically from the artistic and the "eien- 
tlfio in its preoccupation with the wl?l, 
and It differs from the practical in its 
prime ooncern for ultimate values and ob­
jectives,. . .For the artistic consciousness, 
insight and appropriate expression of such 
Insight are er.da in themselves. Moral con­
duct, in contrast. Involves being the kind 
of person we should be and acting towards
others as we should act,........ The artlet
portrays men as they are, with all their 
virtues and vices, and as theyought to be: 
the moralist is actively concerned to eradi­
cate vioe and to foster human virtue. The 
artist as artist is oontent to understand 
human nature with all its potentialities and 
limitations and to reveal his insight through 
his art.

Man ap a moral being feels under obligation to 
translate his moral Ideals into the phenomenal 
actuality of inner attitude and overt behaviour."

 As Architecture gives expression to the social 
function of a building.

7 Op, cit* pp,259-266



Hew closely these three modes of *?t v'esslsn are 
associated as human behaviour, I will attempt 
to show in a later ohapter. For the moment 
we will oonoern oureelvea v\!th tv«r second on* 
only, that is, with &rtlstlo expresalon.

"Just as ve recognize four types of personal­
ity corresponding to the four modes of mental 
activity, and having four dlstlnot modes of 
perception, so It is possible to recognize 
four dlstlnot modes of aesthetic activity ex­
pressed in works of ert. This result may 
also be reached by  empirical classification 
of the historical styles of art, and the 
unsystematic phraseology of the history of 
art does in fpct lnolude four distinct stylss 
or types. Thera Is the style known variously 
as realism or naturalism, which consists in 
making as ex .ct an imitation as possible of 
the objective faots present in an act of 
perception} there ie a style known variously 
aa idealism, romanticism,, fantastic or imagin­
ative art whloh, while making use of images 
of visual origin, oonetruets from these an 
indapendent reality. Thirdly there is a 
style which we call expressionlstlc, and uhlch 
Is determined by the artist's dssire to find 
a plastj.o correspondence for his immediate 
sensations, his temperamental reactions to 
a perception or experlusice. Finally, there 
is a style whloh avoids all imitative ele­
ment* and invites an aesthetic response to 
the purely formal relationships of space, 
mass, oolour, sound, etc. This style is 
sometimes cafled abstract, but 'oonat'-uoMve*,
t o h  a n t  11 fr » • (">•* * w m il  d h«» n»nn»

exact terras."ft

 Herbert Readl 
pp. 26, 27

Education through Arc (London 1943)



The correspondence* between temperament And 
style suggest themselves &s follows:

"Realism or naturalism obviously correspond*,* 
to the mental aotlvlty v»e 11 thinking - th* 
observations, analysis and exaot recording 
of the material given in the act of perception,

nThe aesthetic correlates of sensation, whioh 
is the awarfenes* of the sensible quality of 
things ~ heaviness, sharpness, warmth or 
coldness, etc,, are expressed metaphorically, 
that is to say, by the exaggeration of re­
presentative detail at the expense of exact­
ness, as In caricature. If ws road the letters 
of a groat expressionist painter like Van Gogh, 
we see that in painting a picture it is always 
for him a question of translating his subject 
lr.to sensible qualities which have no imitative 
function but which arouse in the spectator a 
corresponding sensation - not a corresponding 
image." *  (Van Gogh describes one of his 
paintings "Le Ca;fe de Mult" In the following 
words "I have tried to express the terribl* 
passions of humanity by means of red and green.. 
The room is blood red and dark yellow wl 5 a 
green billiard table In the middle} there are 
four lenon-yellov lamps with a glow of orange 
w.d green, Everywhere there is the dash  and 
contrast of opposing reds and green*, in the 
little figure* ol the sleeping bums, in the 
empty dreary rcoai.. . V.*I have tried to express, 
as it were, the >owe~* of darkness in a low 
drink shop .... in an atmosphere like a 
devil*s furnace, of pale sulphur1 )10

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

9 Op, olt, p .27

10 Augu*to Centenol The Int*»t of the Artist 
(Princeton 1941) p .6



correlated with a particular style or art*
But it ie quite possible to set on one side 
types of art which aim, not to express sen­
sations, or to reoord objective phenomena, 
but to represent feelings of anger, of fear, 
love, hate, joy, grief, shame, pride and 
all the infinitely subtler grades of moral 
and Intellectual emotion,, Ve must avoid 
a discussion of the relation of feeling to 
sensation, which belongs to academic psychol­
ogy: what is pertinent to our present dis­
cussion is the fact that in the degree that 
emotions become more subtle and refined, and 
therefore more dlffioult to relate to the 
sensational processes with which they are 
accompanied, so the repreeer*tatlon of these 
emotions becomes more a function of the 
imagination, that is to say, of the ability 
to construct a myth, allegory, personification 
eto., capable of embodying and thereby ex- 
prebslng the emotion,

"As for the mental activity called intuition, 
by which we do not mean any super-sensational 
faoulty of the mind, by the apprehension of 
abstract quantities and relations (site, 
shape, distance, volume, surfaoe-areas. etc,) 
It is the basis of a fourth type of art which, 
though it is most nearly related to the formal 
qualities pertaining to all types of art, is 
not oommonly distinguished as a typo. This 
is because theories of art are too exclusively 
based on pictorial art; and though there has 
arisen in modern times an abstraot plotorial 
art, this type of »rt ie more frequently 
represented by mutic and arohiteoture. This 
type of art oonsists in the effective Juxta­
position of surfaces, solid forms, colours 
and ton^s, and the appreciation of such art 
springs from the direot awareness of the re­
lationships wbioh exist between such surfaces, 
solid forms, oolour* and tones."'1

li Herbert Read: Op. clt. pp, 27, 28



This theoretical classificatlon of art into 
four main type* corresponding to the four wain 
types of personality should not be used as 
an infallible measure for evaluating forms 
of expression. "Realism may be tinged with 
idealism, Idealism with expressionism, and 
all three types with constructivism. Extreme 
modes of representation, no less than extreme 
modes of apprehension, are rare, und though 
we should resist the temptation to construct 
a hierarchy of types, in art as in men, never­
theless it may be doubted whether those works 
of art which humanity has for centuries 
accepted as universal in their appeal are 
ever of a pure type. Great works of art 
are complex and various in their appe<*~."

"It is the considerable achievement of modern 
psychology and of modern art to have made the 
world conscious of these facts, and tolerant 
(intellectually, if not politically) of variety. 
Modern art has broken through the artlfioial 
boundaries and limitations which we owe to a 
biassed view of the human personality. Modern 
psychology has correspondingly shown that the 
mind of man is complex; that it is a balance 
of foroes - of various impulses or unconscious 
•drives* and that the various psychological 
types into whloh human beings can be divided 
are determined by the predominance of one 
particular Impulse or group of lmpulaos.
What I am saying, therefore, is simple enough, 
and should always have been admitted; namely, 
that there is not one type of art to which 
all types of men should conform, but as many 
types of art as th^re ars types of men; and 
that the categories into which ws divide art 
should naturally correspond to the categories
into whloh we divide men........From a scientific
point of view, each type cl art is th** legitimate
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