N~y

In doing thie, 1 am als? ocongerned with ng
function ae Lecturer in Fine Arts at the University

~of the Witwatersrand and the part which the

Department of Fine Arts ie Gestined to play in
the cultural development of this country. As
the greatest liberal university in Scuth Africa,
sltuated as it 18 Ar the heart of the continent
and thus in a better porition to influence the
material and social Adeveslopmeni of Afrlica than
any other geat of learning, I am convinced that
it can also give the lead in this cultural matter
of art training and edunation through art.

Bo that, when the full recognition of the social
valuve of asgthetice Jdcee cocme and aecfion is taken,
the younger teachere and Fine Arts students who
have gradvated fr-m the Witwatersrand will have
been trained to meet the requirements of the

new educational gystem and that thereby -~ during
th= orocesr of mutation - a complete or partial
a3 ranty, f the new edusational programme for
the Unicn will be avolded,
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2 THECRIEJ AND DEFINITIOFS




"Art, hovever we may define 't, 1is present
in everything we make to please our senses. "l

“The inteiligent mechanic engaged on his Job,
interseted in doing well and finding saties~
faction in his handiwork, caring for his
materiale and tcols vi‘h srnuinn affection,
ie artistically engage.."

*Art ao a virtue of the practical intelligonce
1s the wellwmak) of what 18 needed -~ whether
it be drain pipes” or paintings and sculptures
and musical symphonies...}

*Art is that which being seen, pleases,"d

"e..in a way, the coing of anything to the
point of sesthetic satiefaction in the resuls
is a work of art®. 4

"A work of art is an intrinsically satisfying
and, at the same time, & meanin organi sa=
tion of some appropriate medium.”

1 Herbert Read: Educatica through Art (London 1943) p.156
2Jonn Dewey: Art as Experience (New York 1934) p.5

38040 GA11: (from "Art®" - Blackfriars 1940)
Last Essays (Lond. 1942) pp.lb, i7

4 Arthur Pope: Art, Artist and Layman (Camcridge,
Mase, 1937) p.4

5 Theodore Groene: The Arts and Arts of Oritiziem
(Princeton 1940) p,1l

i dn,

#It 18 novable that no description of Etruscan
and Roman art is completc without some reference
to the significance of th. Cloaca Maxima,




From the foregoing it would seem that thore
ie a falrly general consensus oY opiaion
among contemporary authc=»itise as to the
meaning of Art, and there would be little

foint in tryiag to improve on these definitions.
I say "contemporary authorities" deliberctely,

because it 1s only on such authoriiies that
the whole of this work is based, During my
original and abortive essay into the fleld

of art education I learned a valuable lesson,
namely, thut so much impresgsive writing on
the subject of art has been done throughout
the agee that )ne 1s inclined to accept its
validity without coniyidering its relativity
to environment, ocurrent prejudices, social,
sclentific and economic development and
cultural background, Because of this in-
elination, my original dissertation was
devianing into a comparative study for teste
ing historical theuries in the lignt of
mndern conditions, This in itself was
bescoming & work of major proportions with
results that were purely academic, and 1t
brough® me no closer to my object, My
problem in its very essence is a coatemporary
one and must be solved in terme of today.

For assistance in precenting this thesis

I have confined my references sxslusivaly to
the worke of contemporary authorities, The
theories and definitione with which I am here
concerned have been extracted and edited from
the writings o John Dewey, Thomas Munro
Herbert Read, Albert Barnes, Eric Gi1l, Walter

Gropius and a number of leading educationalists

in this field whom I met during my survey of
the work done in the Eastern Univeorsities and
Art Schools of the U.8.A,)
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It 18 easy encugh to accept ari as sosothing
which pleases our senses, something wh'csh
gives light and colour to an otherwise drab
exietence, and therefore a dssirable thing
to possess, But « s is implied in Greene'e
definition that a work of "is an intrine-
siocally satisfying and, at the same timo, a
meaningful organiaation ~f the mediwn" =«
there are many other theories and definitions
that are common to art and aesthetics.

(The term "meaningful® in Gresne's definition
suggzeets esuch things as values, content
communication through perception and a host
of other oonploxltIOl.g

Much of the present confusion as to the

nature of art, Fine Arte and Aesthetios and
the manifestations of these activitlies during
the history of mankind can be traced to the
haphazard aethods of the use of the termin~
ology of aesthetics by art eritics, writers
and artists whn for some reasvn or other

have strayed outside the reslms of the practice
of art by trying to improve their art -« or
appreciation therecf - by verbal explanation,

By the capitulation of the main thecries and
definitions with which I am concerned hera

I hope to indicate those which as an Artilf
and a teacher of art I have found acceptable;
to avoid miecunderstanding of the subeequent
chapters; to avoid confusion of thought
when I refer to the apparently sonflioting
tendencies in Ancient and (laselc, Renalssance
and Impressionist, Abgtrgcot, Realist and
Surreallist art, and to dovoiop my thesis on
the social significance of art and its rela-
tion to modern sducation.
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"In art oritieclem and esthetics the words
'art' and 'beauty' are interwoven in such

& way that they can be most interestingly

and profitably conglidereld together; for in
the firet place, art and beauty are the two
central components of eathetiec theory; in
the esecond, dlscussion cf one of these terme
usually involves the othe., and in the third,
the meanings of tre terms -~ both econnotative
and aenotative « frequently overlap."

*...'art! and 'beauty’ are used eith~r to
designate refsrents which are qualicies or
relations of things, or referents which are
mental activities, ‘'Bescty' denotes now

an objeotive or relatively objective property
of an object, now a type of eathetlec oreation
or resp-nse; and art refers sometimes to a
physical vork of art or to one of its qualie
ties, somitimes to the process of creation

or apprecl ition which in turn is of course
interpretel in a number of different wayse."

"Most of our misconceptions of &rt arlse from

a lack of consistency in the use of the words

L art and beauty, It might be sald that we

- are only consistent in our misuse of them,

- We always asgume that al) at is beautiful

. is art, or that all art ! autiful, that

g what 18 not beautiful ie ..v art, and that
ugliness 1s the negation of art, This iden
tification of art and beauty is at the

- bottom of all our dAiffisulties in the appre-

¢ eclation of art, and even in people who are

acutely sensitive te aesthetle ressions

in general, this sssumption acte llke an

unconscious cengor in particular cases when

6 Bernard Heyi: New luri.ngn in Eathetics and
Art Criticism (New Haven 1943) pp.21,24,28
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art is not beauty, For art is not besuty:
that cannot be sald toc often Or too blatanily.
Whetho> we look at the problem historically
{considering what art has baen in past ages)

or cociclogically (considering what art
actually is in **g present-day nanifestations
all over the wosid) we find that art often
hae been or often is & thing of no beauty,®”

However much we may floundsr in the nmany
definitions of heauty, we remain = uncomforte
ably - in the deep waters where ari that 1s
"ugly" like an African Negro woodcarving or
an early Christlian lkon 1g as canable of
moving us aesthetically as art that is "bean-
tiful® like Greek sculpture or High Reaale~-
sance painting, It we consider some of
thess definitions we aleo become aware of an
objoctive as well as a subjoctive meaning:
MArt 1s most simply and most effectively
defined as an attempt to create ploaning
forms, BSuch forms satiefy our sense O
beauty, and our sense of beauty is satiefied
when we are able to appreciats a unity eor
harmony of formal relations among our sensge
perceptions®S (my italice); 'bogsty is &
quality of the object apprehended"™; “any

f. nal relation or psttern that is intrine
lin.ll{_g&tierylng may be sald to possess
beauty"s

7 Herbert Read: The Meaning of Art (Lonion 1931) p.3

8 Ibid, p.2
9 D.W.Prall: Aesthetic Judgement (New York 1929) p.22

10 Theodore Greene: The Arts and Arts of Criticlism
\Princeton 1940) p.7




Ky own inclination ig to shy from such come
plexities, and to avolid them by dispemriug
with the word "beauty" in its asecciation
with "art", 1 aleso feel that it should be
possible to pursue the practice and the
appreciation of art without having to endure
the mental torture which invariably arises
out of aemantic coneideratiocns,

When Greene says that a work of art 1e
“intrinvically eatisfying and, at the zams
time, a meaningful organisation of some
appropriate mediun®, we can uzderstand him
and we can recogniee the implication of the
objective aspects *that will be involved in
the form, the material, the compdsition, the
ecolour of the work, as well as the subjective
aspects involved in the perceptinn, the
pleasure, the inspiration, the "empathy",

We can accept his explanation with gratitude
when Herbert Read describes “"empathy' as
follows:

"*For the work of art, however concrete and
objeotive, is not constant or inevitable in
its effect: At demands the co-gperation of
the spectator and the energy which the specw

tator ‘pute into' the work of art haa been given

the special name of 'empathy' (Fintuhlung).

*By 'empathy' we mean a mode of aesthetie
perception in which the spectator dlscovers
elements of feeling in the work of art and
identifiess his own gentiments with these
elementy = a,g., he discovers spirituality
aspiration, ete., in the pointed arches uni

-




spires of a gothic cathedral, snd . ‘hon
contemplate those qualities in an odbjective
or concerete forn! no longer as vaguely sube
Jective feelings, but as definit7 masses and
colours, But obviously such *sampathetic’
peroepticns will vary from individual to ine
dividual aoccording to emotional or psycholog-
ical disposition, Thie indead 18 the next
iaportant fact to recognize!: namely, that
the appreciation of ari, no less Yhan its
ereation, is coloured by all the variations
of the haman temperament, ‘Ll

And, finally, when Professor Boas neatly
summal-ises various ways in which art is cone
sidered objective, we feel that we are getting
somewhere: "From the artist's point of view
the proper end of artistry has been sald to
be (a) self expression, (b) the expression
of an emotion, (¢) the expression of an idea,
(d) the expreseion of an impression, From
the obsorver's point of view there are four
corraspiinding theories, accor¢1:’ to which
the end is (a) revelation of gelf, (b) the
stimulation of an emotion, (¢) the communi~
cation of an 1dea, (d4) the transfer of ime
pressiong"l2,

At thie stage, before we venture frriher

into the subjective Jungle of perception,
imagination, expression and their variations
sccording to peychologicai types (which will
be dealt with in Chapter 3), it may he well
to conglder certain definitiois wiich are
more objeotive imn nature, From the selsotion
it will be seen that, for the purpose of my
thesie, I have confined myself to terms which

11 Herbert Read: Education through Art (London 1943)

P24

12 Zranz Poas: )’7/«:.!01' ,/f'nﬂw/O/a/y. Cobbosppioa ll-:'m-;-F




are ueed not only Yo describe aesthetic
matters but etbhical matters as well, The
reason for this wiil become evident when I
come to deal with the social significance of
art in a subsequent chapter,

"Some artistic categories are, in a sensge,
more basic than others because they refer

to characteristics which every work of art
wust, by definition, possess. "Matter?,
Yferm' and 'content'! are categories of this
type" 13 gince every work of art existe in
some medium, possesses some form, and if it
has any artistic merit whatever, has expressed
some content, (Some artists and oritics
with a praillection for abstract art will
argue that abstract art has no content

eince 1t is non-representational organisation
of tvhe elements of uctter and form, but not
eontent, There Je no validity in this
argument beoause abstract art is the artiast's
personal arrangement, in terms of his media,
of colours, shapes, iinoo, masses, ete, inte
a form which 1s intrinsically eatisfying to
himeelf, It posserses therefore an egooentric
content which may be communicated (by empathy
to the speotator and trereby completing the
process of aesthetic activity),

MATTER "includes all the material, of whatever
kind, whic. ‘e available to the oreative
artist for .stistic manipulation, Prior

to Aits forual organisation 1t has no artistlc
velue whatever, though 10 may have an aes=
thetic character of ite own, But it has
certain artietic potentialities which are
normally hidden from the layman but of which

13 Theodore Greene: The Arts and the Arts
of Critieiem (Princeton 1940) p.31
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the creative artist must be aware, since
only suca awarensgs can dictate hil cholce

of materials suited to artistio organisation®]l4

CONTENT. "Artistic form 1s never merely an
end in ileelfl, It is a means of expression,
Expression, in turn, must be the expression
of something.....something which a sendtive
and well trained observer ghould be able %o
discover in the work of art 1teself, VWhate
ever is then agtually expressed in a ngF of
art constitates its artietiec content®,

This content may bz religious (theocenmtrie),
social (anthrcpocentrie) or introgpeotive
(egocentris), or combinations or relavions
of these expressions,

PATTERN, "In its ordinary use - the pattern
of a piece of cloth, for example = it implies
the dletribution of line and g¢olour in cer=
taln definite repetitione, Pattern implies
some dogroe of regulsrity within a iimited
frame of referenc® = in a picture, thia 1s
quite literally the piloture frame, beyond
this simple conception of pattern we get
increasing degrees of complexity, the first
of which is symmetry; instead of repeating
a design in parallel series, the design 1g
reverged or counterchanged, The method was
perhaps 2volved fron ¢eriain techniecal cone
veniences in the process of weaving, In-
etead of repetition, we get exact balunce,

as in the motivs of confronted animals so
comaon in Oriental art, The next ecomplexity
vas to abandon symmetrical balance 1. favour
of distributed balance, The work of art

Theodore 3reene: The Arts and the Arts of
Criticiem (Princeton 1%40) p,.32

Ibid p.33




has an imaginary point of reference (analogous
to the centre of gravity) and around this point
the linee, surfaces and masses are distributed
in such a way that they rest in perfect
equilibrium, The structural aim of all these
modes 1s harmony, and harmony ls the satie-
faction of our gense of beauty" (6

oNITY, "Ia a perfect work of art all the
¢lements are interrelated; they cohere to
form a unity which has a value greater than
the mere sum of trese elemente,... the elements
cohere by virtue of the personality which
dominates them and moulds them into a unity
which 1& the pain*ser's direct emotional apprew
hension of the subject before him., I/hen we
nave finished analysing all the physica_
elements in & pivture, we still have to
account for thie intangible element which 1is
the expreseion of the artist's individuality,
and which, when everything elap 1s shared

An common -~ subject, perjod, generation and
materials - 8till leads to totally different
results, 17

COLCUR *,.is a positive foree which affects

our nervous systeme, probably by eleotro=
chemical activity, Every pereon with

normal eyesight feels 1ts influence, This

influence 18 basel upon the stimulation cf
the senses which results when white light

broken by reflection or refraction into 1ts

various wave-lengths falls upon our vision
#0 that inetead of sombire grays we see Vary-
ing hues whioch apgzif to add a kind of
vitality to forme

168 Herbe-t Read: The Meaning of Art (London 1931)
PP.15, 16

17 Ibid pp.30, 31
18 Walter ent:! The Enjoyment and Use of

Colour (New York 1923) p.l
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“some people like o~ dislike colours 'uvou
they sssoclate them with thelr gensral '°
and disllkes - they 1like green becaury .
asnsoclate 1t with epfingtime, or blue becau.ss
it reminds them of Italian skiesj they dles-
like red because they associate 1t with

danger, or bulls, These likes and die-

likes perhapé, thelr source in the uneonscious,
and are, av any ratoi part of the temperamental
n

dieposition of each individual, Buch asaso=
clative values have hothing to do with the
atsthetic value of colour as such, though
they may have a great deal to do with any
particular individual's reaction to a par=
ticular work of art, The aesthetlic relation
to colour is slmply this! that we eater
intuitively into the nature of colour, appre-
ciate ite depth, or warmth or tonality =~ that
iz to say, its objective qualities ~ and then
proceed to identify these qualities with our
emotions,

Actually, in a work of art, we are rarely
aonoerne& with a simple reaction te a single
colour, though it hae been demorstrated

that the apprehension of apprecliation of a
single colour may be aesthetlo, But more
generally we are concerned with several
colours, and it is according to vhesher they
make a ﬁnrnony or a discord that we Judge

8 visual work of art, But again there 1is
probably a physical explanation, as there

ig in the caee of music, <Just as from a
scale of tones you csn, in accordance with
certain lawe of tonality, produce either
harmony or dissord of music, so from the
scale of the speoctrum you can produce t
gimilar harmeny or discord of colour,*19

19 Herbert Read: Education through Art (Loadon 1943)

PP.2E, 23
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W3ome people like or dislike colours because
they associate them with their general ilkes
and dlslikes - they like green because they
associate it with spingtime, or blue because
it reminds them of Italiian nkloli they dlee-
1like red becausre they assoclate 1t with

danger., or -zg bullis, These likes and dleg-
likes perhapd,their source in the unconscious,
and are, at any rate, part of the temperamental
disposition of each individual. Such asso~
clative values have hothing to do with the
aesthetic value of colour as such, though

they may have a great deal to do with any
particular individual’s resaction to a par-
ticular work of art, The assthetioc relation
to colour is simply this: that we enter
intuitively into the nature of ecolour, appre-
clate its depth, or warmth or tonality «~ that
ie to esay, 1%e objective qualities ~ and then
proceed to identify these qualities with our
emotions,

Actually, in a work of art, we are rarely
concerneu with a simple reaction to a cingle
colour, though it hag been demonstrated

that the apprehension of appreciation of a
single colour may be aenthetlo, But more
generally we are soncernei with several
colours, and it is according to whether they
make a ﬁarnony or a discord that we Judge

a visual work of art, But again there 1s
probably & physical explanation, as there

ie in the case of musis, Just as fiom a
scale of %tones you can, in accordance with
certain lawe of tonali‘y, produce either
harmony or discord of music, so from the
gecale of the epectrum you can produce t
similar harmony or diseord of colour,"19

19 HSerbert Read: Education through Art (London 1943)
PP.22, 23
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HARMONY, "The just adavta*ion of the parte
to each other, in any srstem or combination
of things, or in things intended to form a
connected whole; such an agreement between
the different parts of a design or composition
ag to produce unity of effect; as the harmony
of the universe,"2

Cr, Wilhelm Oswald pressnts a definition of
harmony which, although srtists may be
inclined to accept it with considerable rae
gerve because of the implication of rigid
rules and regulations, is interesting in so
far as 1t contributes to our thesls that in
problens of art are reflected problems of
living and that in the solution of one we
may find the solution of the other,

"The notes of the musical scale, defined by
glaple relations of their frequenclies, possess
as is well known, the chsracteristics that
they, and they only, are harmenious, 1,e,
that whether experienced conseoutively or
simultaneously, they produce an agreeable

or euphonious effect, In other words,

only those notes whose frequenclies bear simple
relations to each other are harmonious, and
conversely all notes which are harmonious
exhibit these gimple relations, We may
therefore ask 'does the law here set up admit
of generalization?'

The reply must be in the affirmative, In
all other domains it 1s also true that simple
relations between the governing values
determine harmonious effects. A simlilar
investigation shows that Art, in all its
varied manifestations, depends on the
principlie toat Haraony == obedience to Law, or
in other words everything that 1s harmonious
le 1nv-ab1digg, and everything law-abiding 1s
harmonious,*

20 Websters International Dictionary

21 Wilhels Ogtwaid: Colcur Science (Lond, ) Vol.l p.71
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COMPOSITION, “Composition involves the
relation cf parts in an artistic unity to
each other, .nd to the whole, If thie
relation is pleasing, then the composition
is beautiful, The,..object must present
1tself in such a rosg that we apprehend it
as & single thing."

CONTRAST, "Opposition or dissimilitude
of things or qualities; unliercss, es-
pecially ae shown by Juxtapos.i*’son or ool
parison,”

“(Fine Arte) n, The opposition of varied
forme, colors, ete,, by which such Juxtae
position more vivldly oxpress each other's
peculisrities,"%d

(It should be ncticed that contrasting
elements in a work of art are desirable
rather than the opposite, and give strength
and significance to tho contribution of
each to the whole).

GRADATION, In the Juxtaposition of both
harmonious and contrasting elementa 1t 1is
sometimes necessary to grade their copposi=
tion by a period of gradual transition in
order to maintain the rhythm (co-ordination
of movement) or to avoild harshmess; e.Z.

"If two etralght lines meeting in opposing
directions give an impression of abruptness,
severity or evean violencej the Adifference

of movement being emphasised. But if a
third line is added, the opposition 1is
softened and an effect Oof unity and complete-
ness 18 produced which 1s called transition,"24

2 Baldwin Brown: The Fine Arts (New York 1916) p,.239
25 Websters International Dictionary
24 Arthur Dow: Composition (New York (1923) p.22
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(The two lines can slso avoid a violent ime
pact by being daflected to meet each other
on a gentle curve which ne2d not greatly
influence their direotional value,)

RHYTHM, "If natural rhythm be defined as
regular recurrence or periodic movement,
nature abounds in rhythmic manifegtations =
in the movement o  the heavenly bodies and
the recurrence of the geasons, in intra
atomlc activity, in the cyele cf organie
gereination, growth and decay, in such
phenomana a» dbreathing and the beating of
th= heart, ¢iC.v.s.,

"Natural rhythm, like other non-artistie
phenomena, is merely part of the artint's

raw material, or, in proportion as he re-
cogulzes its artiltlo potentialities, a

part of nle artistic medium, In both the
temporal and the non-temporal arts, natur 1
rhythm acquires an artistic ohlraoior by

being artistically transformed and controlled,...

"Musical rhythm is never merely a function
of tempo and beat but is determined al~o by
the muelcal relation cf Zarg r ¢1d smaller
mue'lecal unite to one another and oy ine
nuuwerable melodic, pelyphonie snd harmonie
devicer which, in ocombination, give the
composition ite dynamic forward-moving
momentum and its musical vitality., Similarly
in the visual arts, the rhythm of a bullding,
a statue, or a pio%uro is balod‘...on volumes
and areas, shapes, colours and ‘values', and
upon thelr physical relation to one another,
But the artistic rhythm of a colonnade, a
statue, or a pl’ture is the proiuet of
nrti-t{o crganization carefully deslgned to
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