
In doing this, 1 am also concerned with my 
function ae Lecturer In Fine Arts at the University 
of the Vltvateraranfl and the part which the 
Department of Fine Arts is destined to play In 
the cultural development of this country. As 
the greatest liberal university In South Africa, 
situated as It Is tr the heart of the continent 
and thus In a better position to Influence the 
material and social development of Africa than 
any other seat of learning, I am convinced that 
it can also give the lead in this cultural matter 
of art training and education through art?.
So that, when the full recognition of tho social 
value of aesthetics does come and action is taken, 
the younger teachers and Fine Arts students who 
have graduated fr^m the Witwatersrand will have 
been trained to meet the requirements of the 
new educational system and thj.t thereby - during 
the oroc<*sr of mutation - a complete or partial 

-f the new educational programme for 
the Union will be avoided.





"Art, hoverer we may define it, la present 
In everything we make to please our senses. "1
"The Intelligent mechanio engaged on his Job, 
interested In doing well and finding satis­
faction In nl« hendiwork, oaring for his 
materials and tools wiMk genuine affection,
Is artistically engage,. Bz
"Art ao a virtue of the practical Intelligence 
la the well-making, of what la needed - whether 
It be drain pipes? or paintings and soulpturss 
and musical aymphonie*...;
"Art la that which being aeen, pleases."3
"...In a way, tne c.oing or anything to the 
point of aeathetlc satisfaction m  the result 
Is a work of art-.*
"A work of art la an intrinsically aatiafylng 
and, at tne same time, a neanlngful organisa­
tion of aoae appropriate medium.r6

1 Herbert Read: Education through Art (London 1943) p.16
2Jonn Dewey: Art aa Experience (Hew York 1934) p.5
31:lo 0111: \from "Art" - Blackfrlara 1940)
Laat Eaaaya (Lond. 1942) pp.lb, 1?
4 Arthur Pope: Art, Art1 at and Laynan (Camcridge,
Maes. 1937) p.4
5Theodore Groene: The Arts and Arte of Criticism 
(Prlnoston 1940) p.11
>^It is notable that no desorlptlon of Etrusoan 
and Roman art la oomplstt without some referenct 
to the significance of the Cloaoa Maxima,

O



iM f ' I j a t  IfVw1 • f ■ ^  -- y  M m > T lf W ia W j ■-. j ,••From the foregoing it would sees that thore 
is a fairly general oonsensus of opinion 
among contemporary authorities as to the 
meaning of Art, und there would be little 
point in trying to Improve on thess definition*, 
(I say "contemporary authorities” deliberately, 
because it is only on such authorities that 
the whole of this work is based. During my 
original and abortive essay into the field 
of art eduoatlcn I learned a valuable lesson, 
namely, that so much impreaslvs writing on 
the subject o* art has been done throughout 
the ages that ms is inclined to aooept itsthe ages tha 
validity without considering its relativity 
to environment, ourrent prejudices, social, 
soisntifio and economic development and 
oultural background. Because of this in­
clination, my original dissertation was 
deviating into a comparative study for te*t~ 
ing historical theories in the light of 
modern conditions. This in itself was 
becoming a work of major proportions with 
results that were purely academia, and It 
brought me no oloser to ny object. My 
problem in its very essence is a contemporary 
one and must be solved in tense of today.
Per assistance in presenting this thesis 
I have confined my references exolusively to 
the works of contemporary authorities. The 
theories and definitions with which 1 am here 
ooncerned ha\ e been extracted and edited from 
the writings of John Dewey, T lomas Munro, 
Herbert Read, Albert Barnes, Eric Gill, Walter 
Gropius and a number of leading educationalists 
in this field whom I met during ay survey of 
the work done in the Eastern Universities and 
Art Schools of the U.S.A.)



It Is easy enough to accept ar: ae seething 
which pleases our senses, soaethlng wn: oh 
gives light and oolour to an otherwise drab 
existence, and therefore a desirable thine, 
to poeeess. But - as is laplled in Greene*e 
definition that a work of art ais an Intrin­
sically satisfying and, at tbs sane tiao, a 
meaningful organijation of the aedlua" - 
there are aany other theories and definitions 
that are ooaaon to art and aesthetlos, 
llhe tera -aeanlngfulB in Greene's definition 
suggests such things as values, content, 
ooaaunlcation through perception and a host 
of other oonplexities.)

Much of the present confusion as to the 
nature of art, Fine Arts and Aesthetlos and 
the aanlfeetatlons of thsse activities during 
tho history of mankind can be traoed to the 
haphazard methods of the use of the teraln- 
ology of aesthetlos by art critlos, writsrs 
and artists w*\o for soae reason or other 
have strayed outside the realas of ths praotlce 
of art by trying to laprove their art - or 
appreciation thereof - by verbal explanation*

By the oapitulation of the main theories and 
definitions with which I aa conoerned hera,
I hope to indicate thoee which as an artist 
and a teacher of art I have found aooeptable; 
to avoid alcunderstsndlng of the subsequent 
chapters; to avoid oonfusiou of thought 
when I refer to the apparently conflicting 
tendencies in Anoient and Olassio, Renaissance 
and Iapressionlst, Abstract, Realist and 
Surrealist art, and to develop ay thesis on 
the soolal significance of art and Its relap- 
tlon to aodern eduoatlon.



"In art orltlelsm and esthetios the word* 
'art* and 'beauty* are interwoven in *uob 
a way that they oan be most Interestingly 
and profitably oonsldered together; for in 
the first place, art and beauty are the two 
central components of esthetic theory; in 
the seoond, discussion cf one of these terms 
usually Involves the otheA, and in the third 
the meanings of the terms - both oonnotatlvs 
and denotative - frequently overlap.•
*...1 art1 and 'beauty* are used either to 
designate referents wtaloh are qualities or 
relation* of things, or referents which are 
mental activities. 'Beauty* denotes now 
an objeotlve or relatively objeotive property 
of an objeot, now a type of esthetic oreation 
or response; and art refer* sometimes to a 
physical work of art or to one of its quail-* 
ties, somitimes to the prooess of oreation 
or appreol ition which in turn is of course 
interpreted in a number of different way*."6

"Most of our mlsoonoeption* of art arise from 
a lack of consistency in the use of the words 
art and beauty. It might be said that we 
are only consistent in our misuse of them.
We always assume that alJ at is beautiful 
is art, or that all art J autiful, that 
what is not beautiful is u»ii art, and that 
ugliness l* the negation of art. This iden­
tification of art and beauty is at the 
bottom of all our difficulties in the appre­
ciation of art, and even in people who ar* 
aoutely sensitive to aesthetlo impressions 
in general, this assumption aots like aft 
unconscious oensor in particular cates when

6 Bernard Heyl: Sew Bearings in Ecthetios and 
Art Critlolsm (Mew Haven 1943) pp.21,24,25
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art la not beauty. For art la not beauty: 
that cannot be aald toe often or too blatantly, 
Whethor we look at th? problem historically 
(considering what art haa baen In paat agea) 
or sociologically (considering what art 
aotually la in 4*a present-day oanlfest.ations 
all over the wo*ud) we find that art often 
haa been or often la a  thing of no beauty**7

However much we may flounder In the many 
definitions of beauty, we remain - uncomfort­
ably - in the deep waters where art that la 
•ugly" like an African Negro woodoarvlng or 
an early Cbrlatian ikon la aa capable of 
moving us aesthetically as art that is 'beau­
tiful* like Greek sculpture or High Reaale- 
aance painting. II we consider some of 
these definitions we a] so beoome aware of an 
objootive aa well aa a subjective meaning: 
"Art is most simply and most effectively 
defined as an attempt to create pleasing 
forms. Such forms satisfy our sense of 
beauty, and our sense of beauty la aatiafled 
when we are able to appreciate a unity or 
harmony of formal relatione among our aenae 
perceptiona"8 (my ltalica); "beauty la a 
quality of the objeot apprehended-9; "any 
f«. sal relation or pattern that la intrln- 
aleally satisfying may be aald to poaaeaa 
beauty

7 Herbert Read: The Meaning of Art (London 1931) p.3
8 Ibid, p.2
9 D.W.Prall: Aesthetic Judgement (Mtw Xork 1929) p.22

10 Theodore Greene: The Arta and Arta of Crltleiem 
^Princeton 1940) p.7



My own Inclination 1« to shy from suoh com­
plexities, and to avoid than by dispemalug 
with the word "beauty" In lt« association 
with "art*. I also feel that It should be 
possible to pursus the practlos and the 
appreciation of art without haring to endure 
the mental torture which Invariably arlsss 
out of semantlo considerations.

When Greene says that a work of art Is 
"intrinsically satisfying and, at the sfrns 
tlae, a meaningful organisation of some 
appropriate ■tedium*, we can understand his 
and we can recognise the iapllcation of the 
objective aspscts that will bs lnvolvsd In 
the fora, the material, the composition, the 
oolour of the work, as well as ths subjective 
aspects Involved In the perception, the 
pleasure, the Inspiration, the "empathy".

Ve can accept his explanation with gratitude 
when Herbert Read desorlbes "empathy" as 
follows!
■For the work of art, however oonorete and 
objective, is not constant or inevitable in 
its sffeot: it demands the co-operation of 
the speotator and the energy which the tpeo** 
tator 'puts into1 the work of art hao been given 
tbe special name of 'empathy' (flniohlung).
"By 'empathy* we mean a mods of aesthetic 
perception in which the speotator discovers 
elements of feeling in the work of art and 
Identifies his own sentiments with these 
elements - e.g., he discovers spirituality, 
aspiration, stc., in the pointed arches and



spires of a gothio cathedral, and a #han 
oontemplate those qualities In an objeotive 
>r concrete fora: no longer ae vaguely sub­
jective leellngs. but aa definite masses and 
oolours* But obviously such 'eapathetle1 
peroeptlona will vary frosi individual to in­
dividual according to eaotional or psyoholog- 
ioal disposition. This Indeed la the next 
ljpo?tant faot to recognise: namely, that 
the appreciation of art, bO leaa than lta 
creation, is coloured by all the variations 
of the human temperament.H

And, finally, when Professor Boas neatly 
summaiiaes various ways in whloh art is con­
sidered objeotive, we feel that we are getting 
somewhere: "From the artist's point of view 
the proper end of artistry hae been said to 
be (a) self expression, (b) the expreaslon 
of an emotion, (o) the expression of an idsa, 
(d) the expression of an lapreaaion. From 
the observer's point of view there are four 
corresponding theories, according to whloh 
the end is (a) revelation of self, (b) the 
stimulation of an eaotlon, (c) the communi­
cation of an ldna, (d) the transfer of la-
pr«asions"12,

At this stage, before we venture frrther 
into the subjective Jungle of perception., 
imagination, expression and their variations 
according to payehologlc&l types (whloh will 
be dealt with in Chapter 3), it may be well 
to consider oertaln definitions *inch are 
more objeotive in nature* From the aeleotlor. 
It will be seen that, for the purpose of my 
thesis, I have oonflned myself to terms which

11 Herbert Read: Education through Art (London 1943 
P. 24

1 2  /i#*/ .• /A»<
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are used not only to describe aesthetic 
matters but ethical mattere as well. The 
reason for this will become evident when I 
come to deal with the social significance of 
art in a subsequent chapter.

"Some artistic categories are, in a sense,
■ore basic than others beoause they refer 
to characteristics which every work of art 
must, by definition, possess. 'Matter1,
'fcrm1 and 'content1 are categories of this 
type" 13 since every work of art exists In 
some medium, posseseee some form, and if it 
has any artistic merit whatever, has sxpressed 
some content. (Some artists and critics 
with a pr>uilectlon for abstraot art will 
argue that abstract art has no content 
slnoe it is non-reprebentatlonal organisation 
of the elements of matter and form, but not 
content. Thers is no validity In this 
argument beoause abstract art is the artist's 
personal arrangement, in terms of his media, 
of colours, shapes, lines, masses, etc. into 
a fo.-m whioh is intrlnsloally satisfying to 
himself. It possepses therefore an egocentric 
content which may be communicated (by empathy) 
to the speotator and thereby completing the 
process of aesthetic activity).

MATTER "Includes all the material, of whatever 
kind, whla 's available to the creative 
artist for -w-tlstlc manipulation. Prior 
to its formal organisation it has no artistic 
value whatever, though it may have an aes­
thetic character of its own. But it has 
certain artistio potentialities which are 
normally hidden from the layman but of which

13 Theodore Greene; The Arts and the Arts 
of Criticism (Prlnoeton 1940) p.31



the creative art!at aunt be aware, since 
only such awareneaa can dictate hie ohoioe 
of materiala auited to artistic o r g a n i s a t i o n *«L4

CONTENT, "Artistic form ia never merely 
end in itself. It is a means of expresoion. 
Expression, la turn, oust be the expression
of something....something which a senrffcive
And well trained observer should be able to 
discover in the work of art Itself. What-* 
ever is then actually expressed in a work of 
art constitutes its artistic content".-5 
This oontent may bs religious (theocentrlc), 
social (anthrcpocentric) or introepeotive 
Iegocentric*, or combinations or relations 
of these expressions.

PATTERN. "In its ordinary use - the pattern 
of a piece of doth, for example - it implies 
the distribution of line and colour in cer­
tain definite repetitions. Pattern implies 
some degree of regularity within a limited 
frame of reference - in a picture, thi»> is 
quite literally the ploture 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 is 
reversed or counterohanged. The method was 
perhaps evolved frou. certain technical con­
veniences in the process of weaving. In­
stead of repetition, we get exaot balance, 
as In the motive of confronted animals so 
common In Oriental art. The next complexity 
was to abandon symmetrical balance Ij favour 
of distributed balance. The work of art

of14 Thoodore Greenes The Arts and the Arts 
Criticism (Prlnoeton 1940) p.32

15 Ibid p.33



has an Imaginary point of reference (analogous 
to the oentre of gravity) and around this point 
the lines, surfaces and masses are distributed 
in such a way that they rest In perfect 
equilibrium. The structural aim of all these 
mode* Is harmony, and harmony is the satis­
faction of our sense of beauty",16

UHITY. "In a perfect work of art all the 
elements are interrelated; they oohers to 
form a unity which has a value greater than 
the mere sum of these elements.... the elements 
cohere by virtue of the personality which 
dominates them and moulds them into a unity 
which is the pala+*r*8 direct emotional appre­
hension of the subject before him. 1/hen we 
nave finished analysing all the physical 
elements in a picture, we still have to 
account for this intangible element whloh is 
the expression of the artist's Individuality, 
and whloh, when everything els* is shared 
in oommon - subject, period, generation and 
materials - still leads to totally different 
results. ■ 17

COLOUR "..Is a positive fcroe whioh affects 
our nervous systems, probably by electro­
chemical activity. Every person with 
normal syesight fsels its influence. This 
Influence is based upon the stimulation cf 
the senses which results when whits light 
broken by reflection or refraction into Its 
various wave-lengths falls upon our vision 
so that Instead of sombre grays we see vary­
ing hues whioh appear to add a kind of 
vitality to forms"!8

10 lerbert Read? The Meaning of Art (London 3 931)
pp.15, 16
17 Ibid pp.30, 31
18 Walter Sargent: The Enjoyment and Use of
Colour (New York 19P.3) p.l



"©ome people Ilk® c- dislike colours 1 now 
chey associate them with their general 
an3 dislike* - they like green becaur^ ;\ 
associate it with eptfngtlme, or blue becau.** 
it reminds them of Italian skies; they dis­
like red because they associate It with 
danger, or m^d bulls. These likes and dis­
likes p?.rhaps*Yhelr source In the unconscious, 
and are, at any rate, part of the temperamental 
disposition of eaoh Individual. Such asso­
ciative values have tiothing to do with the 
aesthetic value of colour as such, though 
they may have a great deal to do with any 
particular individual^ reaction to a par­
ticular work of art. The aesthetic relation 
to colour is simply this: that we entsr 
Intuitively into the nature of colour, appre­
ciate its depth, or warmth or tonality - that 
Is to say, Its objective qualities - and then 
proceed to identify these qualities with our 
emotions*
Actually, in a work of art, we are rarely 
concerned with a simple reaction to a single 
colour, though it has been demonstrated 
that the apprehension of appreciation of a 
single oolour may be aesthetic. But more 
generally we are conoerned vlth several 
oolours, and 11. Is according; to vheliher they 
make a harmony or a discord that we Judgs 
a visual work of art. But again there is 
probably a physical explanation, as there 
is in the oasa of musio. Just as from a 
scale of tones you csji, In accordance with 
certain laws of tonality, produce either 
harmony or discord of music, so from the 
scale of the spectrum you can produce a 
similar harmony or discord of oolour.9

19 Herbert Read: Education through Art (London 1943) 
pp.22, 23



H3o(m people like or dislike colours because 
they associate them with their general likes 
and dislikes - they like green because they 
associate it with sprtngtlme, or blue because 
it reminds them of Italian oklesj they dls~ 
like red because they associate it with 
dangers or mad bulls. These likes and dis­
likes perhaps^foeir nource in the unconscious, 
and are, at any rate, part of the temperamental 
disposition of each Individual. Such asso­
ciative values have toothing to do with the 
aesthetic 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 aesthetic relation 
to colour is simply this: that we enter 
intuitively into the nature of colour, appre­
ciate its depth, or warmth or tonality - that 
It to say, its objective qualities - and then 
prooeed to Identify these qualities with our 
emotions.
Actually, In a work of art, we are rarely 
corioerneu. with a simple reaction to a eingls 
colour, though It has been demonstrated 
that the apprehension of appreciation of a 
single oolour may be aeuthetlo. But more 
generally we are .loncernel with several 
oolours, and it is according to whether they 
make a harmony or a discord that we Judge 
a visual vork of art. But again there is 
probably t. physical explanation, as there 
is in the oase of music. Just as from a 
scale of tones you oan, in accordance with 
certain laws of tonality, produce either 
harmony or discord of music, so from the 
ecale of the spectrum you oan produce a 
similar harmony or discord of oolour."13

19 Herbert Read: Education through Art (London 1943) 
pp.22, 23



HARMONY, "The Just ad*©tation of the part* 
to eaoh other, in any system or combination 
of thinga, or in thinga intended to fora a 
oonneoted whole; auch an agreement between 
the different parte of a deaign or oompoaitlon 
aa to produoe unity of effect; aa the harmony
of the universe."2*
Dr. Wilhelm Oawald preaenta a definition of 
harmony which, although artists may be 
Inclined to accept it with considerable re— 
serve because of the implication of rigid 
rules and regulations, is Interesting in so 
far aa it oontrlbutee to our theaia that in 
problems of art are reflected problems of 
living and that in the solution of one we 
may find the aolutlon of the other.
"The notea of the musloal scale, defined by 
simple relations of their frequencies, possess 
aa is well known, the oharacterietice that 
they, and they only, are harounloua, i.e. 
that whether experienced conaeoutively or 
almultaneoualy, they produoe an agreeable 
or euphonious effect. In other words, 
only those notes whose frequencies bear aimple 
relations to eaoh other are harmonious, and 
conversely all notes which are harmonious 
exhibit these simple relations. We may 
therefore aak 'does the law here aet up admit 
of generalization?1
The reply must be in the affirmative. In 
all other domains it Is also true that aimple 
relations between the governing values 
determine harmonious effeots. A similar 
lnveatl^atlon ahowa that Art, in all ita 
varied ntanifeatatlona, dependa on the 
principle toat Harmony «■» obedience to Law, or 
In other words everything that la harmonious 
is law-abiding, and everything law-abiding Is 
harmonious."&

20 Websters International Dictionary
21 Wilheli Oatwaid: Colour Soienoe (Lond. )



COMPOSITION. "Composition involves the 
relation cf parts in an artistio unity to 
eaoh other, ..nd to the whole. If this 
relation is pleasing, then the composition 
is beautiful. The...object must present 
itself in such a fora that we apprehend it 
as a single thing.1*22

CONTRAST. "Opposition or dissimilitude 
of things or qualities; unli’ienoss, es­
pecially as shown by Juxtaposition or com­
parison ."
"(Fine Arts) n. The opposition of varied 
forms, colors, etc., by which such Juxta­
position more vividly express eaoh other's 
peculiarities."23
(It should be ncticel that contrasting 
elements in a work of art are desirable 
rather than the opposlts, and give strength 
and significance to tho contribution of 
each to the whole).

ORADATION. In the Juxtaposition of both 
harmonious and contrasting elements it is 
sometimes necessary to grade their opposi­
tion by a period of gradual transition in 
order to maintain the rhythm (co-ordination 
of movement) or to avoid harshaess; e.g.
"If two straight lines meeting in opposing 
directions give an impression of abruptness, 
severity or even violence; the difference 
of movement being emphasised. But if a 
third line is added, the opposition is 
softened and am effeot of unity and complete­
ness is produced which is oalled transition."2*

32 Baldwin Brown: The Fine Arts (New York 1916) p.239
23 Webster* International Dictionary
24 Arthur Dow: Composition (New York (1923) p.22



(Tbe two lines can slso avoid a violent im­
pact by being deflected to meet each other 
on a gentle ourve which need not greatly 
influence their direotional value.)

RHYTHM. "If natural rhythm be defined as 
regular recurrence or periodic movement, 
nature abounds in rhythmic manifestations - 
in the movement o* the heavenly bodies and 
the recurrence of the seasons, in lntra 
atoaio activity, in the cyole cf organic 
germination, growth and decay, in such 
phenomena a* breathing and the beating of 
th<- heart, ejo....,
"Natural rhythm, like other non-arti«v.io 
phenomena, is merely part of the artint's 
raw material, or, in proportion as he re­
cognizes its artistic potentialities, a 
part of his artistic medium. In both the 
temporal end the non-temporal arts, natuz 1 
rhythm acquires an artistlo character by 
being artistically transformed and controlled.
"Musloal rhythm is never merely a function 
of tempo and beat but is determined alio by 
the musical relation cf larger wad smaller 
musical units to one anothsr and by in­
numerable melodic, polyphonic and harmonic 
devioee which, in combination, giv* the 
composition its dyaamlo forward-moving 
momentum and its musical vitality. Similarly 
in the visual arts, the rhythm of a building, 
a statue, or a picture Is based....on volumes 
and areas, shapss, colours and 'values1, and 
upon their physioal relation to one another. 
But the artistlo rhythm of a colonnade, a 
statue, or a pi'ture is the product of 
artistlo organization carefully designed to
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