
l«ad the eye of the sensitive observer from 
one unit to another and thus to oreate in 
hi® an artistio sense of continuity and 
climax....
"A composition which lacks artistio rhythw 
fails to awaken and hold our interest; the 
more vital it is, the more powerfully are we 
impelled to explore it; and the more we 
sense its rhythmical sweep, the more unerring 
ly do we follow the artist's lead until we 
finally achieve a single embracing intuition 
of It as a vital artistic whole. “25

DISCORD. "Want of concord or agreement 
between persons or things; absenoe of 
unity, applied to persons, things, thoughts, 
feelings, purposes, correspondence; diverslt 
disagreement; hence, contention; strife; 
conflict. "26

BALANCE. "Means an opposition of equal 
force. Obvious balancs means a balance 
which is clearly evident. Occult balance 
Is that balance the cauSS of which Is not 
clear, al>;hrugh the sense of repose may be 
clearly felt. The clearest example of 
obvious balance Is in designs baaed upon 
symmetry or the repetition of the same 
foroes on the right and left side of the 
axis. Occult or obsoure balance is seen 
in those 'roups of forms of unlike SIeS or 
shape whl by their arrangement do not 
follow a law of symmetry, yet obey in tbelr 
related positions a hidden law whloh gives 
to the composition a satisfying sense of
repose. ■27

2ft Theodore Oreene! The Arts and the Arts of 
Criticism (Princeton 1940) pp.219,220,221
26 Websters International Dictionary
27 H.H.Brown: Applied Drawing (Chloago 1916)



lead the eye of the sensitive observer from
>ne unit to another and thus to create in 
Lm an artistic sense of continuity end

'4 composition which laoks artlstlo rhythm 
lalls to awaken and hold our interest; the 
more vital it is, the more powerfully are w» 
impelled to explore it; and the more we 
sense its -hythmleal sweep, the raore ’unerring­
ly do we follow the artist's lead until we 
finally achieve a single embraoing intuition 
of it as a vital artistic whole.“25

DISCORD. "Want of ooncord or agreement 
between persons or things; abstnce of 
unity, applied to persons, things, thoughts, 
feelings, purposes, oorreepondence; diversity; 
disagreement; hence, contention; 
conflict. "E®

BALANCE. "Means an opposition of equal 
foroe. Obvious balance means a balance 
whloh ie clearly evident. Oocult balance 
is that balance the oause of whloh Is net 
clear, although the sense of repose may be 
clearly felt. The clearest example of 
obvious balance is in designs based upon 
symmetry or the repetition of the eame 
foroee on the right and left side of the 
axis. Occult or obscure balanoe Is seen 
in those groups of forms of unlike size or 
shape which by their arrangement do not 
follow a law of symmetry, yet obey in their 
related positions a hiddsn law which givss 
to the composition a satisfying sense of
repose. ■27'

26 Theodore Greene: The Arts and the Arts of 
Criticism (Princeton 1940) pp.219,220,221
26 Websters Internationt\ Dictionary
27 H.H.Brovnl Applied Drawing (Chioago 1916) p.18



’Balance in architecture, in sculpture and 
in painting is attained by the counterbal­
ancing of one Bass by another, whether of 
oolour or fora; by the opposition of lines; 
by such dlepoeltion of the eleaents of the 
pattern aa to stabilise them and leave thea 
in a state of apparent rest".28 The
suocess of such a disposition will depend on 
the structure of the work of art.

STRUCTURE. Is "figuratively the interrelation 
of parts as doainatsd by the general character 
of the whole; as the structure of society; 
the structure of a sentence."29
It has been seen how "every vork of art is a 
complex org&niea of artistic parts or units 
artlstloally related to one another. These 
units and relations have a non—aesthetic 
basis which can be apprehended without aee- 
thetio sensitivity and wMoh can be described 
in non-aesthetic terras." 30
"The struotur* of a work of art. is not always 
obvious; it aay bs a subtle balance of 
irregularly disposed units. But generally 
speaking a painter, for exaaple, with 
surfloient boldness will seize upon some 
easily apprehended scheme and dispose his 
masses accordingly. A pyramidal scheme is 
the aost common in past Renaissance art; it 
gives a solid weight at the base of the picture 
and the eye is carried up to a culmination 
where it aost naturally expoota to find it.
A similar structural eohe^e is an arrangement 
or repetition of triangles...

28 E. van Buren Magonlgle: The Nature Practioe 
and History of Art (New York 1924) p.23
29 flfebstere International Dictionary
30 Theodore Oreene: The Arts and the Arts of
Criticism (Princeton 1940) p«127
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"Theae structural aotlvea ar* very Important 
in the making of the picture or any otnor plastic 
work of art, though they are not neceeearlly 
a delibferat? :.'\olce of V.t* artlat."31
"No work of art is merely the eum cf theae 
unite and relatione, and no unit or relation, 
when laolated, remalne what It waa in lta 
apeolflo artistic oontftxt. The more artis­
tically unified the aoapoaltlon, the more 
profound the artletlc reperouealona through­
out lta entire extent wnen any of lta parte 
auVera the alighteat alteration. In ahort, 
a work of art la an organic whole comprialng 
that unity of the ldean and el.eatnta and the 
relationehlpa between them wtuc'i glvae algnlfl- 
cant meaning to them all,"32

The building up of thet»e elenenta and Idea* 
into an organic whole will take place around 
the "atruoture" of the work of art,

SCALE, Figuratively, aoale la that which 
ovaluatea, The particular deflnltlona of 
thia ooaplex word which are relevant here are:
The "relative size of parta aa compared with 
the whole, or with the human figure"33 and
"A succession of ascending or deacending atepa 
and degreea; a progress of graduated series; 
scheme of oonpurative rank or order; a graded 
systen from the lowest to the highest*34 
(This Interpretation will be used when we 
speak of a 'aoale of valueu’ in relation to 
painting and aculpture and living.)

31 Herbert Read: The Meaning of Art (London 1931) 
pp. 31 ,,55
32 Theodore Greene: The arte and Arte of Crltlclam 
(Princeton 1940) p.142
33 Vebatera Internaticnal Dictionary
34 ibid



FORM. "If someone plays well, or runa wsli, 
or does anything well, we eay that he oi' an? 
le In good fora, *Lnd by that we raean that 
they do what they undertake to do ae Wfc.1 *. a: 
possible. We mean that their bodies are jn 
good trim, that they see and hear and art- 
quickly and efficiently. If we use th<* om? 
word about singing a song or playi*"-© * ▼Iol'.n 
r acting In a p^ay, then we are alre\dy 

using 'fora1 in connection with art. We 
also use the word 'form' as a verb. We s'-umi* 
fours. Vj 'form' cricket rlubs and Tor>'̂ :%lL 
teaaf* We 'fora* a society for nafcure *.*'<*& 
or for political agitation. In this a *6*9 
the word 'fora* Beans scmethlng like 'shape4;
It means that we give shape to a runner of 
people for a particular purpose* But w<« 
kO further and say, for example, that let 
'forms* over a pond, or that dewd. f2nrv 
on the twig of a tree, then ‘fora* actual!/ 
does mean 'take shape'.
And that is what •fora* means in ar‘v Vh# 
form of a work of art Is the shape il hac 
taken. It does not aatter whet Lie r U  H  « 
building, or a statue, or a picture, g** u-aa 
01 a sonata - all these things I# s on
a particular or 'specialized7 shape} *wu that 
shape is the fora of a work of art.
I have said that the work of arc 'ta^es on' 
its shape, but actually the shape Is given to 
it by a particular person, and that person ws 
call an artist; and an artist, we must remember 
is not only a man who paints pictures, but 
equally a man who aakes aualo, or poetry or 
furniture - even shoes and dresses. There 
are all kinds and degrees of artists, but 
they are all people who give strapj to soasthing. 
If it is now clear what Is meant by the fora 
of a work of art, let us next ask: what is 
good form in art. For if we can say that



FORM. "If someone p' aya well, or runo well, 
or does anything well, we say that he or ehe 
la in good fora. And by that we mean that 
they do what they undertake to do ae wall aa 
poaalble. We mean that tbeir bodies are in 
good trla, that they aee and hear and act 
quickly and efficiently. If we use the aaaa 
word about singing a song or playing a violin 
or acting in a play, then we are already 
uelng 'form* in oonnection with art. We 
also use the word 'form1 as a verb. We 'fora1 
fours. We 'form1 cricket clubs and football 
teams. We 'form' a society for nature study 
or for politloal agitation. In this sense 
the word 'fora' means soaething like 'shape'; 
it means that we give shape to a number of 
people for a particular purpose. But we 
go further and say, for example, that ice 
’forms' over a pond, or that dewdrops 'form' 
on the twiK of a tree, then 'fora' actually 
does mean 'take shaps*.
And taat is what 'fora* means in art. The 
form it % work of art is the shape it haa 
taken. It doea not matter whether it la a 
building, or a atatue, or a picture, or poea 
or a sonata - all theae thincii have taken on 
a particular or 'specialised' ahepo, and that 
shape la the form of a work of art.
I have said that the work of art 'takes on' 
its shapo, but actually the shape is givsn to 
it by a particular person, and that person we 
call an artist; and an artist, we must reataber 
is not only a man who paints pictures, but 
equally a man who makes music, or poetry or 
furniture - even shoes and dresses. There 
are all kin^s and degrees of artiata, but 
they are :al peopl* who give ahapa to aoaethlng. 
If it in nov clear what ia meant by the fora 
of a work of art, let ua next ask: what ia 
good form in art. For if we can eay that



one form is better than another, and that the 
work of art whloh pleases us best is the work 
of art with the best form, then we shal] have 
explained the real moaning of art. The best 
works of art, we shall have said, are the works 
with the best form, nnd one form Is better than 
another because It satisfies oertaln conditions. 
What are these conditions? Generally, of 
course, they ar« the conditions which give our 
senses the most pleasure, and by that we a*<isn 
the conditions wMch give pleasure, not <' 
to one sense at a time, but also to two or ;.ore 
senses working together, and finally to that 
reservoir of all our senses which Is our mind. 
Fut this Is whsre our difficulties begin. 
e'or what pleases one man does not necessarily 
pleas* another. We even go so far as to say 
th&t one man's meat Is snother man's poison.
What we have to flrd, therefore, Is some 
touchstone outside the individual peculiarities 
of hu>nan beings, and the only touchstone which 
existc Is nature. And by nature ve mean the 
whole organic process of life and movement 
which goes on In the universe, a process whloh 
Includes man, but Is Indifferent tj his generic 
idlosynoraoles, his subjective reactions, and 
temperamental variations." 35

We are very much concerned, however, with 
these factors, We are also conoerned with 
the processes which lead to the full develop­
ment of personality, making for a wholeness, 
a fulfilment of the individual, and through 
the fulfilment ct the individual contributing 
toward the formation of a better world0 These 
aspects will be more fully oonsldered In the 
following chapter.

!jc Herbert Read: Education through Art (London 1943) 
pp. 15, 16



DESIGN„ Here 1* another word used in art 
V u  nology in many different ways. It la 
jif'iaod with 'pattern*# *oompoaltlon* (we 
*aifc of vhe design of a rug when we mean 
'pattern*, or of the deaign of a painting 
when we are thinking only of the *composition*) 
and even with drawing. All theae uaaa are, 
of course, aemanticrlly valid, but in the truly 
aeeehetic sense, only thess definitions are 
aooeptable: "to plan mentally; to oonoelve 
of aa a whole, completely or in outlino; to 
organize a scheme of; to execute as an into* 
gral or artistic whole."
"Purposive planning as revealed In, or in­
ferred from, the adaptation of meana to an 
end, or the relation of parts to a whole."36

It is only in the practloe and teaching of 
Architecture that the term design is oorreotly 
used in this sense. To an architect it em­
bodies the problem; the function of the work 
to be done; the material; the tools; the 
social, climatic and economlo circumstances 
involved; selective (and therefore specially 
trained) discrimination in solving the various 
secondary problems arising out of these factors 
and throughout all these considerations, the 
guiding principles of the art of architecture.

For the purposes of this thesis, the arohltect* 
oonoept of design is considered preferable for 
"in the representational arts the slgnlfloanoe 
in design depends on complete organisation of 
form and content - organisation in the idea* 
expressed, organisation in the form both as to

36 Webeters International Dictionary
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arrangement in space and lr surface pattern, 
organisation in the handling and in the pro­
cedure, and organisation in the relation of 
all these factors to each other.*07

PROPORTION. "The relation or adaptation of 
one portion to another, or to the whole, as 
respects magnitude, quantity or degree; com­
parative relation; ration; as the proportion 
of the parts of a building or of the body."*50
"Proportion is the appreciation of fineness of 
relations which must always govern the method 
and form of composition. "59

VALUE. "Something, as a principle, quality, 
or the like, whloh is, or is regarded as In­
trinsically valuable or desirable."
Relative worth, importance or utility; degree 
of excellence or usefulness; status in * 
soale of preferences or the like; as, to be 
a poor Judge or values; to arrsnge in order 
of value (or values); to dstsrmins the valueof evidence. "40

In establishing values as to what Is "intrin­
sically pleasing" in art, and wh'tt is not, we 
enter the field of pejcholojy and are faced 
with the ocmplexities of individual reaotlons

37 Arthur Pope: Art, Artist and Layman (Cambridge Maes.l937)p,
38 Vebsters International Dictionary
39 Arthur Dow: Composition (New York 1923) p.22
40 Vebsters International Dictionary



in which there are many degree* of feeling, 
and many degree* of expressing those feellnge. 
But "ve are ooapelled to seek some standard 
of value to enable us to distinguish between 
then. It will not do to eay that the strong­
est or most direot way is necessarily the 
best way: that would put a high value on a 
nere animal cry of Joy or sorrow, and lead to 
what we oall crudity or sentimentality in art. 
Obviously, if we are to distinguish an art of 
expression from expression itself, everything 
will lepenJ oh ~tho elaboration or the refine" 
jjnont of these elemental responses (my Tiallbs)’*
"...the form of a work of art appeals dliectly 
to the sensesj it is possible to explain that 
appeal in terms of physics and physlolog7 , and 
since these oclences are universal, we might: 
expect, and we do find, that the formal proper­
ties of art do not vary from counts to 
country, from age co age. There ar*», of 
course, many different applications of the 
laws or nature, and the forms of art are as 
various as the forms of life; but th« under­
lying principles 01 form and structure are 
the same. But the remaining properties of 
art, those whloh are not formal, have no in­
evitable basis: they are rather fancies, oon - 
Jured up in the imagination. It is possible 
that the imagination, too. has laws under 
which it operates - that the fantasies whloh 
seem sd arbitrary when they come to u« in the 
state of dreaming, and whloh are lnsiigatsd 
by the pathological complexes which psycho­
analysis reveals, have their own dramatic 
unities and tendencies to formal organisation.
..."A great part of our life - as nuch as a 
third - is spent in this state of sleep during 
whloh we live in another dimension of time



and apace, full of an active play of Images.
u

"There ie little doubt that some of the attrac­
tion we find in works of art le due to the 
presence In the work of srt of primordial 
Images which have found their way from the 
unconscious levels of the mind. Both the 
artist In creating the work of art, and we 
whr look at the work of art, are penetrating 
aor* or less deeply Into the world of dreams.
Fr^m thf.t world the artist derives what he 
calls his "Inspiration- « hla sudden perception 
of an lmag or a theme - and Into that world 
and In the very act of perception, the specta­
tor - the person enjoying a work of art 
brings a new Image. The psychology of what 
then happens Is still obscure, but we kno«r that 
It depends, to a considerable extent, on what 
we bring with us when we come Into the presenoe 
of a work ol' art - on what psychologists oall 
our adaptation."41

We have no* taken these theories and definitions 
as far as is necessary for the purpose of this 
work. Ws have seen two main principles are 
involved: *a principle of form derived in our 
opinion 1lx>n the organic world, and the universal 
objective aspect of all works of art; and a 
principle of origination peculiar to the mind 
of man and impelling him to oreate (and appre­
ciate the oreatlon of) symbols, phantasies, 
myths which take on a universally valid objec­
tive exletenoe only in virtue of the principle 
of form. Form is a function of perception; 
origination is a function of Imagination.
These two mental activities exhaust, In their 
dialectical oounterplay, all the psychic aspects 
of aesthetic experience."42

41 Herbert Read: Education through Art (London 1943) 
pp.31, 32, 33
42 Ibid. p.3t>



Our next stop is to oonsider thoss vitally 
Important psychological factors in art and 
aesthetics that sntsr into the sociological 
and educational problems with which we are 
conoerned.



PSYCHOLOGICAL ASPECTS



PERCEPTION in the beslo act of our psychs or 
aind and unless It Is olearly defined, none of the 
psychological aspects in the praotioe and teaching 
of art can be approaohed with any hope of under- 
*tan41n*-
Two things are here involved: a subject aid an 
object. The subjeot is a sensitive human being - 
a living organism - part of whose faculties are 
sight, touch, taste, smell and hearing. These jan 
be directed on to the object whloh uay be separate 
and external, or may be a conception of the mind.
We are concerned here with the sense of sight, and 
perception will be considsrsd only in relation to 
this sense,
Whon the human beinq directs his faculty of sight 
on to the object, k reflection of its outline, 
mass and colour is transmitted by means of physio­
logical prooesses through the lens of the eye to 
the brain, where it is registered as en image.
The act of perception, therefore, starts with an 
awareness of the appearance ox he ob'cct* But 
that is not all there is so it. The appearance 
of the object is only one of many factors which 
enter into the field of perception. The brain 
has previously registered many otber reflections 
which ars capable of being revived or re-experienced 
by a stimulation of the memory, and the newly per­
ceived object may have its rsflection influenoed 
by the process of association (l'nking the present 
aot with a revived perception from the past).
Such associations may bs mads with dirsot exporlences 
or with bidden awarenesses in the subconscious Bind 
of the subJsot.

In the aot of perception, the subject is not only 
passively absorbent, but also reacts to ths reception



of the content of the aot of apprehending,
"The subject that responds is actually a psycho­
physical organism, and its reaction is A motor 
reaction of nerves, glands and the whole metabolism 
of the body to the stimulus received through the 
sense organs. This motor reaction we call sensa­
tion, But there is besides the response of the 
affective system. The response of the mind to 
a*;y aot of perception is not an Isolated event: it 
is part of a serial development: it tak«s place 
within a oomplete orobestration of sense perceptions 
and sensations, and is controlled - given its plaoe 
within the pattern - by what we call feeing.
We could not possibly live that ‘life ci pure sen­
sation* whloh Keats desired: it would be a chaos 
from whloh mind oould not emerge. We have there­
fore evolved, not only the power cf discrimination, 
which Is essential for the apprehension of a par­
ticular object, but a power cf reacting In our own 
interests to our awareness of the object. If I 
hear the whistle of a descending bomb, I do not 
only register the pitch of the note: I do not only 
have those physloal sensations of fear which physiol­
ogists tell us are due to the lnjsotlon of adrenalin 
into the blood stream: bub I also have an instant 
feeling for the whole situation. Time and spaoe 
become more than objects of perception: they are 
faotors in self preservation and I seek cover with 
lnstinotlee speed and economy of aotion, I am, 
after all, not a passive mirror of events, but an 
organism with a dr/ilre to lire, and this biological 
aim is Involved In all my experience - that it to 
say, even my aoto of perception,
"Such an aotion (taking oover In the presenoe of 
danger) would normally be oalled instinctive, but 
from our immediate point of view it deserves a 
closer scrutiny. It is instinctive in the sense
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that the motive of the aotloc la to preserve Ilf#: 
but It has not only a motive, but also a pattern. 
My agility, In the circumstance*, was not deliber­
ate. A detaohed observer might Lave discovered 
in it speed, economy and graoe. If it had been 
clumsy, it would have been ineffective: I should 
have stumbled and been killed* I am therefore 
tempted to call the pattern of this reaction 
thetic, and I find support for this view among 
psychologists,• 1 (The following example he 
quotes from R.M. Ogden.)
"Long before we are able to think of life in general, 
and about its largsr problems, we are guided in the 
pursuit of ends that ars not oomprlsed within the 
oyole of a single perception. And this guidance 
is afforded, not by discernment, but by feeling.
In the discernment of a perceived event our dis­
position is a positive factor no less real than the 
event itself. The feelings vhloh attach to a dis­
positional readiness for respcnee «• either in a 
singls perception, or in a serlts of peroaptions, 
interrupted perchance by pauses of sleep and dis- 
traetlon - are aesthetlo. It Is the aesthetic 
feelings that mark the rhythm of lifo, and hold us 
to our course by a kind of weight and balanoe.....
A disposition to fee.1, the completeness of an sx- 
perlonced event as being right and fit constitutes 
what werthave called the aesthetic factor In percep­
tion." 2

TEMPERAMENT0 In the preceding chapter we on- 
sldered the theory of 'empathy* and how the appre­
ciation of art oan be influenced by fariationi in 
temperament. It is now seen that poroeptlon may 
be objective (apprehending the concrete aspects of 
outline, macs and colour) or subjective lapprehend- 
ing associations supplied either by the m»mory or

1 Herbert Read: Education through Art (London 1943) rn,37,38
2 R.M.Ogden: Psychology and Eduoatlon (Few r~ 1926) 
pp. 131, 132, 133
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