lsad the eys of the sensitive observer from
one unit to another and thus to create in
him an artistic sense of continuity and
°11m...0

"A composition which lacks artistic rhythw
falle to awaken and hold our interest; the
more vital it 1s, the more powerfully are we
impelled to explore ‘t; and the more we

sense its rhythaical -waop' the more unerring-
1y do we follow tre artist's lead until we
finally achieve a single o-bracl=! intultion
of it as a vital artistic whole, 'd

DISCOKD, "Want of concord or agreement
between persons or thinge; absence of

unity, applied to persons, thinga, thoughts
feelings, purposes, correspondence; di;oro{ty;
ai eenent; hence, contentionj strife;
oonf!&ot <6 ;

BALANCE, "Meane an opposition of equal
force, Obvious balance means a balance
which 1e clearly evident, Occult balance
ies that halance the cause of which is not
elear, alvhough the senee of repose may be
cloariy felt, The clearest example of
obvious balance is in designe based upon
grmaetry or the repetition of the came
forces on the right and left side of the
axles, Ocoult or obscure balanoce is seen
in those “voups of forms of unlike aize or
shape whli by their arrangemont do not
follow & law of symmetry, yet obey in their
related positions a hidden law whinh gives
to the composition a satiefying sense of
repose,

28 Theodore Grecne: The Arts and the Arte of
Criticiem (Princeton 1940) pp.219,220,221

26 Websters International Dictionary

27 H,H.Brown: Applled Drawing (Chleago 1916) p,.18
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lead the eye of the senaitive observer from
one unlt to another and thus to create in
hi: an artistic serse of continulty and

° m.co.

‘A compogition which lacks artistic rhythm
1ails to awaken and hold our interest; the
more vitai it 1s, th® more powerfully are we
impellsd to explore 1t; and the more we

gense 1ts *hythmical lvnop’ the more unerring-
ly 40 we folluw the artist's lead until we
finslly achieve a sgingle olbraoigg intuition
of 1t as a vital artistic whole, "5

DISCORD, "Want of concord or agreement
between persons or things; abswnce of

unity, applied to pereons, things, thoughts
feelings, purposes, correspondence; divorlity;
diucgroon:gt; hence, contention; strife}
conflict, <6

BALANCE, *Means an opposition of equal
force, Obvious balance means & balance
whieh ie clearly evident, Occult balance
is that balance the cause of which 1s nct
clear, although the sense of repose may be
cloariy felt, The cleareat example of
obvious balence is in designs based upon
symmetry or the repetition of the same
forocee on the right and left side of the
axis, Occult or obscure balance 18 seen
in those groups of forms of unlike size or
shape which by thelir arrangement do not
follow a law of symmetry, yet obey in their
related positions a hidden law which gives
to the composition a satisfying sense of
repose, €7

25 Theodore Greene: The Arts and the Ar%e of
Criticiem (Princeton 1940) pp.219,220,221

26 Websters Internationg) Dictionary
27 H,H.Brown: Applied Drawing (Chicago 1916) p.18
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"Balance in arshitecture, in sculpture and
in painting is at’ained by the counterbal-
ancing of one mass by another, whether of
colour or ror:i by the coppoaition of lines;
by such dlesposition of the elements of the
pattern as to stabllize them and leave them
in a state of apparent rest" 28 The
success of such a disposition will depsnd on
the structure of the work of art,

STRUCTURE. 1Ie "figuratively the interrelation
of parts as dominated by the general character
of the whole; as the structurs of soclety;
the structure of a sentence,"29

it has been seen how "every work of art 1s a
complex organism of artistic parts or units
artistically related to one another, These
unite and relations have a non-aesthetic
basis which nan be apprehended without aes=-
thetiec sensitivity and vghgh,oan be described
in non-aesthetic terms."

"The struoturs of & work of srt is not always
obviousj; it may be a subtle balance of
irregularly dispcaed units, But generally
speaking a painter, for example, with
surficient bolduness wilil selze upon some
easily apprehendsd scheme and dilspose hils
masses accordingly. A gzra-idal scheme is
the most common in past Renalssance art; it
gives a solid weight at the base of the plcture
and the eye is carrled up to a culmination
where 1t most naturally expects to find 1it,
A eimilar structural scheme lg an arrangement
or repeiition of triangles...

4

28 E. van Buren Magonigle: The Nature Practice
and History of Art (New York 1924) p.23

29 Websters International Dictionary

30 Theodore Greene: The Arts xnd the Arts of
Criticism (Princeton 1940) p.187
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"These structural motives ars very important
in the making of the pictare or any other plastic
work of art, tho.igh they are not necessarily

a deliberate :".0lce of the artist, "3l

"No work of art is merely the sum cf these
units and relations, and no unit or relation,
when 1solated, remains what 1t was in 1its
specific artistic context, The more artis-
tically unified the aomposition, the more
profound the artistic repercussions throughe
out its entire extent when any of its parts
su”lers the slightest alteraticn, In short,
a work of art 1e an organic whole comprising
that unity of the idess and eleasnts and the
relationships between them whach gives signifie
cant meaning to them all, ™2

The hullding up of these elements and ideas
into an organic whcle will take place around
the "structure® of the work of art.

SCALE, Figuratively, scale 1g that which
ovaluates, The particular definitions of
this complex word which are relevant here are:

The "relative size of parts as aonparsd with
the whols, or with the human figure"$® and

"A muccession of ascending or descending steps
and degrees; a progress of graduated series;
scheme cf compirative rank or order; 3 gradoa
c*;ton from the loweet to the hnighest"S4

(This lntor?rotation will be used when we
ppeak of a ‘scale of values' in relation to
painting and sculpture and living.)

31 Herbert Read: The Meaning of Art (London 1931)
PP 31,30

32 Theodore Greene:
(Princeton 1940) p,142

33 Websters Iniernaticnal Dictionary
34 ibiad
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FORM, "If someone playe well, or runz weil,
or dose anything well, we say that ke or ane
is in gool form, ;n& by that we mean that
they do what they undertake to do as wel:. &:

possible, V2 mean that their bodies are n
good trim, that they eee¢ and hear and act
quickly and efficiently. If we use tvhe e

word about singing a song or playir, a violin
or acting in a ps.ay, then we are ulrotd;
ueing 'fora' in connection with art, We

also use tre word "form' as a verb, We ;. .m'
fours, V., 'form' cricket clubs and foo-~ail
teane, We 'form' a soclety for nature . .~y

or for political agitation, In thle srcus

the word 'form' means scmething like ‘shape’}

it meang that we give snape te a rumbar of

people for a particular purnose, But we

f° further and say, for example, that lcs
forme' over a pond, or that dews. os 'iory:

on the tvl, of a treo‘ then ‘form' gotual’ s

does mean "take shape',

And that 1s what 'form' means in ar*, Ghs

form cf a work of art i1s the shape i. hao

taken, It does not matter whetier it Y« a
building, or a statue, or a pictura, &» cim

o a sonata - all these things Fares ¢ .7 on

a particular or 'specislized' shape, -iu that
shape 1s the form of a work »f art,

I have said that the work of art ‘rales on'

its sghape, Hut actually the shape 1s given to

it by a particular person, and that person we
call an artiet; and an artiet, we muet remember,
is not only a mean who painte pioturnz tut
equaliy a man who makes music, or poe’ry or
furniture = even shoes and dresses, There

are all kindes and degrees of artists, but

they are all people who give skajp. to something,
If it 1¢ now clear what is meant by the furm

of a work of art, let ue next aski what 1s

good form in art, For Af we can say that

T R T T R Sl i b s iy




FORM, "If someone p ays well, or runc well,
or does anything well, we say that he or she
is in good form, Anﬁ by that we mean that
they do what they undertake to do as well as
possible, We mean that their bodies are in
good trim, that they see and hear and act
quickly and efficiently. If we use the same
vord about einging a song or playing a vislin
or acting in a play, then we are alroud;
ueing 'torm! in connection with art, &
also use the word ‘form' as a verb, Ve 'form'
fours, We 'form' cricket cluhes and foothall
teams, We 'form' a soclety for nature study
or for political agitation, In this sense
the word 'fcorm' means epomething like 'shape’;
it meaneg that we give shape to a number of
people for a particular purpose, But we
'o further and say, for example, that ice
forms' over a pond, or that aewdrops 'form'
on the twiv of a troo‘ then 'form’ actually
does mean ‘tuke shapn',
And tuat is what 'form' means in art., The
form >f 2 work of art is the shape 1t has
taken, It does not matter whether it is a
building, or a statue, or a plcture, or poem
or a eonata « all these things have taken on
a particular or 'specialised' sheps, and that
shape 18 the form of a work of art,
I have sald that the work of art 'takes on'
ite shape, but actually the shape is given to
it by a pasticular person, and that person we
call an artist; and an artiet, we muet remember,
is not only a man who paints pioctures, but
equally & man who makes musle, or poo{ry or
furniture « e¢ven shoes and dresses, There
are all kin”s and degrees of artists, but
they are Zil peopls whe give shape tc something.
If 1t i3 now clear what 1g meant by the form
of a work of art, let ue next ask! what le
good form in art, For if we can say that




one form 1ls better than another, and that the
work of art whioch pleases us best 1s the wark
of art with the best form, then we shall have
explainel the real meaning of art, The best
worke of art, we shail have said, are the works
with the beat form, and one form ie¢ better than
another vecause it gatisfles certain conditions,
What are these conditions? (Generally, of
course, they are the conditions which give our
senses the muvet pleanure, and by that we mesn
the conditiona which give pleasure, not «

to one genge Lt a time, but alet to two wxr .ore
senses workiny tcgether, and finally to that
reservoir of all our senges which is our mind,
Fut thie is whers our difficulties begin,

r'or what pleases one man doee not neceesarily
pleass another, We even go ®o far as to say
thet one man's meat 1g another man's polson,
What we have to fird, tharefore, is some
touchstone outside the individual peculiarities
of hunan beinge, and the only touchstene which
exietec ie¢ nature, And by nature we mean the
vhole organic process of life and movement
which goes on in the universe, a process which
includes nman, but is indifferent t, hie generic
idiceyncracies, hie subjective reactions, and
temperamental variations." 35

We are very much converned, bowever, with

these factors, e are also concerned with

the procesees which lead to the full develop=
ment of personality, making for a wholeness,

a fulfilment of the individual, and through

the fulfilment ¢t the individual contributing
toward the formation of a better world, These
aspects will be more fully considered in the
following chapter,

. Herbert Read: Illducation through Art (London 1943)
PPe 15, 16




AL .;‘;'1: ARTS
P i Tk AT s
T ;;?n. i‘,rb:\g.ﬁr."‘:.e L AR

DRSIGN, |Here is another word uged in art
“mr1. nology in many different ways., It is
»Mfqecd with 'pattern?', ‘composition' (we
«ailk of the design of a rug when we mean
*patrern', or of the design of a gc&ntlng
en we are thinking only of the 'composition')
and even with drawing, All these uses are,
of course, semantioally valld, but in the truly
aesthetic sense, only these definitions are
acceptable: "to plan mentully; to conceive
of as a whole, completsly or in outline; to
organize a scheme of; to sxecute as an inte~
gral or artistic whole."

"Purposive planning as revealed in, or ine
ferred from; the adaptstion of means %o an
end, or the relation of parts to a whole,"36

It 18 only in the practice and teaching of
Architecture that the term design is correctly
used in this sense, Teo an architect 1t em-
bodies the problem; the function of the work
to be done; the material; tke %colsj the
soclal, climatic and economie circumstances
involved; selective (and therefore specially
trained) discriminat!on in solving the varioue
secondary problems arising out of these factors;
ané throughout all these considerations, the
guiding principles of the art of architeoture,

For the purpoees of this thesis, the architect's
concept of design is conslideved preferable for
"in the repreesentational arts the significance
in design dependo on complete organisation of
form and content « organisation in the 1deas
expressed, organisation in the form both as to

36 Webeters International Dietionary
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arrangement in uglco and ir gurface pattern,
organisaticn in the handling and in the proe
cedure, and orcanisation in the i&}ation of

all these factors to each other,

PROPORTION, “The relation or adaptation of
one portion to another, or to the whole, as
respects magnitude, quantity or degree; com-
parative relation; raticn; as the propor} n
of the parts of a building or of the body.

"Proportion 1e the appreciation of fineneass of
relations which must always govern the method
and form of composition,

VALUE, "Something, as a principle, quality,
or the like, which ia, or ies regarded ss in-
trinsically valuable or desirable."

Relative worth, importance or utility; degree
of excellence or usefulness; status in &
scale of preferences or the like} ae, to be

a poor Judge or values; to arrange in order
of value (or values); to determine the value
of evidence,"40

In establishing values as to what 1s "intrin-
eically pleasing" in art, and vhit is not, we
enter the field of peychology and are faced

with the ccmplexitiece of individual reasctions

37 Arthur Pope: Art, Artist and Layman (Cambridge Mase,l1927)p.k

38 Webetere Internaticnal Dictionary
39 Arthur Dow: Composition (New York 1923) p,.22

40 Websters International Dictionsry




in which there are many degrees of feeling,
and many degrees of expressing those feelings,
But "we are compelled (o seek some standard

of Talue to enable us to distingulish between
them, It will not do to say that the stronge
est or most direct way 1s necessarily the

best way!: that would put a high value on a
nere animal ory of Joy or sorrow, and lead to
what we call crudity or aontlnon%ality in art,

Obviously, Af we are to distinguish an art of

g;graoaion from expression iiself, everything
epend on the elaboration or the refine-

ment of these elemental responses (my italices)...

"e..the form of a work of art appeals 4liectly
to the senses; it 18 possible to explain that
appeal 1a terms of physics and physiolog;, and
#ince these wclences are universal, we might
expect, and we do find, that the formal propere
ties of art do not vary from count™r teo
country, from aga ¢0 age, Therec are, of
course, many differenv applications of the

laws of nature, and the forms of art are as
various as the forms of 1lifej; but the undere
lying principles o form and siructure are

the same, But the remalning progortiua of

art, those which are not formal, have no ine-
ovi%ublo basise! they are rather fancles, con =
Jured up in the imagination, It 18 poesible
that the imagination, too, has laws under

which 1t operates « that the fantasi:s which
seem 29 arbitirary when they come to ue in the
state of dreaming, and whioch are inatigated

by the pathological complexse which psycho-
analysis reveals, have their own dramatic
unities and tendencies to formul organisation,

e.."A great part of our life - as much as a
third « 1s spent in this state of sleep during
which we live iln another dimension of time
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and space, full of an active play of images.

"There ie¢ little doubt that some of the attruc-
tion we find in works of art ig due to the
pregence in the work of ert of primordial
images which have found their way from the
unconsclous levels of the mind, Both the
Aartist 1n creating the work of art, and we

whe look at the work »f art, are penetrating
more or less deeply into the world of dreams,
Fr.m thet world the artist derives what he
calls his "inspiration" « hig sudden prreeption
of an imagc or & theme -~ and into that world
and in the very act of perception, the specta~
toer - the persun enjoying a work of art «
brings a new image., The psycnology of what
then happens 18 still obscure, but we know that
it depends, to a conelderable extent, on what
we bring with us when we come into the presence
of a work ol art -« on what psychologists. cal)
our adaptation,"4l

We have nov taken these theories and definitiong
as far as le necessary for the purpose of this
work, We have seen two main principles are
involved: "a principle of form derived in our
opinion flum the organic world, and the universgal
objective aspect of all works of artj and a
prineiple of orifination pecullar %o the mind

of man and impelling him to oreate (and appre-

clate the oreation of) 'ynbola{ phantasivs,
1

myths whioch take on a universally valid objecw
tive exletence only in virtue of the principle
of form, Form 1e & function of perception;
origination is a function of imagination,

These two mental activities exhaust, in their
dialectical ocounterplay, all the psychic aspects
of msesthetlc experience, "42

41 Herbert Read: Education through Art (London 1943)

PP«S1, 32, 33
42 Ivid, p.3b
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OQur next step is to consider those vitally
important paychological factore in art and
aesthetics that enter into the sociological
and educational problems with which we are
concerned,




3 PSYCHOLOGICAL ASPECTS
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PERCEPTION 1ig the beaslc &aot of our psyche or
mind and unless 1t 14 clearly defined, none of the
psychologlical aspeots in the practice and teaching
of art can be approached with any hope of underw
standing.

Two things are here involved: a subject aid an
object, The subject is a sensitive human veing =
& living crganism - part of whose faculties are
sight, touch, taste, smell and hearisng. These :an
be directed on to the object which nay be separate
and external, or aay be & conception of the mind,
We are concerned here with the sense of sight, and
perception will be considered only in relation to
this sense,

Wheon the human being directs his faoulty of eight

on to the object, & reflection of ita outline,

mags and colour 1s trensmitted by means of physio-
logical prncesses through the lens of the eye to

the brain, where it 1s reg:atered as an image,

The act of perception, thererfore, gtarts with an
awareness of the appearance o1 Ee ndlest, But
that 1s not all there 18 Vo it, The appearaace

of the obJect 18 only one of many factors which
enter into the field of perception, The brain
has previouely registecred many other reflections
which are capable of being revived or re-~sxperisnced
by a stimulation of the mamory, and the newly pere
geived object may have its reflection influenced

by the process of association (1linking the yrolont
act with & revived perception from the past).

Such associationg may be made with direot expsriences
or with hidden awarenessee in the subconscious mind
of the subject,

In the act of peruveption, the subject 1s not only
passively sbsorbent, but also reacts *o the reception




of the content of the act of apprehending,

"The subject that responds is sctually a peycho=
physical organiem, and its reaction is 4 motor
reaction of nerves, glands and the whecle metabollem
ef the body to the atimulus received through the
sense organs, This motor reaction we call censa~
tien, But there 1s besides the response¢ of the
affective system, The response of the mind to

any aet of perception is not an isolated event: 1t
is part of a serial development: it takes place
within a complete orchestration of sense perceptions
and sensations, and 1s controlled « given its place
within the pattern « by what we call feel6!ng,

We could not possibly live that *life ci pure sen-
sation' which Keats desired: it wovid be a chaos
from which mind could not emerge, We have theree
fore evolved, rot only the power cf discriminacion,
which 1s essential for the apprehension of a pare
ticular objeeot, but a power cof reacting in ocur own
interests to our awareness of the object, 4
hear the whistle of a descending bomb, I d¢ not
only register the pitoh of the note: I dc not only
have those physical eensations of fear walch vhyslole
ogiste tell us are due to the injlection of adrenalin
into the bloed stream: bul I aleo have an instant
feeling for the whole situation, Time and space
become more than objects of perception: they are
factors in self preservation and I seek cover with
ingtinotice speed and economy of aation, I anm,
after all, not a presive mirrer of events, but an
organism with a devire to live, and thls blologlcal
aim 18 involved ia all my experience -« that i1s to
say, even my actn of perseption,

"Such an sction (taking cover in the presence of
danger) would normally be called instinctive, but
from our i‘mmediate point of view it deserves a
closer scrutiny. t 1s instinctive in the sense




that the motive of the actior is tu preserve life:
but 1t has not only a motive, but also a pattern,
My agility, in the circumstances, was not delibere
ate, A detached observer might Lave discovered
in 1% speed, economy and grace, I? it had been
olumsy, 1t would have been ineffective: I should
have o%ulblod and been killed, I um therefore
tempted to call the pattern of this rsaction aege
thetic, and I rlrd suppor: for this view among
plyohoiogluto.' (The folloving example he
quoteas from R,M, Ogden.)

"Long before we are able to think of life in general,
and about its larger problems, we are guided in the
pursuit of ends that are not comprised within the
eyele of a single percoption, And thls guldance
is afforded, not by dlscernment, but by feeling,

In the discernment of a perceived eveat our dile=
position 1s a positive factor nov less real than the
event itself, The feelinge vhich attach to a dis=
positional readiness for respiace « either in a
single perception, or in a geries of percaptions,
interrupted perchance by pauses of slesp and dig=
traction « are aesthetio, It ls the aeathetic
feelings that mark the rhythm of 1life, and hold us
to our course by a kind of weight and balance,,...
A dispoeition to fee! the completeness of an ex=
perienced avent as beling right and fit constitutes
what zozhawo called the aesthetic factor in percep=
tion,

TEMPERAMENT, In the preceding clLapier vwe - one
eldered the theory of ‘empatay' and how the app.e=
elation of art can be iafluenced by variations in
tenpersment, It 1s now seen that porception may
be objective (apprehending tho conecrete aspecte of
outline, macs and colour) or subjective (apprehend=
ing associations supplied either by the msmory or

1 Herbert Read: Education through Art (London 1943) rv.37,38

2 R,M,Ogden: Psychology and Eiucation (New Y-  1926)

pp. 131, 132, 133
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