
Prologue

Having seen the headlines during the last few days we may wonder whe ther we 

should not reproach ourselves f o r talking about a rt while Rome b urns. p e rs on a 11 y 

I do not feel this way at a ll. since we have not yet managed to le a r n act i on , 

where action seems to be appropriate andwe frankly do not quite know what our 

action sh oul d be we ma:; be doing the only thing we c a n do to preserve our cu l-

ture which seems threatened and that is t o conce r n ourselves with a rt, which is , 

afte r all is said a nd done , one of the great residues of a ny time and c i vil iz a-

tion, and which happens to be the thing about which this panel kn ows something

Si nce every lecture or series of lectures must have a title , we had baptized

thi s series Art a nci. its Relation to th e Inci.i v idu a l and to S ociety . " This was 

long bef or e we had reall ; stuck our heads toge t he r to dis cu ss se riousl ; the exact

cont e nt. But when we did sit down and began to ch ew what we had bi tten off , we 

discovered soon th a t if we were qualified a t all t o spe ak on such an ambi t ious 

subject , we should first have to define ou r t e r ms We'd have to es t abl ish a more 

or less common basis fr om which to ap roach art , and we found t hat to talk about 

art in the ab str ac t was just so muc h wind We decided therefore to discuss first 

what t o do with the conc r ete work of ar t and then on ly g radual l y to let socie ty 

and th e individual i n to the p i cture . Therefore our title became , s tri ctly speak

ing invalid an a made place for the more modest one "The Art Series" which 

promises nothing specific

Whether or no t this will be the series to e~ d ~ 11 series, ci.ep ~nd s very much 

on you r pa rt icipa ti on in the discussions . The t welve members of t he. penel, of 

cou r se , coulc no t handle e ll t he ma t e ri &l which t he fi.el 6 of t~e e rts pr~sents , 

c.no et Hie pr ope r momen t you can reis·~ n":! w poin ts, especially as they sugges t 

themselves to you durin g the reading of the papers . 
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There wi ll be two lecture s of about twe nty minutes each, every night of the 

series, followed by the customa r y intermission and question period The exhibits 

in the corriuors a r e put up in connection with the se r ies, althou g h not every 

item will be referred to sp ecifica l l y. 

Tomorrow, Thu r sday at 4 p . m. the Drama Workshop will be open to the community . 

Tuesday afternoon at 5, the Mu si c Seminar will have open house" for a performa nc e 

of the c omp ositions Mr , Clarke will discuss in his speech, and fo r a dance demon

str a tion by Miss Wile . 

Mr. Fe r gu s son will now read the open i ng paper called "Speaking about Art" in 

which he will a lso announce the oth e r speakers and their to pics . 

Stef a n Hirsch
March l o , 1938 
Bennin g ton Coll eg e 
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This has been annou nced a s The Art S e ries . But i f you think you are going 

to find out by this series what art is, you are mistaken The purpose of the 

p r esent paper is to explai n why this is so . I shall endeavor to give you some 

of the r easons why it is difficult t c talk about a rt; a verycongenial task for 

one who docs try to talk about art Then I shall g o on to explain the methods

we are u si ng in this s e ries, what our aim is, ana what the arrangement of the 

talks and dem on str a tions will be . 

Now if you try to give a si mple an swe r to the simple question, What is art

the first difficulty y ou e ncount e r is the bewilaerin g mass of material on the 

a rts . The a rts have been with us a l ong time , a s l on g a s we have any record of 

human bein gs . The cave men we re appa rently p ractisin g some of the arts i n 

18,000 B. C.; and while we venture no prophecy in the face of modern enlighten-

ment, we may say that at present t he a rts and the a rtists a r e still with us in 

a way . And a ll this time the a rts ha ve been involved in innumerable ways with 

human life an d its cultural patterns and techniques . Industr y , agriculture

ma rri age customs, reli g i on, gov e r nmen t, a re all reflect e d in the ar ts or have 

been influenc e d by th em . Our knowledge of some primitive cultur es is base d 

en tirely on works of art which th ey have left; and mo st of us would auestion the 

insight of a his t ori an who tri eo to give an account of the culture of any period, 

even the most advanced, even our own--without an understanding of its arts. 

Perh ap s f or th is r ea so n, the disti nction between art and othe r human tech -

n i que s is by no means clear The r e are not only painting sculpture music; the r e 

a re also the arts of gove rnme nt , of medicine, of teaching of cooking of dress

of conversation. There are handbooks on t he ar t of love, and there are artists in 

graft and dip l oma cy . Edna St . Vin cent Millay s a ys, that Euclid alone has l ooke d 



on beauty bare Pe ople who don't liek philosophy think that it is a kind of art

The writers of cig a r ette ads who are perhaps ertists themselves tell us about 

t he art of 1 i f e , a n d they g iv e us a s i mp 1 e me t h o d f or i den tiff y i n g a n ar tiss t i n 

life; she s e rves camels a t her cocktail parties

But suppose you confine yourself to the arts in good standing the plastic 

arts, music, literature . You find that in el l those centuries s ince the cave man 

th e arts thems e lves have been evolving , dying out, dividing combining ana prol if-

erat in g in endless complexity. The me ai c.va l a rt of staining g l a ss h a s died out

bu t the movies thre a ten to provids a new meaium . What was poetry for Shakespeare

was ba r ba rism for Voltaire . The eighteenth century thought the go thic was crazy 

and pathologica l, but the nineteenth ce ntury r estored it in a taste which we now 

aeplore . Some of th e lat e romantics wanted a f us i on cf a ll the arts, and now we 

are trying to sort them out again . 

But supp ose you confine yourself t o oneart , ana t r y to define it , fix its 

boundaries and an swe r at least f or it the question what is art Suppo s e for 

a moment that the theat r e is an art Then is a movie starring Shirley lernple, art? 

If Shi rley Temp l e is a rt, wh2t doe s thatmake Macbeth? If Macbeth is art what

does th a t make Shirley Temple? even i n the case o f a suppo s ed sin g le art, there

is no simple criterion for distinguishing the original fr om the substit u te, the 

good from the bad art f r om thin gs like art So much for my first po i nt, that you

cannot give a simple. factual answer t o our questi o n because there are too many

f ac ts about art

But unfortunatel y t his does net pr even t pe ople frnm answering the qu e sti on 

t o th e ir own satisfaction The very fact th a t a r t is so ub i quitous makes it a 

t emp tin g ano legitimate subject of study fo r specialists i n many aif fe re n t fi e lds, 

ano its stubborn p r esence is a s ocial ano cultura l phenomenon, makes it necessary 

for everyone with a philosophy to ac c ount for it in t e rms of th a t philosophy . To 

add. to ou r difficulties, then we have a vast boay of theory and guess-work about



art artists, the place of art in soc iety, art and belief, the economic conuitions 

of art, the ps yc holo g ical roots of art, and so forth, by various speci a lists and

speci a l pleaders. Who is to sort out all this material! Who has enough tr a ining 

in two dozen sciences and pseu6o - s c i e nces? None of us, so far as I amaware

c laims this knowl e dg e, tho ugh we are glad to accept help from the rest of the col-

lege and are willing to be instruct e d up t o the limits of ou r time and capacity. 

Bu t it i s not exactly the information derived from ot her fields th a t worries 

me here. It is that this information js presented from so many points of view, 

each s o tempting that it tends f or the moment to obscure all the rest . Eve ryone 

r eally be lieve s, aeep down , tha t only explanation in terms of hi s own set of ideas

r ea lly explains. Let's ge t down t o essentials, we say t n ours elves, what is t he 

r eal , namely, the ps ych ol og ical explanation of this play? What ea rl y trauma 

accrun ts for the author's obsessive i n t e r est in th e sea an d th e symbol of dr owni ng? 

Or if we have a diff eren t set of ideas we say, where does the play reallystand

Is it fascist or p r olet a ri an? or bou r geo is individualist Plato t hougtt t hat the 

most imp ortant question to ask was whet he r the play was good f or the moral t one of 

the state wh ether it would make the citizens flabby and effeminate or healthy , 

military and forward-looking For Dante, and I suppose for anyone with a r e li-

g ious poin t of view, the most fundamental meaning of art is to be sought in the so-

called anagoge , i ts relation to our ultimate beli.efs and values, in other words, to 

our idea of Goa . 

I s hou l a say that none of the s e explanations is wrong There are psychologi-

cal , economi c , social moral and religious explanations fo r a rt . Partial e xplanE-

tionF become wrong on l y when they are offered as the whole truth . Needless to say , 

no one has a monopoly on th i s type of myopia and egoism Artists are just as 

lik e ly to think of scientists as a variety of a rtist - witness Miss Millay - as 

sc i en ttsts are t o thi nk of a rtists as abortive scientists who never learned tn 

measure Ye t there is no theoretical reason why a psych ol og ist sh oul a not un de r-
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stand art also ar tists sometimes a dmit that they have psych ologies, and there are 

social scientists who r ecogn ize other than economic causes. In short, if explana-

tions derived from special fields are not wrong but partial, why should it be im-

possible to sort them out and give each its due weight in a comprehensive study of 

&rt, its sources and its rela ti onships? 

We are, in fact, b ound to believe that the actual c onfusi on which prevails in 

contempornry aiscussions of art is not hopeless. I, myself, believe in the possi-

bility of a philos ophy based on that of Aristotle (some of you may have heard this 

al reaay) which would aistingu ish between art and science, art and conduct, art and 

religion, with ou t red.ucing any of these Clisciplines to each other or arguing any 

of them out o f existence to satisfy the demands of s ome r at ionalistic crit e ri on 

of truth Meanwhile there is no such philosophy, or even a generallyaccepted 

st r rting- place f or such a philosophy, in the modern world. lhere are many philo-

s nphjes, some good some less good some based on o ne field and s ome on another, 

some highlyconscious and some in the stage of inarticulate prejudice Discuss-

i on s of a rt are too often only vicari ous disc u ssi ons of these philosophies, ynurs 

and mine, based on that feeling that onlymy expl a nati on reallyexplains The col-

le g e reflects in a small way the large chaos of contemporary thcught, and we of the· 

panel hEve dec ided that the attempt to bring order was too much for us to undertake

as a winte r period pr o ject. Th is completes what I have to say about the second

main po int, that there are many incommensurable theories of art and that they make 

it practically difficult to talk about art

And now at le ng th I come to the one point we have explicitly agreed on as a

basis for this series. We make no pret en se of a u n ited front, there is no message 

we woul d leave with y ou, and as a g roup we hold no p ositi on on culture or civili-

zation. But we do think that, in order t o talk intelli gently about art, y ou must 

have direct, first-hand experience of actual works of art. And we mean not only 

th a t we, who are doin g most of the talking, but also you, who are sup po sea to be 

li_stening, must know works o f art if we are to understand each other. This point 
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may seem obvious and unimportant but it is connected wi.th what V'e think art and

art education is, and so i.s c lose to th e heart of the problem

Any work of art is a concrete individual thin g , and ther e fore there is no 

substitute for experiencing it, com ing to know it directly. You may try as hard 

as you like to describe a picture or a pla y or a piec e of music to someone who 

his neve r become acquainted with it, you will never be able to devise a substitute 

for the original Even if you are able t o describe it technically to someone who 

understands the technical lan gua ge of painter or musician no artist interested 

in t he original would be satisfied with what you could tell him . In this respect

coming t o kn ow a work of art is l i ke c 0ming to know a pers on . Hearing abou t 

people is no substitu te f or meeting them. 

This same p oint may be approached in another way. You may say tha t the art-

ist ha s n o results t o offer the public except the work of art itself. It is just 

those concrete elements, th ose particularcolors and forms and no others , in just 

those relationships and no o thers, which combine to make the work of art. The 

art ist has no conclusions, which may be separated from th e work and presented in 

abstract or mathematical language like that of the scientist. He cannot overawe 

us by ann ouncin g that the new star is 18 times the siz e of t he sun, or startle us 

with the fact that we are 65 percent water or reassure us abou t the progress of 

culture with the information that we have forty times as muc h medication as Soc-

rate s and that our modern Noel Coward will probably live i.en years longer than 

Shakespeare Th e a rtist has nothing bu t his concr e te wor k s t o cf fer, and unless 

you are willing to bec ome familiarwith them by the slow proc e sses of experience, 

you can get n othin g from tbe artist at all

Perhaps this accounts f or the fact I mentioned before that mEnv writers

fr om the advertising men to the philosophers have felt a kinshipbetween art and

bo th, that is deal practicallywith the c oncrete. What did you ge t out 

Of your trip to Eur ope? or fr om workin g in an office or factory f or tw o months

Many things, but nothing that y ou can summarize in a f o rmula and c o nvey to s omeone 
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who ne ver saw Europe or that factnry. You are in the same plight if s ome one asks 

you what you got out of Macbeth or the B Minor Mass There is, in sh ort, aclose 

a nalogy between learning from experience and learning from art If you take the 

point of vfew of nne who is trying to make or perform art, these analogies become

still clearer. Working out an idea for a pictu re or a poem , endeavoring to ar r ange 

the concrete elements of word or color in accordancewith that idea may be com-

pared t o pursuing a policy or stickin g to acode of ethics through and by means of

the par ticul a r contingencies and relati nnships of life. Have you no ticed that the 

Bennington College. catalogue states that intellectual development] cannot be iso-

lated from the development of the whole persona lity"? The c ollege tries in the-

ory, at least, to recognize that the student behaves as a whole that she meets 

people and thing s as well as abstract ideas an d recorded facts This is no doubt 

connected with the fact that the practise of the arts has been admitted into the 

curriculum. For there are many analogies (which were dear to the Greeks) between

makingand doing, architecture and governmen t, art and conduct: 

skills, wherein a real individual pe rs on learns to deal with other real people , or 

with re£1 instruments and materials .

All o f this Woudl be no news to the Gr eek s, but it constitutes something of 

an innova ti on in AmericEn academic lif e , and bring s certain peculi a r difficulties 

with it. It is as difficult to ta l k about a real student and evaluate her prog-

ress, as it is to talk about or evaluate r real work of a rt. The trouble is, y ou 

have to kn ow the student How easy if we could sa y , she is 30%honest in her work. 

How simr le if we c ould tell her counsell r that she played thE1. concerte 70%

right Then we could all be objective But as you know we an not in practice 

attempt t o put our re p orts in this f orm. Does this mean that we have simply 

broken down andare prepared to admit that we are subjective, arbitraryand fenci-

ful in our estimates of student work No , I 1.hink it means that we have a less 

rationalist ic and mathematical critericn of objectivity that the objec1. itself--

whether stucient, student performance or student work--has come to seem more impor-
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This is something of a digression but I hope it may help you to see why an 

artist is on the spot when an inquirer with very littleexperience of art wants 

to know why art is goo d or bad what a certain work of art means or simply what 

art is. How simple if we could tell what it is as the anthropologists de scribe 

stone impl emen ts---with a f e w accurate measurements or if we could tell what it 

means as Pavlov tells us what the sight of food means to his dog--by me asuring 

the amount of fluid the delighted digestive systemsecretes in anticipation of a 

meal. F or an artist these objective methods wouldn't work. He has gone through 

l ong tr a inin g in his kind of objectivity, in sharpening his ability t o see the 

object itself directly and he must ask the inquirer to do the same. He must take

t he inquirer, if he really wants to know, point out t he elements in a g iven work 

of art, and gradually lead him to perceive hew all those elements compose into a

whole with a concrete unity of its own Th is is th e basis of instruction in all 

the arts here at Bennington And a s long as student and instructor stick close 

to the particular picture e r poem or piece of music or dance composition identi-

fying the elements which 1.hey h a ve be for e t hem as they talk, there is no re a s on 

for the instructor to talk through his hat or for the st u de nt to get lost But 

as soon as the instructor stops talking about King Lear for instance, and ge es 

on to the plays of Shakespeare in general his chance s of coming t o a real unaer-

standing with the student are greatly diminished. If he the n proceeds t o Enalish 

drama and t he n to the art of the theatre and then to the performing arts and then 

to art with a big A the verifiable and really i ntell i g ibl e c o ntent of his remarks

diminishes in proportion as he gets more abstract

This completes what I have t o say about the c oncre t e nature of art, which 

makes it difficult to talk about without hav in g the material firmly before y ou. 

This, as I said is the point we agreed on f or this series and we have tried

to plan it so as to include as much experience of art as possible. the next 

speaker this evening , Mr. Kr ob, on the utilitarian Espects of art, will i llustrate 
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his talk with slides Tomorrow evening Miss Osgoodwi11 analyze Emmawhich I 

hope you have all read; and Mr. Creighton will talk on the medium of language. 

Friday evening Miss Wunderlich will talkk on art as a voice of its time, and Mr . 

Hirsch will give an introduction to painting with an analysis of a painting. 

Next Tuesaay Mr . Clarke will talk on folk and cultivated art and Mr. Luening 

will give an introauction to musi.c illustrated on various instruments On Tues-

day afterno on, the music seminar will be open for two demonstrations one by Mr. 

Cl a rke in which works will be performed which he will discuss in the evening, and

one by Miss Wile, who will give an introci.uction to dance illustrated by an analy-

sis of a dance composition. On Wednesday evening, Mrs . Hirsch will talk on mod-

ern and traditional art with slides and Mr. Lauterer will g ive en introduction to 

art of the theatre, with an analysis of two settings for King Lear On Friday

Mr. Fowlie will talk on art and the spiritual p r oblem of man, and Mr. Gr ay will 

discuss the judgment of art Throughout we have beenguided by the notion that it 

was more imp ortant to know art than to know theories of art. and this made it un-

necessary for us t o be responsible fo .r each other's points of view, or to attempt 

1. o app ser u n a n i rn ou s 

I hope you have noticed that I have no1. been practisingwhat I preach in this 

talk But before I stop talking through my hat in this abstract manner I should

like to tell you how we want you to listen to this series, and what we hope you 

may get out of it.

First of all you wi 11 have a number of concrete works of art analysed for you, 

These works are of interE.st in themselves, and we hope, in addition that the analy-

ses will sh ow you what is meant by understanding in art These works will be paint-

ings, musical compositions a dance a novel--examples of various different arts

As you become familiar with them one after the other, wehope that you will per-

ceive certain analogies between that You will hear many of the same words ap-

plied to the analysis of different arts--words like rhythm, unity, form. Does this

mean we could define rhythm in a way that would do for music and literature both
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Perhaps but in terms so general as to be almost meanin gless. It would be better 

to say that there is an analogy between rhythm in music ana rhythm in literature, 

and that your unci.erstanciing of one will improve your unci.erstanci.ing of i.he othe.r. 

We invite you to perceive this kinship between i.he arts and on this basis to form 

your general ici.eas, anci. your definitions of art with a capital A for yourselves. 

We have also in i.his series a few talks which are designed to help you to 

think about art in relation to other things. I might mention Mr. Krob's paper on 

the utilitarian aspects of art, Miss Wunderlich's on art as a voice of its time, 

and Mr. Gray's on judging art, as examples. Our intention, as I saici. early in 

the paper is not to provide you wii.h a philosophy of art but r a ther to show you 

what you woulci. neeci. to make one, anci. these papers are designed to help you in this 

way. And so, when you have become acquainted with art throu gh the demonstrations

we invii.e you to take the final step for yourselves, and relate whatever you have 

decided art is to whatever other values maybe dreamed of in your philosophies. 

Francis Fergusson 
Art Series: I 
March 16 1938 
Bennington College 
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The Utilitarian Aspect of Art 

In the first place, it is important to decide what is meant by the utilita -

rian aspect of art. We can readily say that it is the need of man to construct, 

to write or to compose something for some express usage or purpose . This need 

is to man as primary as his food his sleep and drink But this utilitarian as-

pect, it must be remembered is only the drive the reason for his doing thin gs. 

it i.s, of necessity, allied to the. media and means in which he can work, or to 

the media and means that he can discover in making something work. Ano th e media

and me ans cells for materials that he has at hi.s disposal or can unearth f rom some 

source. This search for materials brin g s into play barter and trade the economic 

principle. Thus, this utilitarian aspect may be said to indicate a direction a

primary force, which, while it is not a ll - important, is a vit a l organ in the or-

ganic whole

Since man's builciin g is one field of art that is most easilyassociated with 

use or function, this fieldwill be discussed chiefly, t o attempt to clarify this 

as p ect of utility and to see it in it s relation to the ot he r aspects

In the be g inning man lived in caves and self-devised shelter made of the 

materials at hand and he found materials suitable to the climate in which he lived

He built according to the perticul a r p ro perties of the material at hand fin6.in g 

means to strengthen his sim ple constructi on, and building shelter to satisfy his 

primary needs At his death one of the means of r e t e inin g h im in conscious memory

was to construct a tomb to h ouse his body and a pyramid t o su g J est the greatness

of his power. 

Rock sculpture and pai '1 ti ng s are interpreted as including f o rms for earlyman

to worship and from their t omb s t o their temples was a step in idea i n their 

endeavor tC' find clues t o the spiritual meaning of their be i n g , t o divine, by rit-

ual a directive significance of their existence The remaining caves tombs and
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temples and the varied shelter of all peoples surely attest 1.heir use. 

A directive significance of architecture was formulated i nto rules in the 

writing of Vitruvius. 

metry, and propriety, 

He ventured a dogma of order arrangement fitness sym-

Def j n i tely i n propriety an d a rr a ngement we fi nd use func -

tionin g and to an extent creating fitness and order there is an amazing simi-

larity in the quality and honesty of the architecture of that Augustan age and

of today He decried imitation poor construction and the lack of ethics of the 

Though new architectural f orms were devised at various times and utility 

played its par1., it was not until the rationalizing eighteenthcentury that the 

reasons for architecture began to be considered Architecturewas seen primarily 

as a visual experience. , as an externall expression. I n the Renaissance for in-

stance the architecture seems 1. o have been a search for external grandeur while 

practically speaking it was mere copying, with some inventiveness in creating

new details . The painting of that 1.i.me , however, showed greater creative develop-

men 1.. 

But to go to the middle of the eighteenth century; there were several essays

on architecture written by marc Antoine Laugier a French abbot and scholar, a 

member of the acaaemies of Angers Marseilles and Lyons . He w ote ab out arch i tee-

ture as a reality and sought to put it on a rational basis. He f e1 t th at the

judgment of the aesthetic value of architecture should not be based on instinct 

alone but on reason as we ll , and several fallacies of classic architecture are 

pointed out, such as bending a pilaster around either an outside or an inside

ccrner when it i s so evidently not a true means of support. An o t he r f a11 ac y i s 

the one of placing little pediments or gables over windows which in reElity sug-

ge st a roof comin g throu gh the wall . And another discrepancy is the. use of deep

cornices in the interior its pri.mEry use on the exterior being to keep the water

from r unning down the wall and the low height of the heads of the windows i.n the 

rooms whi. ch is necessitated by t he cornice treatment thereby cuts down the
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penetration o f li g ht into the ro om . 

Laugier's conception of architecture was quite remarkable in that he. called

for a related distribution i n t he various parts of a plan both as to the interior 

and exterior; and he asked that the architects have a better knowledge of the 

weights of the r o of, walls and fl oo rs / and of the bearing power of the supporting 

earth Li g ht and air and view were consi dered important to him also a r e. l ea se 

and freedom in the interiors

His is probably t he fi.rst writing on town planning He felt that towns should 

have leading 1.o them an d within them large thoroughfares bordered by rows and rows 

of trees and large places The town should be. more. of a forest with street s run-

ning through and on the str e.ets the heights of buil6.i n g s sh ou la be. related to the 

width of the streets. It is unfortunf te. that some of the planners of Europe and

America did not read and heed these ideas

He was very daring in saying that symme try, divine order of cl&ssicism, 

should be abandoned from time to time and that we shold move toward utility with-

o ut neglecting the. agreeable

.Altogether his is a sane approach t o or gan ic architecture The social and

economic aspects are not stressed bu t are suggested in his statement of the move 

toward utility . In almost every instance noted here func ti on plays an important

role Isn't it quite possible if we want to do so to name him a s the father of

contemporaryarchitectural thought

Hegel believed that the material of architecture i s matter itself i n its im-

mediate externalityas heavy mass which i s subject to mechanical laws i ts f orms 

remaining the f orms of inorganic nature And it is the wil l to assemble though

externElly, in accordance to artistic form He feels the contrast of the inner

spiritual quality of architecture with the external expression of the art• Al-

though he rationalizes soundly about construction and utility hisvision of the

unity of expr c ssi on cf architecture is not clear He sees i t Es i i is c c, mmon ly 

seen today by the outside o.. bserver as exterior f or m, 



Schopenhauer's views are more rational and direct t han He g el ' s. He feels that 

this art does net affect us mathematically er mechanically as cioes Hegel, but 

dynamically and what speaks to us is not mere f orm and symmentry but the funda-

mental forces cf nature F is reason made him state that support and burden i s the 

fundamental law that no burden shall be without suf f1cient su ppo rt anci no support 

wit hout suitable bur de n. There must be an ease about the support but no super-

flui ty . of v i.s i bl e support distu r b s t he eye' as fo r i!1stance, in the projec t-

ing corner ba lconies on houses , He felt th a t there was an i_n sufficiency in the

idea of support and bur cien , i n high pitched ro ofs , and that the architecture of 

It a ly with its flatter ro ofs had more aesthetic value . Schopenhauer practically 

creates a for mu L that thoug h a thi. ng may have utility, it has no value aestheti-

callyunless i ts theme is support and buraen. 

He f elt that architecture has its existence primarily i n our spatial percep-

tion, and that beauty arises from the unconcealed e xh ibition of the ends (which is 

definitelyu. tilit a rien) and the attainment of these ends by reasonable structure . 

This structure is his idea of sup p ort andbu rcie n and h is is the first expr es sion of 

architecture as hon e st struct u r e, and he holcis no fe ar fo r the exhibition of this

structur e. , which point is expresseci i n conte.rrtpore:. ry arch it e.c t ure . 

Schopenh&uer ciisclose.s more thorou gh ly, than c.i d Hegel his fe.eling of the 

conflic t of the inn e r spiritual quality of 1.he Got l:ic i nter i or with its striciently 

energetic e x t e rior and the contrast of t he outer materialistic grandeur of classic 

architecturewith its sometimes mean interior One definitely feels that he was

searching for a unification of the int e rior and ext erior expression o f architecture

by means o f his theory of sup po rt and burden into a more rational entity

In the late ni ne teenth century due to the great industrialexpansion , cities 

became more crowci.eci. and the skyscraper came into being STe. el as a new mate ri a 1 

succeeded iron for use in the struct 11 re. A man working with Dankmar Adler in 

Chicago Louis sullivan by name bui lt among the first of these and they showed a

great lightness mor e voicis ana. less solids were. seen . His idea of town plann ing 



was one tall structure per square mile. 

He is one of the firs t architects to relate utility struc t u re and materials 

into a better whole . With his great love of nature and man Sullivan believe that 

it is man's purpose to use his er active ability for social betterment . He believed 

th a t function as a basis, but not alone conlci crea te great a rc hitecture but that 

it also called for emotional and s pi ritual re<lities . 

Frank Lloyci Wright was one of Sullivan's young oraftsmen who, after some years , 

struck out on his own . His first important house was the Winslow house, built in 

Chicago i n 1893 . In this house one sees the low horizontal the wide overhanging 

eaves, th e ciisposition of wider windows and feels th e growth of the structure from 

the earth Thi s was a new conception of architecture, one which allieci the str uc -

ture and u s e and form to the. earth . 

Wright is a complete individualist He has been and is a great moving force 

in creating organic unity out of the various aspects of architecture

Today Wright believes that our great centers will be decentralized he is 

most conscious of the socia l problems in the respect to the use of land and en -

closed space, and has planned unified community called Broadscres

Wright's influence was felt in Eu ro pe far more po t ently than in America but 

the Architects t he r e were. workin g with simil a r int e nt in clarifyin g the air of the 

su pe rfluitles and superficialities of architecture. 

Otto Wagner an austrian was lecturin g , buildin g and p r ophesying the horizon

tal, g re a t simplicity and t he honest exhibition of const r uct i on and materials and

the cre a tion of forms in harmony wi th modern li.f e. He was strong enou g h to over -

ride th e fanciful Ba roque character of the architecture of Vienna at that time. 

Walter Gropius, one of the most vital forces in the new architecture, came to 

t he fore in Germany in 1911 when he built wi th Adolf Mayer . the Fagus Boot Facto ry 

at Alfeld an aer Leine. It was conceived in steel and g lass, and new methocis of 

construction were introciuc eci . The re was a striving for maximumflexibility in use 

and for stren g th with maximum lightness The usual cold separation of interior 
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as color, text u re, Density strength and possibilities of fabrication and who se 

c ost best serve honest construction and sensible living arrangemen ts within the

construction

The economics of materials labor affec ts th e e sse nti al uses of thi.n g s i n 

determining the length of service and the amount of the c o st of upkeep that may be

desi red from them . 

Man ·is al lowed freer expression in creating thin g s to da y, but he mu st know or 

find out about the various aspects of his problem and correlate them. The more he 

can know cf the theoretical as well as the practical the formal values, as well

as the technical s o lut ion, the more valid and creativewill be his eff 0r ts. 

Necess ity can rebuild on the site of outworn builaings, and build on new sane-

l y planned areas in urba n ana outlyin g uistricts . If it utili ze s sympa thy and 

understanding it wjll inte g r a t e the various aspe.cts; and if fed by a scientific 

i magina ti on , with a far vision wh ich encomp as ses the object in complete reality, 

it will arrive at the enci.s in vie w. These powe rs useci. to gether, will realize the 

unity of the new architectur e . If or ganizeci. properly, it can fashion new li g hter, 

stronge r, anci. more economic aest h etic forms for t he needs of men. 

Russell Krob 
Art Seri es: I I 
March 16, 1938 
Bennington College 
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Analysis of Jane Austen's Emma 

To analyze a novel is to look tack at it to see how it is r e sponsible for 

what happens to one when one reads it. In reading Emma what happens is that Jane

Austen lets one watch Emma find out how to succeed in her attempts to make a satis-

factory a tt achment to another person In this experience are only th e worcis, the 

au t h or , an d t h e r e a der . But all one c a n actually look at are the different k inds 

of words and the different ways they are related by the author Since the words

are symbols some evoke places, thin g s, people others su ggest the chacteristics

of these thing s and their actions others the rel a tions h i p s between them and all

o f the words r e veal Jane J,usten's attitude toward her material The order syntax 

and sound of t he se words g ive shape t c the story they tell Thus the final total

experience of reading Emma comes because Jane Austen has used those words i.n that

order As Mr . Crei g hton will tell you, eac h worci. willbe aif f ercnt for each read-

e r, so the extent of each reader's understanding of the whole will be different

All the kinds of thing s made by these words thE.ir order and the relati on ships be-

tween them in Emma, are such that the first part of the boo k seems to establish

various loosely related beginnings, the middle part of the beok to change those and

brin g them into closer relationship and the end )f the book to complete the ful --

fillment of each and the integration of t hem all To show all these interrelation

ships which c on stit u te t he n ovel, one has to classify the things Jane Austen has

made by words These classifications do not tellwhat constitutes the novel they 

merely provide wa ys of looking more closely at its elements Those r eferrin g to

the pr og ressi c n of events, or to t he sh ifi.ing relationships between peop le, or to

th e necessary outcome, are applicable to all novels but a broader application of

this analysis would mean applying th e meth od of procedure not t he specific



classifications useci . 

The reader's idea of Emma is the central thing made by the author's words

That seems to come prmarily from the words making Emma's actions i . e. the way 

she behaves As one r ea ds, one is aware that that is shown by what Emma says

ciesi.res, does tna thinks about b y the relationships she is inv olved in, and also

by indications of what Jane Austen thinks of her what she makes Emma think of her-

self, and what she makes the reader think of her. The rest of t he book reveals

Emma's surround) ngs, the place , people and ideas their influence on her and hers 

on them . I sh a 1 1 ca11 a11 t ha t th e pi c tu re of Emma To indicate how it is made I 

shall examine the first chapter then merely describe some of the developments of 

beginnings established there in order t o show how the novel is an inte gration of 

changing patterns which in t he end completes the revelation of the picture of Emma. 

The revelation begins in the first s entence : "Emma Woodhouse, handsome clever, 

and rich, withs comfortable home and ha ppy disposition seemed to unite some of the 

best blessin g s of existence .: ana had lived nearly twenty - one years in th e world 

with very li t tle to ci.istress or vex her." One can see he r traits her surrounci.-

in gs, her situation, her idea of t hose thing s, and Jane Austen's idea of them 

also . First by he r name she is made a whole person at once. Then she is moai fied

to a person of a special sort, with appearance temperament , and enciowments of her 

own . I n the seconci. part of th e s en tence t he glowing description is added to; she 

is made a complex person who really thinks she is blessed but the author su gg ests 

t hat s he i s s u b j ec t t o t r o u b 1 e. Each word is essential, for besides contributing 

its own si gn ific ance, and its influence. on the meaning of ev ery other worci., it 

also becomes part of t he rhythmic and syntactical builci . Emma is the s ubject of 

the sentenc e throu g hout , an a both the rhythmic and syntactical stress necess itate 

emphasizin g the word seen1e ci.. It is a point not to be missed that semblance anci 

truth are two very ci.ifferent things in this book . The order of the words adds

another kind of emphasis Here Emma's blessin gs precede any hint of unpleasant

ness, and one see s that the emphasis on the pleasant part of her life comes from 
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the very order of the sentence. And this is to be the order of the middle

part of the book . .t.nother c.i a to the meaning comes from the sound of the

wor ds h an asome, rich, comfortable and also distress and vex Thus while 

giving the first glimrse of Emma Jane Austen is also beginning her elabora-

tion and clarification of the whole story the whole picture of he.r. 

The next sentence begins the p ici.'J.re of Emma in action, ty surrounci.ing 

her with people, suggesting influences on her, and establishing her relations 

to those people. Learnin g of her surroundings means learning more about Emma, 

about her opinions and desires about how she will begin i.o behave, and more 

about what Jane Austen thinks of her. That her fatherwas a most affection -

ate, indulgent father . with habit s of gentle se.lfishne.ss and of being

neve r ab le. to supposf: that other people could feel differently from himself" 

sug g ests the kind of person that Emma is influenced to be . Jane Austen's

next statement that Emma was mistress of the house, and that she and her g ov-

erness were like intimate sisters reveals the kind of relationship Emma wants

i.o have with others, and prepares the wa y for the first mention o f r!ne of her 

desires that of having her own way Miss Taylor's mildness of temper had

hardly allowed her to impose any restraint, and . . Emma had been doing just 

what she likeci; highly esteeming Miss Taylor's judgment but chiefly directed

by her own The sense of the closeness of this rel a tionship is increased by 

the balanced and close-knit structure of the sentence telling about it . 

So far the information presented since i.he first sentence has been of a 

The real evils 

of Emma's situation were i.he power of having rather too much her own way, 

a nd a disposi. ti on to think a li ttle too well of h herself these were the dis-

advantages which threatened alloy to her many enjoyments This sounds

serious, but "The dan g er, however, was at pr esent so unperceived that (the 

disadvantages did not by any means rank as misfortunes with her." The 

seriousness seems lessened though it is merely stated that Emma di not know 
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of i.hose faults of he r s . Ii. i.s made less serious by i. he next statement

"Sorrow came - & gentle s orr ow - bui. not at all in the shape of any disagree

able consciousness . Miss Taylor married This is a brief bui. important

hint that Emma's r eal sorrow is i.o come from a growing awareness of herself 

and o f "the evils of her si tuation But the subject is abruptly changed

from Emma to the i.opic of marriage which is to be her prime interest through

ou t i.he b ook . Thus th e story is begun on a wedding day Emma is sitting with 

her father, thin k in g with pleasure of her part i.n p romotin g the match She 

continues to pro mote matches to act according 1.o her own wishes, to i.hink too 

well of her s elf, and to stri.ve i.o have oi.hers think well of her, so that

throu gh the lon g course of her mistakes she manages to avoid the disagreeable

c9nsciousness" until she is threatened with the loss of what she finds she 
. 

re a lly wants her own marriage to Mr . Knightley

Her main desire is indicated while she is reg rettin g i.he loss of Miss 

Ta ylor--i.he desi.re i.o attach herself to someone eJ.se. She does noi. yet know 

how to make a satisfactory relationship with another so she pr e ten ds to be 

ab ove making one, 1. o lon g f o r on impossible one, and concerns herself with 

matchmaking for ot hers instead What sh e wants is another like Miss Taylor, 

who had been a friend and companion ...intelli g ent, v:ell-informea, useful, 

gentle, interested in i.he ways of the family interested in all its concerns, 

and peculiarly interested in herself i n everyplea s u r e , every scheme of hers; 

one . who coulu meet her in conve rs at i on, r a tional or playful ." lhis 

souncis like a ciescripi.ion of Mr. knightley but in her search for such another 

relationship she tries first Harriet then Frank Churchi l l before s he finds it 

with Mr. Kni g htley. By that time it is satisfactory fo r she has g rown so 

that she no longer craves everyone's blanket approval and she has been through

the period of disagreeable consciousness. 

Then a s one be g ins 1.o learn of her nei ghbors, her town, and her time one 

can notice how th ai. a ll i s related to Emma. The structure of the sentence 



about Highburyis ch&racteristic of the arrangement of the whole book, and of 

Jane Austen's whole conception of the group, each part bound to each other, 

and all linked with Emma herself, Highbury the large and populous village

almost amounting to a town, to which Hartfield in spite of its separate l awn, 

and shrubberies, and name, did really belong, afforced her no equals This 

sentence in suggesting Emma's relations to the town, also suggests he r rela-

tions to the whole social system in which she lived. Jane Austen's or Emma's

conception of equals and of the importance of that concept in a way of life 

in a small English town in 1816, is very aifferent from ours in America in 

1938, To grasp the full picture of Emma, then, it is necessary for us to al-

ter our interpretation of such word and to attempt to provide a contem-

por a ry context for it. The novel itself c an be a context, but any additional

inform ation about the customs and thinking of that other day and place will 

help our g r a sp. This c .oncept of equals and many others such as the concepts 

of consequence, civility, or sense inin the next few sentences are also material 

essential for the final picture, 

The nature of Emma's existin g relationshi p s to people is su ggest e o in her 

a r gument wit h her father about Miss Taylor's new condition Thi s argument 

reveals Emma's reactio n s to Mr. Woodhouse's nervousness, his aistaste for an y 

ch a nge, his disl ike of marriages his desire for deference, and his wish to be 

always in the right These traits of his a re all used later by Jane Austen

in sh ap ing Emma's final r e lationship to Mr Kni ghtley. One sees Emma's traits, 

too, - her wish to be in the righ t, and her habit of wheedling her father, 

The first character added is Mr. knightley the sensibl e , cheerful brother of 

her sister's husband who is already a n intim a te friend and freque nt caller .

After he comes, one sees that Emma 's centre of interest shifts to herself, and

that what she now wants from Mr. Kni gh tley is his good opinion of her. 

An indication of the foundation of the coming relationships is g iven in 

their conversation When Mr. Knightley s ays tha t it must be better for Mr. 



Weston to have only o ne to please i nst eaci of two, Emma a g rees by saying, 

" Especia ll y when one o f t hose two is such a fanciful t roublesome creatur e ." 

This p l ayfu l rema r k abou t herself is t aken by her fath e r as r eferring to him. 

The clarification of t his e rror i nciicat e s the s hape of much of what is to fol -

low: reversal of opinion, straightening ou t of cie l usions , truth substituted

fo r fancy • And t he er ror i s no less luci.icrous th an the prog r e ssion of Emma's 

mistaken beli e fs that Mr . El to n wa s in lov e with Harriet or that Frank was , 

or wors e still t hat Mr . Knightley was. Then Emma adds informat io n abo ut her 

relationship to Mr. Kni gh tley by say; in g .t ha t he always li.kes to find faul t 

with her - in a joke. Her hurryin g on to s ay that she and Mr . Kni g htley 

a lways say what they like to each other s uggests Emma 's kind of misunderstand-

i n g , but her self - as s u r ance and good spirits carry her right over it The 

ne xt st a temen t i nd ica t es him a s the prob a ble pe rso n to bring he r t o dis ag ree-

ab l e consciousness " Mr. Kni g htley, in fact , wa s one of the few people who 

could s ee f a ults in Emma Woo dho u s e, and t he on ly one who ever tolci her of 

them ; and thou g h t hi s was no t parti.cul a rly a g r eeable. to Emma herself, sh e knew 

it would be so much l es s so to her father that she woulci not have him suspect 

her not being th oug ht perfect by everybody The clause - "though this 

was not particularly ag ree ab le to her", - b eca u se it is s u bordinate, helps to 

minimize the po ssibility of he r yet t ak i ng Mr . Knightley seriou sly, for the 

ma i n clause shows Emma's main concentration on keepin g her father from ha v ing 

the d isagree a ble experi ence of k nowin g t ha t anyone ciici not think her perfect. 

These be g innin g s ar e so far of about equal kina, not v e ry s e rious, not 

lik ely to promote change But the ch ange cioes be g in when Mr. Kni gh tley criti -

cizes Emma--not i n a joke . She has be gun by e xa gg er a tin g her part in making 

the match for Mi s s Taylor Mr. Kn i g htle.y 's doubts lead him to s ay, "You are 

more likely to have: done h arm to yourself than good to them , by i n t e rferenc e ." 

His wa r nin g her not to do it again s hows his int e r e st in her in her welfare 

and development but her reaction to this is to defy it . So Emma chan g es 



again adn her r eply to him is her statement that she has decided just to look 

about for a wif e for poor Mr. Elton. This prepares for increasing changes, 

and furnishes the foundation for all tha t is to follow, for her next attach -

ment t o Harriet and for her plans for the marriage be tween t hem . 

All the rest of the book is related to this first chap t e r in the subse-

quen t change or development of each element One way t o l o ok at t hese chEnges 

i s to isolate certain kinds an d think of t hem a s for ming pEtterns. Sometimes 

a pa tter n s eem s to be made from r epe titions or elaborations of a kind of be -

hevior; sometimes from g rowing desires or s h ifting effor ts to fulfill a de-

sire; s ome ti mes from the g rowth or decline of personal relationships sometimes 

f r om ideas and fancies expanding til l they are c onfirmed or e x p loded sometimes 

from increa s ing liken e sses shown among pe op l e, or places ac tivit ies, or events . 

These pEtterns are in the form o f progressions, r hythmically moun t ing unti l 

they merge in the chapter i.n wh i ch Emmma discovers herself and r e s ol ving on

t he lEst page Then the aifficulties and misunderstandings are cleared, and

the pe ople's desires have become c l oser s o tha t the f u lf illment of one becomes

the fulfillment of another also The reader is aware of the author's making

a kind of super - pEttern by he r shifting and emphasizing and consolidating the 

relati onships between t he partial patterns Fr om t his selecti on and handling

o f material one ge ts her comment on the picture of Emma that sh e is making . 

Th or ough examination of all these patterns would r equi re notice of the r ole o f 

every detail in the book Mention n f tw o pat ter ns will be enough t o indica te 

their nature and their interdependence Thes e are the progress i on of Emma' s 

self-knowledge and the progression of her attempts to fulfill her various

desi r es . 

The main pattern in the book , because it shows the main change is the

pr og r e ss o f her self-knowledge of her awareness of her self. One can see in 

the beg i nnin g that she has a ve r y limited and warped idea of herse l f; that she 

regards herself primErily as the perfect pers on she wants t o be . A sli ght 
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uneasiness during her planning of the match between Harriet and Mr . Elton is 

the first hint that sh e doubts her own perfection but when Mr . Eli. on is pre-

paring to propose to Emma, she is "too eager and busy i. n h er own previous con-

ceptions ...to se e him with clear vision" . .Ano she can't. t ake in John 

Knightley's suggest ion that Mr . Elton's real attachment is f or her She

walked o n, amusing herself in t he consioeration of the blunders which often 

ari se from a partial knowledge of circumstances, of the mist akes which people 

of hi gh pret ensi.ons of j ucigment a re forev e r f al li ng into ." When Mr . Elton 

does propose. , she is no t amused; she explains it awa y as inc onst ancy to 

Harriet or cirunkenness . But she does see how she has wr onged Harriet He re 

is her first remorse, and her first admitted error; one sees that she has the 

c apa city for knowing herself, and for s eeing what deluded ideas she had

" Th e first error , and the worst, lay at her door It was f o o1 i s h, i t wa s 

wrong, to take s o active a part in bring in g any tw o people t ogether . • She 

was quite concerned and ashamed and re.solveci to do such thi ngs no more ." In 

a moment she breaks this resolve by beginning to thi nk o f anothe r husband f or 

Harriet But s he catches herself, blus hes, and this time. l augh s at her own 

re.lapse , By that she has sidestepped th e first oppo rtunity f or f ac i ng herse lf ·. 

Then she is distr a cted by her next ab sorptio n in Frank Churchill . She 

fan cies herself his favorite, and whips herself up i nto a state of thi nking 

she i.s i n love with h i m. Not u ntil she begin s t o specul a t e about the future 

of their a ff ai r does her s e.lf - knowlea g e incre ase, This time she sees how she 

has been exa ggerating her own fee.lin g . a strongattachment cert&inly 

must produce more of a strugg le. than she could foresee in her own feelings

'I do n o t find myself making any use of the word sacrifice I suspect that 

he is no t really necessary to my h app i ness. S o much the better I certainly

wi 11 not persuade myself to feel more t han I do Of course this makes

her thin k of a Frankand Harrietmatch , but b y thi.s ti.me she knows of the 

danger of s uch speculations. When Harriet menti ons her new attachment to the 



man wh o saved he r, Emma cannot help be i n g p le aseo, andcannot resist g iving 

her little encouragement

The first real stock Emma takes of herself is after she h as insulted

Miss Bates Mr. Kni g hi.ley, whose opinion she has always valued g et s her 

t o s e e that s he h as b ee n u n grac i ou s u n f a i r . S he i s f ul 1 of s elf - acc us a ti on 

and mortification over her sno bbish neglect of Mi ss Bates and he r niece Jane

This becomes almost unbearable when sh e finas out about JEne's se -

cr e t en g a g emen t to Frank, and s h e is doubly grieved to think that she has been 

the second time th e cause of poor Harriet's unrequited love. 

This st a te of remorse anci. self -examination is t he setti ng for Harriet's

ann ounc ement that she is r eally interested in Mr. Knightley Then "s he tou ch-

ed, she admitted she acknowledged the whole tru th. . Mr. Knightley mus t 

mar r y no one but herse lf. Her own co nci.uc t, as we ll as her own heart was be.-

f o re he r i n the same few minut e s. She saw it all with a clearness which ha d

never blessed her be fore." Here s h e reaches true knowledge of herself, an ci. 

thou g h she exaggerates a s usua l, she does se e the na t ure of he r meddling ac -

tions; an ci. she does see that human r e l at io n ships are more than wha t sh e rne rely 

fancies th em to be This revelation coi nc ia e s wi th her discovery that she has 

been acting contrary to the true wishes of her own heart Thus t h e major pat-

t e rns me r g e at this p oi n t, and the rest of the bo ok is conce rned with her win-

n in g Mr. knightley Now she can s ee that the way 1. o win him is to became the 

kind of g irl he has tri eci. to help her 1.o be. She is neve r at e a se, even a fter 

their engagement until her remorse over Harriet is removeci. by Harriet's mar-

riage 1.o Mr. Martin While her self-knowledge has bee n progressin g , there has 

alsobeen a pro g r ession from her blinci. attachments to Miss Taylor Harriet and

Frank Churchill 1.o this clear-sighted love for Mr. Knightley

That wish to attach herself to another is related to all her other de -

sir e.s, The pattern of her a t temp ts to f u lfill th em i s complex for ii. i n-

cluae s h e r co ns cious ci. esi r c to make matches her helf - consci ous ci.esir e s to 
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Emma has become cleEr . 

wh ol e. . Jane

Austen's fin:l comment comes only with ihe closing episode theywere

befriended . Mrs . Weston's poultry-house was r obbeo one night of all her

turkeys . Pilferingwas housebreaking t o Mr . Woodhouse's fears Re was very

uneasy and bu t for the sense of a s on-i n- l E. w 's protection would have been

u noe r wretched alarm every night of h i s li fe . Now Emma ca n be maried

in the Highbury that afforded he r no equalls to the mr n who loved to find

The pur po se of s uc h an analysis as t h i s i s t o po i n t out some of the ele-

men ts of thi.s n ov el, and t o remind you that i f you don't look you won't see

What y ou get ou t of any book depends ultimately on your previous experi ence 

and hab its, I h o p e you r experience of t h is analysis will contribute t o y ou r 

n ext reading perhaps of Emma

Ca theri ne Osgood
Art Series III
Ma r ch 17, 1938 
Benning t o n Col leg e 



Sent ences fromEmma

Emma Woodhouse handsome cleaver and rich wi Lh a comfortable home and

happy disposition seemed to unite someof the best blessings of existence; and

had lived nearly twenty-one years in the w orlc with very little to 6istress or 

vex her .

her father was a mo st affectionate indulgent father . . with habits

of gent le se l fishness and of being never able to s uppose that other people 

could feel differentlyfrom himself

" Mi ss Taylor's mildness of temper had hardly allowed her t o impos e any

restraint and . Emma had been doing jus t what she liked h i gh ly esteem-

in g Miss Taylor's judgment but chi e fly directed by her own

" The. real evils of Emma's situation were the power of having rather 

too much her own way and a disposition to think a little too well of he rs e lf; 

these were the disadvantages whic h threatened alloy to he r many enjoyments . 

The danger h owever, was at present so unperceived that t hey did not by any

means rank as misfo rtunes with her." 

"Sorr ow came - a gent le sorr ow - but no t at all i n the shape of any dis-

agreeable consciousness . Miss Taylor married

a friend and companion int e lli gen t, well-informed usefu l, 

ge ntle, interested in the ways o f the family interested in all it s concerns

and peculiarly interested in herself, in every pleasure every sch e me of hers; 

one who could meet her in conversation rational or playful

Highbury the large adn popu l 0us v ill age almost amounting to a t own , to

whi c h Hartfield i n s p ite o f its separate lawn and shrubberies, and name did

really belong, afforded he r no equals

"Mr. Knightley likes t o find faultwith me-- in a joke

" Mr. Knightley in fact, was one of the f ew people who cou ld see faul ts 

in Emma Woodhouse and the only one who ever told her of them; and tho ug h this 



was not particularly agreeable to Emma he rself, she knew it would be so much 

l e ss s o to her father tha t s he. would not have h i m suspect her not being 

thought perfect by eve r ybody ." 

You are more likely to have done harm to yourself than good t o t hem , by 

interference

too eager and bu s y i n her r wn previous conceptions to see him wi t h 

clear vi sion

"S he walked o n, amusing her s elf in the consideration of th e. blunders which 

often arise from a partial knowledge of circumstances of the mistakes which 

peop l e of hi g h pretensions o f judgment are forever falling into ." 

"Th e f ir st error and the wor st, layat her door It was f oo lish, it was

wr 0 n g , to take s c. active a part in bringing any two people together She 

was quite concerned and ashamed and resolved to do such thi ng s no more

"I do no t find mys elf making a ny use of t h e word sacrifice I sus -

pect that he is not real ly necessary to my happiness So much the better . I 

certain l y will no t persuade mys e lf to f eel more than I do

"She touched she admitted s he acknowledged the whole truth Mr. 

Yni g htley mus t marry n o one bu t herself . Her own conduct as well as her own 

heart, was before her in the same f ewminutes Sh e saw it allwith a clear-

ness which had never blessed her before

they we r e befriended Mrs . Weston's poultry-house was robbed 

one n i g ht of all he r turkeys . Pilferingwas housebreaking to Mr. Wood

house' s fears He was ve ry uneasy and but f o r the s e nse of a son-i n- l aw 's 

protecti on , would have bee n under wretched alarm e very ni gh t of h's life. 



Language as an Art Medium

The literary &r tist, like I . s . E l iot ' s Mr. Swe e ney , has " g otta use words

when (he) talk to you Words are not pu r e symbo ls, they are imperfect 

symbol s which t hrough use become loaded with subjectivity. They heve no in-

heren t powe r of mirroring actuality they are substitu te st imuli , with no 

other p ower t o awaken ideas in our minds than that which they have accumulated

from having been previously associated in our experience with these ideas

Each worci drags after it t he psycholog ic a l stu ff of a pe rso n, a race . The 

lo g i c2 l el e ment in man has f reque n tl y be en disturbed and irritated by this i.n-

ev i tEble tendency of the word to take on flesh, the symbol imperfection Per -

heps h e has always felt that the curse of Babel wa s about to descend upon him; 

certainly he has laboured heroically from time t o time at t he task of s cou ring 

h is weapons h is words against 1.he expected on r u s h o f chaos Stuart Chase is 

me r ely the last for the momen t, of a long l i ne . 

Bacon calledwords the Idols of the Market-place and considered them 

"troub lesome"; the sci ent ific enthusiasts of the seventeenth century regarded

words as one of the greatest obstacles to the advancement of learning and the

Roy a l Society in 1661 demanded that its members i n their writi ngs bring all

things as near t he Mathematical plai nness, as they can". Language as exact

and colourless as the mathematical symbols x,y,z has been a perenni a lly fasci-

nating ideal to man Sch emes for an i nf8llible universal language abound and

n one mor e remarkable I feel certain than the Reverend John Wilki ns' Essay 

Towards a Real character and a Philosophical Language 1668 in which he bold-

l y attempted to reduce everything in the universe. " to fo rty Genus's adn then 

by a bewilaering combinationof lines, curves loop ho o ks , and aots, to de-

vise for each thing a symbol which wo u lci denote its g enus and s pec i e s. "God"



is symbolized by a strai ght line; if an a cute angle is added on the lef t side

it becomes God the Father", and so on. This universcl sign language may be 

transferreci to an y particular language and among teh fascinating examples of 

the possibilities of the English alphabet which Wilkins g ives are these: God

becomes Da Idol da Spirit, Dab and body odab Wilking Universal Lan-

guage embociies the aim, however fa u lty his executio n , of the s cientist, to 

limit, fix, and meke his language as precise and objective an instrument as 

possj_ble; but for the literary artist it is the fin a l degradation of worcis: 

language strippeci. to the bone of pure symbol, shorn of its rich covering of 

subjectivity, and become marks mere tags to be attached to thin gs. 

For t he literary artist cannot accomplish his task by means of the pure 

symb ol a l one. Language logicallyand scientificclly used can never convey to 

us the sense of sin that sweeps over Stephen Daedalus as he c onfesses to his 

priest: His sins trickled from his lips, one by one trickled in shameful 

drops from his soul, festering adn oozing like:. a sore, a squalid stream of 

vice. The lost s ins oozed forth, slugg ish, filthy. There was no more to tell. 

He bowed his head overcome Pure symbol cannot describe the First Church in 

Old Benning ton with a full moon behino it, or the face of a friend Only a 

suggestive emotioml use of words in which log ic mayplay a negligible pa rt, 

can bring us these intimate realizations G. K. Chesterton puts the difference

between the emotional and scientific uses of language amusingly but incom-

pletely, when he s ays: 

if the e xtreme l ogician turns for his emotions to 
poetry, he is exasperated and bewildered by ciiscovering 
th a t the words of his own trade are used in an e. ntirely 
different meaning He conceives that he understands the 
word 'visi ble', and then finds Milton applying it to
d a rkness, in which nothing is visible. He supposes that
he understands the word hide and then finds Shelley
talking of a poet hidden in the light That is why 
the common arithmetician prefers music to poetry. Words 
a re his scientific instruments. It irritates him that
they should be anyone else's musical instruments." 

Chesterton leaves us with the impression that this non -l ogiccl 7 poetic use of 
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worci.s is vague or fa n tastic. It is not. Visible as we finci. it in the 

First Book o f Paradise Lost is not there solely for its musical values: 

"A ci.un geon horribl e , on all sides round
As one great furnace flam'd yet fr om those flames 
No li. ght, but r ather darkness visible 
Serv'd only to discover si gh ts of woe
Regions of sorrow doleful shades where peace 
.Ano rest can never ci.well, hope neve r comes
Thai. comes i. o all

It is used with the most precise i ntent i on , t o cnnve y vividly p owerf u lly the 

sense of desolation and ho p e l e ssn e ss that came u po n the fallen Satan as h e 

gazed at the dungeon whose flamin g rim gave forth not the h ope and comfort o f 

light but served only to reveal a darkness of "si g hts of woe and doleful

shades Swinburne's blind lips" is not a momentary biological aberration

but an attempt to fix e x a ctly the subtlest of impressions It is to be justi -

fied n o t b y its verif iability in the logical world but by its effect in the 

.Amy Lowell's definition of I ma g ism embodies the aim o f lit e rary art "a 

cl ea r presentation of whatever the author wishe s t o convey. Now he may wish

t o convey a mood o f indecision in which case the poem should be indecisive

he ma y wish t o bring before his reader the constantly shi fi.ing and changing

lights over a landscape or the varying at tituaes of mind of a person under

stron g emotion, then his po em mu . t s hift and ch ange to present this clearly." 

The nat ure of language comels the poe t or novel i st co n tinually to experiment 

wit h new combi nati.ons of language to ring the old changes upon words in a new 

way, or to i nvent new ways of stating thing s, in order to carry o ver the exact 

thing he wants to say With the most subjective, irrational use of l a n g uage 

he may achieve the mostprecise of ends It is becau se the means have been

confused wi th the ends that imaginative lit e rature has at times bee n distrust-

ed or i gnored It is the end the effect that is imp ort an t: in 1 it e r a t ur e, 

whatever may b e i. ru e in morals or politics, the end justifies the means
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How, then does language ope rate 1.o produce its effects? What happens 

t o us when we read silently the words of poem or story? Watch a child in the 

early sta ges of reading and you will pr obably see his li ps laboriouslygoing 

thr ou gh 1.he moti ons required. to produce the sounds of the words th ou gh no 

sound escapes his li p s. Education and practise drive these movements insi cie ; 

we cease to wear our phonetic he arts on our li p s, but movements, h owever 

sli g ht, of the vocal chords still go on. Woros have not only a feel, but a 

sound we cio litera lly read to ourselves - an inner speech accompanies the 

words taken in by ou r eyes. It is difficult to catch t he mind at work here, 

but some s ort of speed-up process seems to tak e place in swift reading we 

slur syll a bles, truncate words or pa ss th em over But whatever the individ-

ual shifts adopted s o me f orm of inner speech is a necessary accompa niment of 

their reading for the majo rity of people. A min ority of readers h owever, by 

s ome process of sh ort-circuitin g , which I cannot explain, hEve acquired. the 

a bility t o take in the meaning of a p rinted page by the eye alone, with no 

need of an accompanying suppressed vocclization. This is obviously a quicker 

way of readin g , and as man becomes more e.fficient at this comparatively recent-

ly acquired skill of his this ability may be more gener al l y developed The 

effect, if any, up on liter a ture of a wide-spread urely visual reading is no t 

easy t o gauge. Possibly an increa se in ficti o n of the "headline" presentati on 

which J ohn Dos Passos uses in certain secti ons o f his trilogy, or in poetry, 

an extension of the E. E. Cummin gs typographical gynnastics Many of Cumming's 

poems are s o difficult t o read with an accomranying suppressed vocalizati on 

that it seems possible th ey were written prima rily f or the reader who can en-

compa ss them s olely with the eye. 

Not only do we sc or e our reading with sound we also illustratewith pic-

tur e s. Visual image s are such a common accompaniment of reading that it has 

at times been assumed that the primary aim of words is to evoke visual ima ges 

in the mind of the reader Seventeenth and ei ghteenth century critics fre-
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quently speak as if the way to the poetic heart lay exclusively through the 

eye, and poetry only s ucceeded in evoking emotion when it produceda vivid 

visual ima ge in the reader's mind 's eye This visual bias shows itself in 

criticism from time to time; re a aers are to be found who habitually demand a 

succession of pictur es from the poet, and from the novelist clearly detailed 

sce ne s and characters recogni zab le on the street, and consider themselve s fob-

bed off when they don ' t ge t them . The persist en t vi s ualizer, however, runs 

some risks: it hes been remarked that the Song of Solomon, when fully visual-

ized, becomes riotous non s ense : whoever ii. has been asked, saw a woman

with breasts that looked like a pair of roes and hair like a f lock of g oats?" 

But many people do no t immedi a tely translate a visual word int o a visual image

other s consider themselves almost incapable of r esponding with a mind's eye 

picture; an d others still claim to think entirely by me an s of images - individ-

ual capacities of visualjz a tion varyenormously . Words may evoke most power -

fully "image s" of s ouna , smell, touch and movement, and they possess an im-

portant range of p ow e r s beyona the purely sensuous field . 

We respond to words in many ways we may r eact to the word in terms of 

its precise meaning, defi niPg it hastily in our minds by means of a synonymous 

term, or ad din g to it other exp l anatory or limiting words; we may translate it 

into a aefin it e image of t he thin g named - some readers are so concrete minded 

that t he word braverywill no t call up them any abstract idea of f or t it u de 

but the picture, say of a soldier in battle we ma y regard the word as a thin g 

in itself, qui te apart from its meaning and respond to it as visual form; 

we may hear it as musical tone appealing to th e ear alone or we may respond 

to its emotional mood, or associative values rather than to its intelligible 

mean in g The varieties and combinations of these responses are infinite . 

If it has seemed at times curing this discussion of the effects words may

have upon us that we are the passive instruments unon whi c h they plEy that im-

pres s ion must be erased at once . The response to words is an activity which 



may involve the whole personality of the reader the total sum of his inter-

ests. No one would accuse Edna St. Vincent Millay of attempting i.o hide her

ti light b l of i t lligibility yet of 62 Cambridge under-poe ic i unce r a bushel of un 1n ell igi bil i e

graciuai.e s who were asked to write their impressions of a sonnei. from The Harp

Weaver , 17 declared themselves unable to make out the mere sense of the poem , 

and 24 failed to understand ii. without re al izin g their failure. the sonnet 

reads

What's thi.s of death from you who never will die
Think you the wrist th at fashi.one ci you in clay, 
The thumb t ha t set the hollow ju st that way
In your full threat and lidded t he long eye 
So roundly from the forehead will let lie 
Broken forgot ten, unde r foot some day
Your unimpeachable bo dy, and so slay 
Th e work he most had been remembered by? 

I tell you this : wh a tever of dust to dust 
Goes down, whatever of ashes may return
To its essential self in its own seaso n, 
Lovelin e ss such as yours will not be l ost , 
But , cast in br onze upon h is ver y urn, 
Make known him Master and for what good. reason . " 

The poem i s adci r essea to a human being; Mr . Richards suppl ies a prose para-

phrase which runs : "You should not think of death for you will not ciie. 

is inconceivable that Goa having macie you so perfect will let you perish, 

It 

your loveliness is too g reat to be lost , since when Goci ciies your ima ge will 

will be pe r manently retai.neci as a memorial of his skill as a cr ea tor". Many 

of the students' commen ts on this poem are like the following "F a il u r e of 

communication, as after the 20th reading the nature of the addressee was still 

obscure"; "I cion't uncierstand whe ther the poet is addressing a woman or a 

statue "I am no t quite sure whether the person addressed is the most famous 

statue of a great sculptor, or a beautiful human being"; or quite an in gen-

ious way of sayin g that the artist has made a cast of a beautiful woman

The s e examples of a failure to arrive at the mere prose meaning of a 

poem have not been quoted. in order th at we may feel a cozy sense of superior-

ity . On the c o ntrary . It is just possible that there , but for the grace of 



Page 38 

Cambrici.ge, g o you and r. The worci., as anyone who cares to consult I. A Rich-

arci.1 s Practical Criticism will finci. ample proof, does not spring clear and

shining from the printed page. The ac tivity necessary for a reader to real-

ize a poem fully may be a s intense as the effort required to understand adn

appreciate mathematics Criticism hi.storioal; psychological, interpretative, 

may help us, but there is no genuine substitute for the activity which we must 

be ready to enter upon when we are faced with a work of imag inative literature. 

The fact that words may be taken in a variety of wa ys enables literature to 

achieve its greatest g lories, but it also proci.uces the most pressing problem 

in its appreciatioon . The nature of language makes possible to lit e r a ture a 

tremendous range of effects, and it constitutes almost a standing invit a tion 

to carelessness of interpretation. Because. words may be taken in many ways

we are t oo oft e n c on tent t o take them in any way carelessly i gnoring the con-

textual clues to the th ough t or feelin g they embody F or in literature the

word is never in isolation it means what ii. does because it is part of a 

disposition of words which modify combine, or c o ntra st with one another in 

various ways The word age has several senses which we all know; in addition

it has a l ook , a sound and a feel and beyond t his it has a ran ge of ass oci-

ated ideas such a s dignity h onour, defere nce, p0wer, experience, decrepitude

and the like. Any of these f a ctors in the total meaning of the word agemay

be brou g ht into play bu t it will be influenceci. by the words that surround it, 

so that we may pick oUt from among these possibilities the particular meaning , 

or meaning s, called for in the work. Upon some readers an isolated wordwill 

work only too well touc hin g off a train of pseudo-activitywhich bears no or 

little rel a tion to the value the word possesses in the g iven context. Mr. 

Richards' students provide some interesting examples of this in their impress-

ions of AlfredNoyes' sonnet for The Ei ghtieth Birthdayof George Meredith

(which was untitled and the au th or's name withheld in the interests of the 

experiment ) The sonnet be g ins with the lines, 



A Health a ringing health unlo the king

Of c. ll ou r f-13cri~ . -t.oS.;.yi - -·- --" 

One stuci en t r e.p li e ci, 

" Prc;juci.ce. a g <::inst f ir::t l i r.e. . N0bc·O.y vrorships 11-ie. 1<i!'l, anC. pa tri ot ic verse 

tencis t 0 be in sin0e r e "; :..no1.he r, "'Kin g ' 2sst-ciz t e~'. it3 elf in my mi nu wit h 

Tyranny, <.n impo ssi ble subje.ct I L' !' p 0clry ''; enc a th irci , "-i,s t 61.cunch r oy 1: l -

isi. enci on e wh o l ovei5 i. o si ng 1·ri_th. a ll h is might c.nci m< i n i.h e: i. g renci. o lci song 

' Here 's & Fe~li.h u n t o F is M:..jesi.y ' I hc.ci thnu ght :..f t e r r eeci in g the first li ne 

to enjov this little p oem . Bu i. what a ciis appointment ." A closer a tte ntion to 

the ph r a se "o f e ll our heart s" mi ght hc.ve provicieci z olue that t he king we:s 

not Geo r ge V. In an y <.t i. empt to <i.iscover wha t lit e r 2 ture is saying , 2 too 

gre a t susceptibility to t he worci ma y be qu i t e <.s prejuciiciel es « herdening 

of the he c. ri.. 

Too often we r espon ci t o lit e r a t ure wi.th re aciy -mEci ~ a ttitucies, roya list or 

republic 2n, or we i n terpol a t e ir r elevant pers onEl ~ xp erie nce, or we pa ssiv e ly 

a l low worcis, scenes , c h:.. recters t o t ouch off fl oo cis of r eminisc ence , rosy ci ey-

cire am s, wi s hfu l r econst ruct i ons of our pa st which ~ty, but probably will not, 

h c. ve anything to cio with t he work in hEnci . This i.enciency, which a t times goe.s 

so f a r as t o inv olve a reversal of t he r ole o f write r anci retcier, spring s from 

the nature of man . Cli.ve Bell, i n his little volume "Ar_'.·_" , se:rs thet " To ap -

p r eci2te a wor k of e;rt we neeci. bring with us ncthi!lg frcm life, no kn owlecige 

of its icit; as ana affcirs , no hmili"'rii.y wit h its efT\oi.ions ." He sped:s i;s if 

we mi ght sucioenly ciecicie to l c;y c.. si cie our heElth, hi3i.or:-, <n o e nvi ronmen t; 

but t he ciifficuli.ie s of sup posin g t b& t our men t c.l furniture rnc: y be rnyster i-

ously r emove d from the ga rret c;n o our lib ici os s neckeu ou t the ce ll ar cio or 

when we sit ci. own to rec:. ci. c· book are enormous . In practise we know that ex-

perie nce enriches e normously our r eeciing, th 2 t it ls imp ossihle for us t o c:p-

precia t e litera t ure which m2~es use of experience utterly foreign to our own. 

Bu t we are less conscious of the po ssibilit y th 2 t our personal experience m2y 
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be irre levant, ana mby r~sult in t he aisto~tion of our response by t he intro-

auction of somet h in g ~hiuh ~0es not pr operly be lon g to it &t i ll. Sometimes 

it is very ea sy to dEci~e that experi ence is 11r,. lev an t, En a when I was r e -

minaea aurin g one of th e movemen ts of the da nceo epi lo gue to Electra of the 

ant ics of Miss G raci~ Al len in the motion pictu r e ~ D~~~n Distress, I had 

n o aiffi c ulty ln re jecting th e r ecollection as an irrel evan t person a l i n tru-

sion i nto a work o f a rt, not a commen t upon the content of Miss Ma rt ha Pi ll's 

choreography. But th e r e a r c other cas e s where the t_ g \ is l e ss ea sy to apply. 

The only preventive , as I s ee it, again s t t hese intru sions of th e pe r sona l in 

literature is a s~ a rpenin g of ou r awareness to woros ana t hei r r elat i ons with 

one an othe r• 

The activity which we call r eaain g has for i ts eno th~ aiscov e r y an d re-

al i zation of wh a t is in a wo r k of literature . Lit e r a t ure is a n arraegement of 

W6~~~ SO intimate, interlocking, ana aepenaent One Upon the ot he r that it is 

only by the closest a tt ention th a t we s hall be able to select out of t~ e many 

pos sibilities t he meaning, or mea ni ng s, th a t is i mb e doea in the arran i ement . 

rt is only when we have succeeQea in doing this that we can properly be s a id 

to ha v e r espon aea fully t o a work of literature; ana it is only t hen that we 

are in a position to ju a ge our experience. All questions of value, it may be 

st a ted dogma tic al ly, are po i n tless until we heve aiscover e a what it is we are 

eve~uatin g . But va lue is enother story, ana Mr. Gr ey is t he teller. 

John R . Crei ght on 
Art Series: IV 
Ma rc h 1938 
Benn ing ton College 
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J;rt as a Voice of Time 

The Frenc n p~ilosoFhsr Taine s ays 2 creative artist is always the proci-

uct of his ·c]mc; Tf he is righ t, it means that a work of 

art is, so o.o spe:.k , •.h ·~ -r0 ~ce of a par t1cul c. r perioo of time as liveci by a 

particular peo~le !n a particuler lan~ . As if, for example, a North American 

author t ociay wer e by ch~~c e to write en tistoric!l nov~l abou t tne first set-

tlers of Cr e ~ e , his work woulci r e~ain none the less 1 reflection of 1938 an d, 

further~~re, 1 9~8 ES lireci ty an American anci not a Chines~ or a Russian. 

These Fu Pro: a ci anc ient Cre i.Ans anci their life, in s pite of a ll possible accu-

racy i n th~ir por~~aya l, woulci mirro~ in one way or anothe r, American thou g ht 

anci feeli ng . The authcr woula sooner or later betray himself enci r e present 

unconsciously his own time wi t h its pec uliarities, thoughts, ideals, anci ten-

dencies. 

J;t .first , this theory seems ab solutely correct. For it is true the 

sculptu res of Grecian &n tiqu it y , in their noble simplicity, r eflect not only 

t he s pirit of pf,rticula r artists bu t th a t of an entire period, which consio-

e r c ci only human bein~s a ~ beEut iful as gocis worthy of be in g sculptureci . On 

the other h2nci, the apes of a Moselsio, with their hum<nlike souls, coulci only 

originate in a ti ~e which h~d le a rn eci to consicier apes es close rel a tives of 

man an ci which e ttrtbu tes 1o tumrnity a ntture not altogether g ocilike. Tiziano 

coulci pa i n t ~is robu st wo men only i n en ere remot e fro~ our icie a l of ciieting 

end st [ rvin >; . 

Not only sculpt-Ure anci ps i n ting bu t also lit ·:o r atu re, e s f8r beck es 2000 

ye-c;r s B.C., r eflec ts the fashio ns en ci t;;st e of t he time. We learn from Homer 

how t he Greci E- n la<iies wore their hair; from the Ro:n2n s ;; i.i.rists that the 

wom e n's stoc~in ~ s were even then es thin as cob- we bs and t h~ t in Imperial Rome 

not only wome n bu t also men usea mokeup, lip stick, 8nci n~il polish. From 



the Germ~n poets one cen aeterm'ne sccu r at ely whet he r a worn~n o f & pariicul& r 

period sh oul d be ~l en~er or flt; ~h~t he r to be crnsii~red pre t ty she h&d to 

w~ & r her hei r bobbe~ or, e s described by storm (sa ~Rgerly re a d in Amsrican 

hi g h schools ) she had t0 wear e t th G nape of her ne e'!<, "A 1<-not too heavy for 

her delic c;te ne ck", Bui. not only ~b;-..:!;_ an c rtist sa y s but t1i e Y!.'!3.1.. he s::. y s it, 

often reveals the taste of his t i mes . F or just ~s you CEn determine from the 

style of a building to wh a t epoch it bslongs, so from the l s n ~uege used in a 

Germen poet ic wor~ you can tell whether it ori g inated in a time dominated by 

French i nf luence or in an epoch, like 1914 or today, when the u se of forei g n 

woros is considered treasona ble. Here, of course, the ori g in of wh a t is meant 

by taste End style, lies deeper. 

The spiritu a l, politicel, end sociolog ic a l tenaencie s of a period, its 

philosophic attitude, put their stamp on a work of a rt ana th u s da te it . Re -

li g ious c oncepts, whether pa ga n, Christi on, or Jewish, h Eve El wsy s used arts 

as their meaium of expression, For medieval arts, the Church ana Ca th ol icism 

whether accepted or rejec ted, were t ak en for gran te ~ just as t he Greek go ds 

were for Homer, wher ea s, in the mode rn Russi En lit ~rEtu~e, God End the Church 

a re not even menti on ec except in E oero ba tory sense. The te ~ching of the g re a t 

c ontemporary philDso p hers End scie n tists also is incor parEtec in the works of 

the poets . Often th e r e ader g ets his k nowle~ ~e of th ese t heor ies indirectly 

anc unknow i ng ly thr ou gh art s. As i.e. the classic G ~rman &u thors, G~ethe an6 

Schiller, g& ve p oetic express· c:·n t::i the plt ili:·.s oph i es of i(ant anCi Spinoza &n6 

mo6e rn pr ose in g re a t pErt wnu l6 b~ unt h inkab l e wit ho ut nn6e rn p s ychology , 

especially Freua. 

The str ong est influence on lite r ature, h owever, com~s from t he s cc i olo g-

ic a l structure o f a time. Every socinl~ ~ i ca l epoch h~s i ~ s chE r tc t er ist ic 

ice tl for humanity or Et least a t ype of persrn~l~ty w~lch it c~nsite~s worth 

striving t owEr~, anc th er~f~re worthy of being ~e r p0t~at~ u in the arts. A 

g l a nce a t mo cern Ru ssi an liter a ture sh ows th~t in Russ i~ t o~ay t he Pr ol eta ri a n 
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is the cen t e r of i nt e rest Lnc t h e emb oc• mcn t of ~h e h i ghes t p o~er, whe r e &s 

Ge r men lit e r c t ur e of t oacy sl--ows i.b c s 0:!. '.i'ce r <nc ~he pc.: s e nt E S p l Lyin g the 

fi r st vi o l in . Tre incr ::::c.i sin ~ imp or·t t nce g i -ven t h ·: b oun geois c. na b ou r ge ois 

pro b lems s t c, r t i ng wi th t h ~ lest of t he Mid~le Ag: s , c 2n be g 2t bc r ed f rom a 

st udy of t he li t er~t'..l r e of those ye r.rs . Mir r ors o f i.'.le1 r ti me , t he poe ts 

t et·ch u s <·11 t he det r ils cf b')u r ge0 i s poi nts of vi ew c.n6 c onci.it i ons of lif e . 

How fL r lit e r a t u r e is t he r e f l ec ti on o f the et h ic &l s tc.naEr a s of e wr i te r's 

pe ri oci. c c.n be le a rnea by r e Eci. i ng to d Ey L bo ok of thc t b ou r ~ ois epoc h wr i ch 

ch"ll eng es c rr . .., ~ ri s ,1 n wii.h ou r own p~ ri o ci s o ch<ng e.a fr om t he s tan a p oi n t of 

cu lt u r a l h ist ory, i. e . th e iay lli c bou r geo i s poe tr y with it s t em p o a s yet un-

con t ami na t e. a by au to or s ubwa y , is e Esil y r ec og n i ze d as a v oi ce fr om a n ea r -

li e r c e nt u r y , even i f t he r e ede r does no t li ve i n New York . Es pe c i a ll y the 

st c.tu s of woman , a s a e s c ri bea i n lit er &t u r e , is a n e c ho of the ti me : t he 

p r ob l em of l ove wit hou t m~ rri a g e , of a dult e r y c. na ill e g i t i ma t e ch il a r en , con-

s t an tl y occ u rrin g l e ss than 1 00 y e a rs ag o as t he mos t i mp o r t an t l i t e ra r y mo-

tiv e s a re no l on ge r tr ee. t e a s c ~r c. g ic a ll y t o aay . Th e y a r e s ~ me times t aken e s 

me tter of f act phenomena or a s subject ma tt e r for mecic ol journ~ l s r a t he r tha n 

for lit enture, a s i.e. t he s ubje c t o f b irt h co n trol. The Gre t chen t re g e ay in 

Fau st a n o t he trD g edy of He st e r Prynne i n t he Sc e rl e tt Le t t e r , i n sp i te of 

t he ir pe r manen t lit e r a r y v e l ue, are in E wey voi c e s f rom e b ou r g eo i s worl o of 

a l imit e d peri od. Con flicts Erise e t t he beg i nn i ng &n6 the end of t he b ou r-

ge ois ep oc h , c aus e.a o n t h e on e hend by i. he t r e ns i t i on f r om i t e medieve l ~orld 

of kni g hthooa to t hc t of bou r geois i e , o n t he othe r by the t r~~ s ition s ti ll 

g oin g on toaey , fr om t he de.cl i nin g t.ou r g eo i sie t o t he r i s e of the pro l etar i c 1. 

The s e. co n f l ict s f in a expre s sion once &g t in i n a r t , e spe cic. l l y in l i ~ftr a tu r e . 

I~ e. t he mi selli a n c e between e mi do l e - c l e s s mbi oe n eno En a ristoc r a t , & pro b-

lem which to a • c·C. e rrt ·J.meri cen wou la pro bab l y s eem just funny , i s one of th e 

vital lit e r a r y examp l e s o f su ch c onfl i c t s . The wo r k s of the g r eat c l a ssic 

Germa n au thors ar e full of s uch si tua t ion s . J.. t t he o t he r ext r eme, t owa rd the 
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ciecline o f the epoch, one of the chief motives in literature is the awakene6 

conscience of the b ou r geois towar6 the un6er- privilegeci and weaker creatures 

as i.e. proletarian, children, women. 

Just as t he sociolo ~ical s t r ucture of a period is expressed in arts, so 

its political views . I will not quote examples from the mo6ern German, Ital-

i an , or Bussien literature because one might consicier the output of those coun-

tries tocay pu r e p ro pagan6a an d not art. But just a s in those countri e s tociay, 

so ev~r y count r y ha s alw a ys put its political stamp on its c ontempor a ry arts , 

}row much eve n Goe the, wh o doubtlessly transcends the limii.c.ti o ns of time Dnci 

sptce , b ~ e rs t he ~a rk of his peri ~ ci, I disc over wh en I ree6 him with my stu-

de n ts he r e . A ~orci interpr e teci by them as po rtr aying almost submissiveness or 

ser v ility meo ns t n one wh o ha s lived uncie r e mona rchial f orm of gov ernment 

jus t the t 0ne of the cen t ury . It woulci le a d t oo far a field to show here that 

t he dem ocrati c i6etl a ls o , like every other po litic a l ten6ency, fines an out-

l et in c on tempora r y a rt En ci lit e r a ture . Poe tr y is rich in war anci rev olution-

a r y s o ng s , Enci fi c ti o n pr ovi de s n o en6 of book s which either gl ori fy war (like 

publicEi.iGns curin g i. he Worla Wa r) or a6vocete peace (usually in a peri od fol-

l owin g a wEr). All of thes ~ &re v oices End echos of t he ir ti me . 

Closely a ffiliatea with po litical v iews a re ph il osoph ic a l theorie~. I am 

unc e rt ein under which he Lcii ng i.o discuss t he fact t ha t t he liter ature of the 

past few centu ries emphasiz~d t he indiv i dual while ou r present time begin s to 

stress p r oblern3 of cl< sses , r.E ti ons , or ot her colle c tive g roups. Here a ga in I 

r•'ll n ot t hink i ng of p olitic &l pr opr.ganci.a using ar ts c. s an instrument, but o f 

r e&l 2r t a s an e na. i !l ii.self . I. e . of books like Werf e l's " 40 Day s of Mu s ah 

Da g h" where he ci.e.t-l s wit h t he .Armen i:oins, or of the. sc.me. au th or's "Et e r nal Road" 

where t he J ews a r e discussed. Liter a ture. he.r 0, t 00 , mirr ors the time, which &1-

t oge ther sh nws l c.s s in t e r es t i n t he incii v ici.ua l t han in the. gr <)up to which he 

belon g s. 

Just as th ou~r ts, theories, ideals anci. tendencies finci. their expression 
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in liter c ture, consciously or unconsciou.sly, so <io ac tu 2l fec1.s 2n<i oc0urre nr-e s 

• e ll the wey from 1.he si~ples1. even1.s of every ci.ay life 1.o hi storic a l sit-

u&1.ions an<i scientific disc overies. As i.e. when you open Sinclalr Lewis' 

"Babb itt", you hear on the very firs1. pages no1. only the t ooti ng of 1:n1<d..omobile 

h orns, but f e e~ the entire tec hnique of 1. he 20th cen1.ury; jus1. s o in Goeth e's 

works (n c 1. c-nly in his letters c..na his eu 1.obi og r~ phy) y ou fin<i. the ye ll ow me il-

co ach e nd hear, as befits the r omen tic sen1.imenttlity ~f his time , the driver 

sing ing or blowing saa mel0dies on his h orn. We.rs 10n6. r e volutions, le g al tri-

als end e a rthquake~, floods, inventi 0ns ana shipwrecks fina their ech o n o t only 

at P ollywon d but c, lso in art ana lit eratu re proper. F:>w long the echo res ounds 

depends up?n the im po rtrnce of the even t. The ~orla War still reverberat e s in 

the· European literature, in b C'c-ks which must be clec,rly disUnguished fr :- m 

th ose which ffi[ke us hear c..lready the rumblin g of the next storm. Economics 

2 nd socitl even1.s Pn <i re a littes like <icpr e ssion, prosperity, capitalism, feu-

d<·lism often unintentif'{Hlly res ou nc in the <ie e ds and speech of liter[·r y per-

so na 1 it ie s . Just es one c 2n so:neti rnes r eco ,gnize by a ma n's aialect from which 

part of a country he come s~ so one reco gnizes occasion c. lly thr ough a similie 

or word to what period tn c..ut hor belong s, no ma i.t ~ r wh[ t period he happens to 

6.escribe. I h eve in mina St e fan Zwei g 's book :> n Magel l an , the disc overe r of 

the Straits of Mt gell an , which appec..rea & couple of weeks a g o. Throu gh the 

mi nutely realistic descripti Dns the rec..<ier s ctuelly loses himself in the 16th 

century. Bu t it escapes the author th<t in one plc..ce. he speaks of the gr ave of 

the Unknown Solaier, which be tr cys hi. rr1 as a participant in i.he Worlci. War. J,lso 

he spe&k s occasion c.. lly of kianepping v.'hich impl ies c..n ecqu< i n t&nce with moaern 

culture.. 

J,nd still non e. of these f2cts prove t ha t zrt ~the voice, mirror, echo 

(c a ll it Es you will) of time. Th e ever2 g e person, not buraene<i with en infe-

riority complex, i . e. the mc.sses, l i \e their r c fl<S.cti on in the mirror, the 

sound of their voice, the ir own echo, whether this occurs in the moun t e ins 



where they c a ll a loud, or i n ,,ociety where people:. c::fora En echo. The "time" 

ES I c onceive it here is just a mass of crc.atures En d their commonl}' sharsci. 

opinions &nt feelin gs, ~eterrnined by & 6.Ete. Thls time, except in the rarest 

c a ses never gives the crc. &tive &rtist the r ecognition masses arc. accusto:ned to 

g i ve t heir own reflection .:no v:orci.s. I nsea n0t g ive examples here . You all 

know that even the greatest g~n ius es were not acceptea ES represent&tives of 

their ttme: Schubert, WEgner, Heine, even Goethe- - they all suffered fr om lack 

of understand in g by their contemncraries . But one uoes understand one's own 

voice. There is E comeay by the Ge rm an pod Hebbel, founci.ed on historic&l 

documen ts, about Michel ~n ge lo: the gre a t sculptor buries his Jupiter one 

ni ght on Capitol Rill, a fter making it look olci. ind dirty . The next morning, 

when they di g up the stc:tue, Miche l ingelo at long last receives the recJgni-

tion only because his wor~ is t Eken es a product of antiquity. There is an -

other thing Which refutes the theory that ar t is the voice of ti me . Voice is 

a seconaary thing , n0t prima ry. Schiller puts it correctly when he says the 

spirit builas th e boci.y ana no t the r eve rse. Bu t th e echo, the voice, the re.-

flection in the mirr or, all aepenci. upon the r eality they re - echo or reflect. 

They do not create the ori g i nal tut are causeci. by it . The true creative art -

ist, as we conceive him, moulds his own time, ano put s his stamp upon it. t.nd 

when we see him a s t he expressi on o f his time, he may re p~esent a time of his 

own makin g . Here again examples are not necess&ry. You all know that an era 

is often st arted by a poe t or by a painter and t hat a ge nius is pr of ounci.ly in-

ci.ependent of time and spece . 

Since this is true, and yet whc:t I said before ts a lso evioent, that even 

Goet he bears the st amp of his time, we f ~ ce the difficult question as to what 

extent an artist i s pe rmitt eu to r e flect his time rnd how f a r we expect him to 

tra nscen d its l i ~ itations. To an swer this question I turn to &n euthor who is 

deeply interest ed i n his own epoch ano trie~ to int e r pret the problems of the 

i mme di ate present: Stefan Zwei g . I sh811 refer to his followin g works: the 



biblical <irama "Jer ~m:i.s ''l ", the bicg r,phy of 11 Er::i sm·.ls of RotterO.&m'', a!'l· the 

poem "Beroic Mome nt•'. In 811 i. h :·ee he c 0rrmits himself on events of mooern 

times in a wider sense. In ":Heroic Mo•r1en1. " he uses the escepe of t he Russian 

author Dostojewski f rom execution; in "JerE-mich " the Worlci Wsr; in "Erasmus" 

his theme is intellectu;;. l frceO.om versus fr.naticis11. Tl:e poem about Dostojevr-

ski takes us within the bzrracks of Petro gr aO. where th~ Russian poe t and 8 

comp a nions 2re 2waiting capiti;l pnnishment for hi g h tr ~ o son . The plot is short 

ana clear: the prison wagon cirives up Enci in this ca ge , citrk as E tomb, the 

conciemneci men are driven to the pl a ce of execu ti on . There t he cie2th sentence 

is read a l ouci . BlincifolO.eO., three at a tir.1e, they are bound to t he st a ke . 

With hi s last g lance Dostojewski sees the little church which glows in the red 

of the settin g sun like the Secr&mentel Cup a t the Las t Supper. Now the pris-

oner st a nds with cove r eci eyes, ena his entire life passes before him: his 

childhooQ with father anO. mother, his brother, his wife, Fe hears the cos -

sack•s gun click ana feels t h " appr oach of aet th. Suadenly an officer drives 

up, commands a halt, anci delivers a paper g r c.nt i ng p i; rcio n from 'I.he Cur. The 

bana& ges a re t~k en f rom t he pris one r ~ s eye s a nd once more he sees the little 

church shinin g l i ka a chalice in t he g olaen g low of the evening . This is the 

moment wh en Dosto jewsk i feels life cl8im h i m ag a i n . Now , one mi g ht expect him 

to kiss th e ec.rth or to embr<.ce his fe l low- prisoners i.n r.:. ndless joy . 

ecs t a sy which se izes hiQ is <i i ff~rent, is Christlike : 

Un d Tonen schwillt empor c.us den Ti e fen , 
.A ls rief t;n 
1000 Sti~men in eineffi Shor, 
Una da hart er zum er~t e n Mal , 
Wi e aie ~e nze ~r a iech ~ Qu &l 
Ihr bre n nendes Le id 
Br unst i g ub e r d!e Erde hin schre it. 
Er hart die st~mmen der Kle !~ en U P ci S c h~ ~ chen, 

Der Fr auen , die sich v~rg s be n s ~ er sch enk ten, 

Der Dirnen , 6ie s1ch~el b er werl ac ~en, 

Den finstern Groll ~ ~ r imm 3 ~ G ~ rkr2nk l en , 

Die Ei'l'l'\5 >; men , C.ie . ~. ein L s c '.:1. e:L1 l.J:o ... :: '.' 1 t s, 
Er hor t aie ~( inc.. ·, ~-, 0. ~_e sc· , :!t·c L'~ nc'.ert , i: L 1g-s n 
Urr-<i. .d':..e schrei e nO.e Olinw.,;::t:-:o C.e1 · !H:. i rn}. ic':1 Yr.orfuhr-ten, 
Er h.ort sie 8lle , die Leicien, tr ag en, 

Put the 



Die Aus gesetzten, die Dumpfen, Verhohnten, 
Di e u ngek ronten 
Me rt yr e r all e r Ga ssen un<i Ta ge, 
Er no-:-'. ihre Stimme una hort, wi e si e 
In ~ in~r u r ma chti gen Me lo<iie 
Si~h in cie of f e nen Himmel erheben. 
~_T:i d. f , r ~ i r. ht . 
Da ~in~i g ~a~ Le i<ie n zu Gott aufschwebt, 
!n~~G ui ~ 3nie ~n <ias schwere Leben 
M~ '. bld e , .. 1em Gl uck ana O.ie Erde klebi.. 

And t ~en f 0r the first time he hears, 
Fow 1h ~ ~hol~ e~ rthly torture shrieks out 
He r bur~in ~ ~nguish over the worlci. 
He :1ears ·. !:.e vo:i.ces of the young ana weak, 
Of "i.i:::c 7 ' 0;.1F. n -v:>io y ielci e<i themselves in vain 
Of t~~ gi~ l . s wno lost themselves in ruin, 
The ~ ark s~c r~t ha t e of t he ~ v e r afflicted, 
~he l onnl7 ones who know no smiles. 
?e heer 2 th~ ch i l dre n, who sobb ing , cry on, 
Fe hears t hem a ll who bear this g rief, 
The rbllo:(;. , t he aericieci, ·the ciamned, 
The uncrow~e d ma rtyrs of ell walks and a ges, 
Pe ~ e ars tte ~r v oic e s &n<i hears how they 
Pierce th~ o?en heeven i n a mi ghty chorus. 
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While the solaiers with brutal hanO.s cira g 1.he pardone<i prisoners b ack into the 

wa ~on , Dostojewski experiences the Peroic Moment, the absorption within himself 

of a ll humen snff ,~ ri :i ::; . J.t the same moment an unique inciiviciu a l experience of 

one who i s still consi a ~ re<i a re presentative of modern times, is exalted by th e 

p oe t Sief 2n ~we i g ~nt 0 an eternal phenomenon, the purific•tion throu gh suffer-

in g a r.O. the r·e: . l i 7-a t1_ ,jn o.f br oth e rh oo d t hro ugh pain. 

Tl-e cic~rri'.l. 11 J :o r".,mi~ll ", ,,.-r itten <iuring the war, was proauceci in Zurich, 

si nce :it W~fi D · ·'. o, l1o-,,·cd 0LO br- publi :: hea in Ge rmany, owin g to its pacifist ten-

cie ncy . 1 ~ ~J ~~~E c f t~ ~ a;cge sna aeEtruction of Jerus a lem by Ne bukadnezar, 

bu t is 3n un~ i ~ta~8ble 2 t~ ~ ~J all~~in ~ t o Germany j ust then in the miast of 

V!S r • J.nyone --c .!•P l:, •re i •.r r o« f!;', -:; h'" w~r ana witEessc;a the Ge. rmans' ecstatic be-

li ef in 7iot 0r7 2~~ ih~ir t ragic plun ge fr om delusi on t o truth, understanas the 

rol e of J e. r emi a h 1.J1 t hi3 a r ;:ima: Ris is 1.he r ole 0f admon isher , of aavocate of 

peace ano s elf -Lncwr l~C:. .~ e, s c0 rne. ci anO. s pa t up o n; <ioubtless the po rtrt.it of th e 

pacifist who r e ce iveci si mi l a r tr e atme nt in all countries enga .r,e a in the war. 

~o doub t the author thro ugh the s nlemn words of this play transmits to the 



read.er his feelin g of cii sgust •or the bestlal~ty a~d sens~le3sresn of w ~ ~. 

challeng e to hum 8nity , a pc-, ce, 

of a country d oe s not i n v o 1 v e i t s rr. 0 r ~ . J. c e f c s t , a n d 1: h a i a victory, tai.nt e ci by 

blood. an~ crime can neve r be r rc f itBJle to th~ ~ ictor 

Mo~e actual and th~ ~ef ore mere stirring is the biography of Eras~1s of 

Rot terC.am. In his Jeremie ~ the autho~ ' s a t titude towc.rd h~s own epoch was al-

r eady critical. In ~r&s~us he g oes fur ther : his criticism poin:s out our 

lo&t ide a ls tow ard which we :ught on c e more t o strive . One can no t escape the 

idea t hat this book NBS dictated by disappo i ntment in an exploded cultu re. 

The humanist, Stefan Zwe i g , writes c, book abou t the humanist ~~asIT-us; end in 

so doin g sounds the cieaih ~nell of humanism, living in the ~idst of its defe a t . 

The author incerna tes in t he figure of his hero Erflsmu :; t he trues t &nd deepest 

significance • ~r&s~us represents her~ th a t spiritual tendsncy whose only a im 

is truth , which places knowledge ebove f ai th end ooEdienc e . This school of 

though t, fa r f r om frn;:;ticism of r ny k in C., c,llows to every human be in g f reed.om 

of mind an d reli g ion , it recogni zes only one bond be twe -:.;n c.11 men, not b;;.sea 

on community of bl ood. or nationalit:r or O.enomicHl.tion, but on the common search 

for truth end f r eedom . So Er Ps mus throu g h bis unsect r ri e n a ttitucie en ~ his 

interna tional pricciple become s the first Pe neurooe an who a r ~ues for world 

peace on human istic, i ,e . spiri~u E l grounds. The g re etne ss of ~he~e tho~ght s 

i s overshadowed by the tr :.:.g ic conf l ict in Er e smus ' ch 9 ra u ter or i·athe r by the 

v i olence of the time for which he WES no ma tch . For wi tr t!:e et.hies of :iis 

univer s a l ph i los ophy he comb i ned 1.he. diplomacy of;:; man of t:ie '." orld. th ee.g o-

tt s m of the r ec l u s e anci the we.akne.ases of one c oncent~& t e ci upon his own plan , 

who purpo se ly closes h i s eye s to the r cqu ire mGn t of his ~ays . 

Hi s entagonist in the contest between worl~ philosoph~es is Mtrtin Lu~ 

the r, who pu ts fc, ith above knowledge . Mo-.:-e fight~:::- th e n scholar, ;;n d. opposed 
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to any form of di plomacy and e d oti&m, he fi g hts f or his faith with coura g e 

anci. determi nation. Bvicently it is not remot e from t he author's inte n tions 

here to dr aw so rne ~ i n a of a pa rallel be treen Lu th e r's power and the despotism 

of mocern dictators. Bu t a r eal cornnarison, of cours e , wes not g iv en , For 

while Er a smus is the personification of a s p iritua l at titude the loss of 

which Zwe i g ci.eplores, Lut~ · er ' s l e.a de rs h i p aoes n ot ori g ina t e , like the brutal 

ma teri alism of mo~ern dict a tors, from strugg le for p ower. On the contrary we 

r ea d. between th e lines s omething J.~k e a bitter st a t ement tha t there was once a 

l ea ci.e rship, founci.P-ci. 0n moral ici.e a ls, 

When I consi~er this book about Er asmus rs a refl ec t ion of our ti me, I 

s ee it under two aspects: first, as a l ament that universal thou ght r ega rd.-

ing und.erstend.ing be tween nations, r aces anci. inci.ividua ls, i n depe nde nt of po-

litical anci. reli g iou s boundaries , which Erasmus &ci.voc a ted c.n a a lso our own 

c en t ury so ear nestly craves, is shu 11.ered by dict a t orshlp ana fanaticism; anci. 

seco n d, a s a protest aga inst the le r de rs who destr oyec to so g reet en extent 

the u niversal will t owa rd humc.n solida rity. 

Anci. yet the s ymbolic portra i t of ~ra s mus a nci. his movement is more t han 

just tha t, and mor e t han a mere cry of pain of the time enci. about the t ime . 

The au th or wss not i n terest e d in inf orming a contemporary world abou t th e cul -

tural debacle of his own countr y . In spite of th e masterly presentation t he 

imp ort ance of t he bo ok lies ne ither in the chrr<cter- dr awing nor i n its con-

trtbution t o history . Bu t Stef 2n Zv:e1.g s uccee ds in mak ing t he phenomena o f 

thr t spiritua l movement "humi:.n is m", Universc.l ism or h oweve r v;e cr· 11 it, a 

univers a l q_ue sti on. Its eternity , shown a s o ri g in a tin .~ f r om t he sacredness 

o f the hum<n he art, sounds lik e a consol;;tion t o th e. con t emporar y rea der bu t 

co nsolation only bec ause the phe nomen on is freed f r om any particul a r ti me an d 

place, treatec on a basis far remo te from Eu r ope of t he 16th or 20 th century, 

anO. ciiscusseci in a sphe:re 0f q_uesti ons, wh ich neve r gr ow olcl. I n answer to 

the questi o n whether a work of art is a voice o f the time, I s a y, "Yes". For 
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The savc g e or th e. chilci., seeing i.h c:. sun ;nov;:. fr om eest to west, concluC.~s 

thai. i.he earth is si.anoin g si.ill . We consi0;:;r i.his conclusion ir:f an tile. It 

is b&seci on incom plete 1-:nowleci;;e, on a lc;cY.. of eY.perie.rice with coni.ribui.ory 

phen omena, which, wh en fully absorbc.C., wici·~n the sc ope of rur worlo. - pici.ure, 

once an o for all. 

In the stru ~t; le for unoerst anci. ing of our physic1:1l environment wc a-Li.empt 

t0 bring l'U r DOi.inns C'f it i.n line wii.h c0ntemporary ano acu lt sci en i.i.fic 

i.hinking . so-ne.i.i mcs we finci :>ursc.lvcs i.hwa rt c:.0. by i.r. s -Lime-c on sumin g C:iffi-

culties c;f ma i.hem<:i.ics ano. " i.hcr t ec rniques. Bui. nc. ver G.r· we claim i.h a t our 

L;norance ent l_i.lcs us i.o be consi.cer::ci. juil-Jes of scie nt ific iceas, un l e ss we 

belon~ to some funciarneni.c;list so u i.he rn le::;islc;i.ure • .t.nci, v-:e ne ver quite 6.are 

to say : "T cion•t '<now i;nything aboul sci e.nce, bu tt: knov.- wioat is true. " 

Ev-2n in scannin g our soci&l 1-:orizons we shou lci iuafle a s juv <C.n ile such a 

stat emen t as : 1t ;~oucc;ti on for N _, r o;:s is ':Jaci becc:use it :nakes thc:.m insol c:.n t 

anci then they wan t t o ml:<rry your sistel'". We cio recogn1ze the e.xis tence of 

methoci.s to ga ther more accurate inf o r mc 1.ion oi the subject, but si nc e we sre 

6. ea lin g here with compljcatea ec ~ nomi c ana historic al factors c; nci primary 

group r eac tions, w;o_ ency not come to snch agrer:ients ~s in Sc1':'nce. . But a fter 

c a r efu l objectiv~ r ~ searc h , our steteme.nts on th e. subje.ct are. apt t o hav= a 

sounci very ciiffere n t from a sn c;p juogm ~ nt . 

Str ang ely cnou?,h, i n &rt - juC. g ments, i.re. i. nfani.i l·- methoci is still fol -

loweci by such par ago ns of scientific en c soa i El thinking as pro f essor s anci 

captains of inciustry. It cioes not seem to cocur to t~em that certain tech -

niques of looking might arnFlif. i.h<":ir cap'.>ci.t i e:: for enjo:'mcnt . 

One of our collea~ues hs s be.en perpetuLlly ou1.r s ge6. by the art exhi.bi tea 
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in the faculty ci.inin~ room. "I went somet h in g beautiful" he exclai.mea. When 

askeci. about th e precise natura of b~auty, he trieci. to skirt the question by 

suggest~ng that I hang some of my own work. The assumpti·:in being, in a mutu-

&lly s e lfish way, th 2t , for once, we sh oula agree on beauty. 

The on s c ~ rt:in thin g ws know about beauty is; thet we shall never agree 

on it compl ~ t ~ ly. Supp ose the colle g~ haci. ci.ecici.e ci. that Mrs. Gar r e tt would 

have t o select ou r stuci. ~ nts ac0oraing to looks inst ea ci. of talent. Ima g ine 

wha t ructi on s there wou: 6 ~e among fac u lty, administrati on , anci. Etuci.ents. No, 

I S'.'.(:( .~ es·t. 2s an !£_Dr o'lch to e ci.efinition, that bei:.uty is somethin g appre-

henciec. l L a ir~ns 2 :::.tion betwe ':n < per s on 2 nci. an object <luring a variable in-

:~t ne i. th·, r r :.:. siae s ~ lo ne in ihe object, nor in tf\ c. p~rton, 

nor in lr c ;~~ -:: >:rel of 1i 1H:. . Wh <'n b .oa ii.y is appre)': . naeci. it cippe 2r~ to be an 

ir.rerEnt ~-,:,; l1 : :; c•f -, he ob j ect, ;·:h'ich it i.s <:.c i. uc. ll y no more th e:n is the. blue 

of t hr: sky, o~ 'lh1:; smell Df an onion. t. certain stcte of minci. is necessary 

for the a p preh e~,sion of b.::&uty, 11n a since vie cannot all have th e s1'me states 

of rrii.nci. ,, we. sr.< 11 p r o ba ;- l y ci.i f fer e t c rn c lly. J.n0., 2 ::; ,0.ri.ain obje ct is lik e -

wise e ssential, ~no it w0ulC.. be inter~si.in g to 6~termine, whet the. app2rently 

i. :-.he1·<.n . quE li1.i_ s :.if c.n . .'h j..:ct e r.:::,. w)'>i:)h, ,g iv en t he st&te of minC.., effect us 

ln p24nt~n g , w~ Ere immeaiEi.ely fEceci. with two m2jor fectors: The sub-

j ec t rnatter enci. tt>e e.xcc tio .1 . Our varie~ upbrin ~ in g s will mEke us ci.is2 g ree 

vitle:r;Uy on i.l:e fitness .,: rnuch subJect :~,~di.er. '.'ie .T1<: ~/" not like murci.er, e: no 

t l-::: r " forr:. co nsicer u g l:· e l l c.rt r..e 2 li:i g with ii.. Yet, so me of us might have 

e r:ci.:. i:; h senr;e of hum c. n f e ll o"l'' &hip t o be intenf:'el-• inter ,,. steci. in enoi.her p e r-

An0. in~ ~f 6 we mencge. to fina very be eutiful, 

~s pr. es ·:n t " c, th ·•. P" Ss ol"!s r-f L ~ C..y }/ ;; c b~ i.n or the. crucifi)!'.ion of Christ. 

tim~s , converts th~ ~gly i n t o t h ~ beaut if ~ l? Unci.oubt:::ci.ly it is the execution 
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or, what we gene r al ly cell t~e form. 

In the st uay of t he form of a pa inti ng we find ourselves, a s in noc ent 

spect 2 tors, on much mor e commo n g round th a n i n the study of s ubject - mat ter. 

Fortunately we have relatively f ew ethic a l, r c:. li g ious or o th e r soci a l con-

notations with the simp le e le~e n ts which make up form in pcinting . Our con -

notation s ar e , up to a po int, a l mos t phys ic a l, ana in t he phy sic a l sp he re we 
(aia g r un 1 ) 

do have many expericonces i n co rr,mon . 'Ne st a na up vertic r lly, we lie down ho ri -

zo nta lly, when we move some of our li1T1bs reach out obliquely, we have a front 

an6 a back, a ri gh t an6 a l e ft . The p r ope r use of t hes e elements of ou r phys -

ic a l s e l f C.ete.rrnine e good dea l of 01.ir !' h ys ic a l corr1f0rt. The a rc h it ec t, the 

sculptor enc pa rticula rly the pa inte r uses, pe r fo rce, visual elements which 

carry wit hin themselve s connotations with t hes e simp l e physica l states of : 

st a na in g , lyin g ci.own, mov i ng , ,'.' n6 t hei r p sych o l og ic al corrolaries, which o f 

cou rse chan g e sli g h tl y witr ciffr:,rent in C. ividuds . Stan c i ng m~. an s stanC.ing 

still, but t he emphas is may be f elt t o be on t he ac tive e ff ort of s t and i n g ~ 

on t he qua lity C•f stilln E. ss. Ye t, stanci.ing i s a lw8ys mc· r e a ct i ve th&n lying 

d own an 6 l es s s o th an movin g . I t i f' &ls o less i!lllT! ob ile t han lyi n g 60wn c.na 

;r, r e so t han mc v i n g . Very f e w people are eve r c 0nsci ous of all this when 

they 1 00k at p i c tur ~ s, larg e l y bec [ use t hese ano 0 t he r eleme n ts rerely occu r 

is o lat ed f' r in pur e f o r m, Yet, e h ·}ri zon tal p i cture, such i:.s this one by J uan 
(Pl a te 1, #3 ) 

Gris, is less e gi t e t e a in its pr.;p e:..· p '.: siti o n , i.han whe n we turn it \ertically. 

Moreover, the ovtl i nne r frame i m~e oi a tely acqu i res the precc.rious b a l anc e of 

an egg on its tip. 

Pertert Re a6 distin g u i shes three sta ges of t he ecsthet ic experie~ce : (l) 

t he immcoiate perc ·~ pt i on o r 2p p rehe.nsion of the cbjcct , (2) the reaction of 

th e a f fec ti ve syst e~ to t he f0rm of th e 2ppre henoed o b j e ct , ano (3) t he re -

ac tion of th e s pectetor's mi no to the coYJcept ua l nature of Ue object, to the 

" con t en t" tha t i s t o s2y, of th:. work of <: rt i: nd to a ll ii.s s econCi a ry a sso-

ciations • .A s E rule we slu r 0ver t he. fi.rst two st <ges ve. r y r21Jidly c. na l vnd 
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with c. bc.ng i n the third. It is m~ch a~in to 0islik1ng E very ugly person at 

first st g ht, who lc:.i_e:c t urns out 1.o be wise anci. loYc:b1e, anci. "'ho fin c.lly l oses 

in our estimc:tion so'fie. or c: ll of 1r e c:is c:g ree Eble fe£tu.res of his u g li ness . 

Th"- other wcy <· rounci., a r ' '!js h; ngl y lovely cr ';<t u:-e upon clo::-er ecqu2in t ance 

often los e s c.1 1 he.r cr.c. r rr, s c:n a becorr . .:s n0-l..~in .~ bu t <- vul g c.:::-, 11ncomfortcble 

chz.tt c: r box . Some fe" r a re pel)ple e:voici suer errors intuitively, whether it 

be in the .iuci.~men t of ~c..op l e. or p j.cture.s; a hr ge ;g roup hr.s learneci. throu g h 

i.ri::ining c:nci exp".".ri snce, but t h.; rr.ajo ri.i.y juci ge s a i. first si gr t . Hone, of 

course, can switch off emotions when c :rnfron ·•,eci with a pa intin g , but it is 

astonishin g how su pe rfi cia l r eacti. ons can he avo iciea by trc:c-inin g ; which me a ns, 

trai n i ng in l ook i ng for the essenti a l e l emen t s , 2n~ s ee ing them all a ~a in re -

lati on t o the whole . 

Pefo re we ins pect this pc.int in 1 we shall l oo k E t some elements of picto-
(cio f1 r<:m 2 ) 

ric;l form . The si mple st cc.s ,,s 2 cot in the ce:; ter of E s quare . You rrJ};y no t 

know it, bu t you are no~ hEv i ng En c:esthetic exptrience . The first step ~cs 

the i mT,ecii2te apprehension; 0. ot i n c en t e r of s qua r e • Th e s ec on ci s t e.p, the 

r t:action of He c.ffr;ct i ve i:,ystem to the form c·f i.h..; otject is, I cic.re sc;y , a 

ft:.elin g of somet i:.in .g in complete balance ana z t ae t ci rest . On this, mc·st of 

us woula 2 ~ r:::e. The t1'ira stc..p , th e. re.c c ti on of our mino to the conc ep tual 

ne t ure of the ob.iect , i.o t h·:: cont en t anci i t s secon .ci c. ry zssociztions m;,y con -

stitute the be g innin >; of oisc f?: re f. rnen t, but cerhinly n o~ the ena of ;;: xp::riencc . 

You 'f•a y th i n k : " Pulls ~ye. " or " C:::n t e r of Uni.v•-:.rse" or "D< rk Ro le" or "St ar " 

anci. hencefort h your associc.tive mecl-anis-n will iE'{e C<:<c h one of you in E:n or-

bi t of her own . You rn<y c. l so think "n o t hing much 1.o 10 01.- at , b oring " or "the 

lasi., finiol , pure 2b str <c ti ons, Gre£t ". Eut al l this is bc:seci on your hEv in g 

per c e ive~ the ci ot i n the squ i re an6 n~ m J ~ e. 

(6. ic.gr r. m 3) 
Nex t we shell shif t th e aot u pward . /:, hl<>nc:: is still mzini.idneci, bu t 

(6i~grcm 4) 
t 0uch of l i fe has bc:en &C.cieci., c. c1i v it:,-, moverr:en l. ~ hen we l ower the ciot enci 

sucicienly there is e sens£ti o n o f wei gh t an ci e wkwcrcin~ss . You mEy consici.er 



these observc. 1.io n s irr el(VC.~.L buL c.c.i.u: lly you live by 1.hem, instincti vel y as 

will !:an:~ ii. <:. l most ceri.ciDl/· fC::'.or~'. r.lg 1: '. he sr..:con6 posii.ion of i. he c10t, b e. -

c2use it enlivens 1 he wc.11 withou~ unb r l~no in g it. You c~n pley with t h is in-

oefinitely . 

<nee r esu lts; you e r <:. i ncli ne ci. 1.0 le '- i.l:e squ<re r:it<:.te <:r0un C:.. the oot :: s <:n 

<.xis until it comes 10 r es i. . S i nce i. l:is cc.nn ::> t be done with t picture c. cer-

t r in tensi on ::: ri ses ::: no it i s ',h e s 1w1 of such tensi on s t hc. t m::ke for t he move-

ment c-nci. life i n< p ictur e . 

Just " littl e mor e ::. bout ci o t s . We th i nk of i. h:,m ES h.c.ving no r e<.l oim3n-

si on s, e ven th 0ug h t he y ci. c1 c overt smc. 11 ::, r e ~ . But t heir chc.rc.ct e r l ies in 

the f <ct th r t t hey emp h<siz e. < ci. :. finii. ·.: l oc r. ti ~ n . 

sh::rpness <:bou i. th e'll , they irrit c tc: i.hc eye , the:.r flic ~·:er . But t h :;r e crE:- tw o 

wc.ys of mak ing ci. ots :::cquir :. s ubs t<:noe, i.h:::i. is as -:.n l c- r ge .nent C'f size or number . 

If we en l ar g e t he ci.oi. (<i.i::. g r am ·7) i', has still one of the c ha nicterisi.ics of 

i.he old ci.ot, nc.mely th ::t of c.b s o l u t e be.lance . Bui. the oe<.ci. res-!. hc.s oisappear-

ed to a certain exi.ent . Tl:e ele.ments of l in e , sur f:::c':'. anci. sh.::pe have l::een i n -

i.rociuceci. . The. ou tli ne , ::: circul<r curve ~ s mov e ci. nec r t!->e eci.ge s of t he 

s quare en d our eyes be .S: in t o µhy v· it " t he VE1r yi.r.g C.isi.ance s be twec..n t!-> e peri -

phe ry of the circle ari a the e cg e s of th e squ<·re, If w~ now (aiag r am 8) elon-

~a t e the square ~n O. 11-ie oi. sk , ""'°ge t a rect<:ngl(;. ena i;n -:.llipse. . Pere is t he 

seconii f a ct to be no t e a a':lout our p icture . The. i.. or i z on t 2 l pcs it i on he. s t 1 -

reaay b&en menttcneci. . We c En now obs0rv~ thr~e '!l or e e. le.~ent s of p ic to ri a l 

fo r m, t hose of r ep::;t :i ticn ana v 2 ri 2 ti.on, c.nci. th <:. r c.,sultir.g p:~n nome;non of r hy-

thm . J,s i.he ey--; phys a gr in with i.hc;. oi Si.<.:-!C eS b ·.ot v:~en pc.rif:he.ry C.n<i. frc.me, 

it becomes aw e. re of the hct the;t 1.h e len g t h <.nci hei g:- t ci1ffe. r ana t2.c.t the. 

b end of t h e curve c har.ges cc nst::ntly ci.urin g one qi..:trte.r of its course, bu t, 

th i:. t it is then re pe st e.a in m.i rror imr g e Enc r e.pe[ ten thus four times . This 

r epetit i on <. no vtrit-\i o n i n ti::oci.uce.s c.n oroi:orea complexii.y wh ic h t he eye or the 
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The rhyt h-

mic element, r:ccordng to Mr. Lne:-!l~1g's aeiiriition "rehtionship of i.ime 

uni.ts", is f&irly si-nple hr-::.re . rt tokes ~.he eye.• ce.rtc.in time; to run 2long 

one qu<r t " r of th e. curve. G.n d. l b.en t he sr.rne time to d.o the next qu<.r ter c.nd. so 

on . Tte r e l ;;t ionshin is thct of fonr e.ven b-::::ts . Or m<.ybe not quite e ve n. 

Do we. connect< s c nsr. i.ion of ;:.ffort wi th the climb from t he left poin t to th e 

to p , c.nd. hence<- lii.tl-=. more eype.nd.iturc of tiffi~., th<.. n d.urin g the next q1nrter 

where we d.escen d. ever more ri: ni d.l y? This is u ltim&tely & o.uestion to your own 

nervous systems . Personc.lly I <m inclined. to this v5.e.w, which would. be ex-

p r esseci in music c. l notdion 8pp roxi mc.tely like this cih g r 2 m 9= a hc. l f note, 

a qurirter note,;:. quarter note, c hc l f not e . Jurn Gris himself seems to h&ve 

been awe. re of this 0 sym.rnetry of sym.rneotry &nd. for this reason he. m&y h<-ve 

shortened. the ell i pse with the yellow crescent on t he l is fi.. This new curve 

i s &t the sc.me time & furthc;r n ri z tion of the; ori gin a l t heme. S ti 11 an oi. her 

vo.riation is the. 1:l;;ck, curved. e.cige on to p , <-nci c, few smaller cu rves in the 

picture. 

From here on the ~&tter beco~es r &ther complicc.teci anci while th e eye r e-

spond.s to t]-.e multiplicity of ele mc: nts, our l ;; ngua g e is no t quite ac'lequate to 

ciescribe the welter of ev<:nts anci &t the s ame ti me tr2n smit the unity of the 

pic tori al structure . Try as W '.:.. ni<: J for inst a.nc e, w e, c~nnot at the same mornc;nt 

cescr i be t he sh &pe anc t he color of o: simple form, but we cen certa inly an d 

e a sily se e &no experience i t sirrrnlt <on eously . 

So you will h ave to beer with .'!"1e if I spe a k about isoh-..eci elements. If 

you agree wi t h '.De t hat the placement of d.ots in a squ &re h a s some ciefinitc; 

effect on your mood, you >"ill prob ab l y follow me i.f I claim tha "\ the s ame is 

true of ciots in c:n ellipse. (d.ia g r em 1 0 ) I ho:.ve -narkeci. he re thC;. position of 

the two outsta nci.in g sin gle ciots in t his p icture. It is qui-1..e impossible to 

st a te unequivoc c. lly ,just what effer:,i. they prociuce, bu t a s we make ou rselves 

av.'e re:. of the ir positions, th.;. <':. f fe ct becomes stron r; r:n ci i. nevit2Lle:; nci is felt 



agreeEbly or oisa g r eeably. The fre t t h21. <Jne is 1.h<o cork in " boi.tl e i:.nti ihi.:. 

etition, variation anci rhythm hEve b een h~i ~ h t ~n e a in c0mplexity . Fut there 

is sti ll another use. of th ::.. d o t i.n i.h is picture en a tiu t is: to proc 11ce 1.ex-

1.ur e an a erea . I n 1.his air gnm (11 I r.c:v c i!::o}. ei.e(; on l y t ,,;o su ch arel:. s. 

One is the rforementi.oneo bottle <..not~ ·:. othE.r i s p2 r1. of ", he. -/;oocie'l table • 

.An evc. n spr cc.. ciin g of Cots h's be.en used for thous c.n0.s of :r~ t:. :::--s to ~ ive: G.n c:ir 

or gt yei.y to 1.extiles ano 01.!-itr objects . \\'hy it has i.)"ds effect I d. on•t know . 

Bui. wh a t aoes it ao in t he picture before us? Ii. g iv-;s <:: s ense. of Trc.nslu-

cency anc ii. i mpc. r ts i. o the aree which ii. co·.-ers c, cerhin vivia life, espec-

i elly in cont r as t with s ome of th e fla t are as . 1'1he. r e. t he doi.s si.&nd. ciark on 

li f( hi. our T1en1.a l fing e.ri. i ps r ccorG. some i.1'. ing mor"- sub si.2 n 1.i a l eno solia 1. hc.n 

1.he surr unain g ;,re.as . Where the. a 0 i.s ar c. d.trk on oark we r -ocord s c·mei.hi.ng 

s o ft e;na vel ve t y , namely shad. ow . ThG W0 00 t e xture aoi.1.ing r -g isters r0u g her 

i.hr.n 0i.he r surfaces a.no if ii. is p<-ini.eC. i.n d. o i.s i nsi.-::r,a c, f ·w,vy bEncis, ii. 

en livens the surf<ce much es t he s i. t r9 a ) the ci< d: s'.<.y . 

I cion •t believ~ in recin~ thr ough" lEnosce;pe [ 1. 60 miles per hour except 

f or i.he sake of gettin~ there . J.s fzr as exr-=ri.en0in >; i.h e beauty Enci rne.e;ni.ng 

of it g oes , I <:n for t r c h.iker or e ve n th e s e ttler • .A pi0i.ure, 1.oo, h 2 s to be 

dwelt upon . You cennot s ee 2 p icture Lny ~ore in t wen~y mi nutes th&n Pc.ris in 

three a l':ys . Y ou CEn not l.,[ !'!1 from me n ow 211 zbo ut h"w to l c·ok <:t p ict u res 

in the sty.le cf " Pian ::> mac.e: e2sy in six weeks , tzkc our corr espo nd.enc e course !" 

2n a I &m trying t o sh 0w y r u th e;·• most '.'·f its mys te;-y i s ? Oi, effort ~no. l o-I, 

irnc gin~. ti • n • .Anci most ·, f th e effc·ri. ccnsisi.s i n g-:. ti. in g ri v of prec c;nceiveci 

I Shell not SP eE1< < b ru t co!.0r in tf.is ?.1.c t u;--:0 c· i. ell, Ii. is im-

poss i ble t o be as superfici<, l abrui. colc·r <OS I l"'evc been c.b...,ut just a c ts, an a 

stil l be intelli g i ble. There is o ne ~ ~ re element wh ic h i shoula like t o ciis-

cuss . The lines in this ~' icture ''st ert" i n w<y with i.h t r riz on t&l e;i. the. 



bottom zna "enci " wit h t he: cu r ;res }n i.he up:oer pEr t. B-oi.ween is a ric h c;::';elor-

ment of ob l ique s i.rd g hi. lines . The y e.nclose mc:ny c:re[s, vc:ric.i.ions of i.re 

i. r <pez i o<i s h&pe i n blue, imme ci.i dely c;bove the horizoni.[l on i.he r i i; ht . But 

the 1l< i n <i i recti on of th '3 1 0 n ~ rna i. hc r ef0 r e d ominotin ~ li.ne:s i s from t r e 

l owe r l e f t t0 i re. uppe r ri ~O: i. . Kc.nciinsi;y ;·:h o hr s mtoe i n t ens i ve s i.udi.es of 

pic t oriE·l e le ments shows t h;;. fdlowing O. i r g r [ m (1 2 ) . Fe cdls fi g ure J. tre: 

'F! a r m0n i c Dh : gom l &no fi gu re B the Dish <·r mr n i c Dic <1J' n 2 . !:._is lyric tens io n, 

B . d r e; m;; t i c tens i o n . Fe szys t hc.t t he uppe r tritn ~ lc.. in Fi gu re P, rr:.' si.s m ·-;K; 

l i gh t l y on th ~ 1 0we.r i. r irngle t h t n in Figure B . Ps clcirns t ~t WA l nok f t 

p i ctur e s ~ s we 00 c> t pe 0pl c . Th < t t he left s i ci.0 of th e pict-ure c; s v:e see i t 

i s r •".a l l y i t s ri g h t s i <i e , t h e; t mos t of us have:. a freer comm a nci of our r i gh t 

side t h<n o f our le f t <.nci. t h<.t we expect t he s&me of our vis - a - vis . Be tb: i. 

a s ii. ,11c.y, i f you concentn te on t h i s p r obl em you certrinly will finci <. ci.if -

f e r ence in ef f ec t be i. wee n i.J:CSe two Oi r ect i ons ~r:ci inasnuch c S i.his is i.rue, 

th i s p i cture he s it s own moo ci. thro u ;~ h the p r eponci.ennce. of the. Soui.hwe. st - _i orth-

e a s t O.i r ec ti on s i n i t. 

I coulci. g o on in this vei n u n i.i.l t he whole v-orlci. v:o u lci. seem to be full of 

do i. s . But in i.he e n d m~ny of yo u will still as.~~ why ao peo p le pcint this way, 

wh<. t i s the p i cture c: l l &bout. The ti ;.le i s " t.bsi.:r<oct i on" . Bu t actuc:lly it 

i s a semi - <:·bsi.rc.ci.ion, becc.us.::. ii. !-ir. f., be.l i -:::ve it or n::ii. , definite, r ec ogn iz-

ab le su b ject matter . There is e t c:'t- le, c: buwl of f.cu it, a bo i.i.le, 2 floor r.nd 

r. ptnelled wa ll . The t ~b le is ci.rc.wn iri pe rs pec ti ve and p l [ce. ci rg<insi. the 

blue a r ea which c &n be construeci. to re.p r ; se.n t o disi.ort ~n cros s - secti on of the 

table . Bowl <nd bo-!.tle e r e dr :o ~vn in :;:;er.;pec:i.ivc, but i.h i · ou ~ hou t, th e p;::rspec -

tive is ciest r oy e d by i. hE int e r.o ecting of v iolently coni.r ~ stin i;; color c r -=. <s . 

I n other words, the picture. is ( p'i.ece of "IJ-,e;ne cnci. Vt. ri ~ tions " muc h a s you 

h &ve ii. in mu s ic, with just L remi ~ is G e nce of c i. sb l e with < still- life on it . 

I selected. th i s p i cture. for my dernonstntion, bcc ;,use ii. shows so cl t.. crly the 

use of wh~· i. i s gEncn lly cc:ll e ci thf &bsi.rrct form r l ::;l ern e ni.s . J.ctu c: lly i.hey 
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shoulci be callee H 뜀e conc r ei.e , object i ve elemen ts , becaus e it is th ey t'.:: si. 

g ive any picture its ac tu a l char ac t e r , no m2tte r how pho t ographically its 

subjec t ~natter be rende ree, Why _ciiii H .ese pe o ple pa i nt this wc.y, obscuring 

the reality of the ir subject - ma tt e r! I c a n g i ve you only a g uess. The.:; e 

p a int e rs who s h rt e ci workin g t h i s wc.y arounci l SJ l O, began to o_u es tion the real-

ity of traditional concepts of science, et h i c s, economics anci p s ychology , to-

g ether wi th many v· r k<:.r s in other fi e lcis of scie nce C>nd a rt. The.yrc~co~nized 

on l y o n e basic r ea lity in pointin g an d t hE t wc.s t he r e.a l anci concrete nature 

of fo r m a nd its e l em e nts , som:. of wh ic h I have just <i.iscusseci. J,nd now I shall 

ask yoU a question : Can you g ive me one sing le anci logica l reason wby a p c. i nt -

ing should be pa in t e e so th a t i t r esembles c le ar ly a ny object in nature? Your 

an sw e r will be , of c ourse, th at , i f p a inti ng be communic a tion it ought to be 

int el li gible , I don '1 k n ow how intei.li g i b l e I have made th is paintin g , bu t 

ciontt forget t hc. t th e se pa i nter s l;aa r eache d a p o i nt in their social adjus t -

ment where t he y de spis e ci mo st of wha t t he society a rounci tbem stood for, an d 

therefore they di.a not pc rticul a rl y wa n t t o spea'k i n E. lc:n guage whose sound 

ciici no lo nge r r infl: true t o them . Anc, lo end beholci, s ome peopl e l earned _t _ _bcir 

l anguage c:nci mor e of th em pr e t ende d to uncie r s t Eno it . Tod ay you can harci l y 

..._. fine a bu i ldi.ng on park ./..v en u e which cio e s not co!ltai.n some Cub ist paint i ng �

It hc:s become "t he tr in g ". Mr . Clark will develop this theme next week a nci I 

s ha ll only s a y this mu c h , t hat jus t as the pa i n t e rs se t the:mselve s Epa rt from 

a world wh i ch dici not uncie rst anci t hem , th e ovrners of t he ir works have consti -

tuted themselves int o a preciou s eli t e . If you cion ' t b e li eve me, ask one of 

them some time to expl a in his Pic a ss o to you . Bu t ci on tt mirnncier s t<nci me; I 

am no t concie.mning this p i c t u r e in t he. least . rt tell s ve.ry eloquently the 

stor y of its ti me. : what was impor ta n t c.nci r ea l to a se n si tive , gif te.ci, an d 

soci ally thwa rteci. human be i ng a t t ha t t i me , a-nci. , by infe re nce , whc: t wa s not. 

In e s e nse this c.ppl i es e.ven to t he owne.r , if on6 mE k e.s tJ;e r eservation t ha t 

they are. twenty ye3 rs beh i nci. t heir ti :nes, wh i. ch in t he fi. e lci of science would 
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M U S I C 

The dici.ion Ery 6.cfir.es music es e ro~sr.cc tn<i. En trt . Snme o f th e c0ntent 

<- n<i. t 1'!enks i.hs ch i: irmi;n cf t,h:r: t. ri, Seri.C;s f:::-r all0w i. :·1g th::.s mi. t"-ri t l to be in-

clu<i.ed n0w .. 

Ii. seerris < ppr op ri. &te. to intr ,)duce here c. quot;; ti on frorr. Th~, F<:rm0nics o f 

Jris t oxenes . 

first m<: n t o bui lo ;:, founor'ti:'n fer t sci ·:nce of musi G . '.v!t•:icr l a rtisi.s hrve. 

a cce pi.c. d hi.s fi n din ~s a s v eli<i. • 

" . not 8 st o r.i s:i i ng to <ny on t. who bas ref. l'°' c.·~ e ci. on i.he e.xi.rr.orC. i nary 
i g n or ' .. r: cc. of ::i <::; 1 k :;. n Ci <- b ou t i. he. m c . .; ;_ s F G :1 L .. :-! c o u .; t c-1 c 'l n !. v c. r s ~ 1 ~. y be l o »re. d 
of t h<'. a rts, o;H; ·~r e ir no less ex1 .. ~ · t ~-:.'r,·i.1H. y iu'ii:derence tc i LS r;ote.ni. 
effects on the mental c na morel c.:;.~ruc 1.,:,r,.: 1 

~n exam in a ti on of the mu sicl~ work of a rt, ~tki~g into tcc0un t t te scion-

ti f ic en d <: rtisi.ic p r ogre ss mF d e since Jr 1 stoxenes , may illumi r:t te his stEi.e-

men t . 

I shc. 11 be g in by de.finin g briefly the e l ements of muGic. These e r e her-

men~-, mclo. 6.y, rhythm, ·~-:om Fo , C.:·n c.rnics , t imb ::-e C·r i '.!nc. quclity , ;:,nd f orm. The 

term mu sicc.l composit ion e s it is used in t his ,o<p-:;; r metns 4.'1e 2uaible work of 

mu sic . 

I n the beg i nning there we s one tore . J. mu;:; i. cE. l tone is <1 succesBion of 
I 

perio<i.ic, at:nospheric pu ls ,tions capable; o f be i.,£; he.<r<i.. Evr;;ry to;ie hc.s e 

series nf upper p;;ri.ic.ls or nat u ral hermor.L:s, (Inscl't 1 .. P<ge 63) The ri chness 

c: nO. qu t l i ty of a music.i;l t on~ 6.ep.,-, n<i. on i.hG i-•rop:r1ior; s ·J.n ;:hi.o!i +.he dif±c:rent 

h a r monic s e ri es. These. r cl::it i o;~ships of upper _::H;:-Hc. l s v'e~c often discovered 
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by s cient.ists, en-i cf t en su g::,e.s i. e.u by musi r::i.::-ns·r,iih un:.isuo.lly ~een eers an d 

t one mt.y r eme: in un2 li.cn:<i , i.h< t one i.o!1e cgn be s oun<icd by i ifferent i:1s1.rn-

meni.s nryjng in t one qu al i ty . J.. no·~e vr'.le!l soun,'. .. :;<i 'JL foe. p i ano , on i.he. f l ut e 

or sun g bye v oice , has a <iiifer en t charr:.c i. ~r. Helmhol~z si. ei.e s th~t t he 

quality of a so und is ci.etermineLi by the p:-oport:..'J:1 in wh'...c!1 i.he v<1rious uppe r 

pa r tia l s are he8ra in it. The emph(..sis on '.':. i gh1;r. h;:,rr:ionics a<i.G.s brL:. J. i~nce 

t o ~ t o ne . Th is is a b:; sis f or exp c.nsion , :;, mproverr.eni., :<!lei. c>ar: ges in mus i-

c &l med.i;:, . These ch<on g es i n t one qnali i.J h "\l'E. c· p r.we;rfu2. e.fieci. on -t.he ae-

vel opme nt o f music. This c oulci. be. ci.emcnsi.r 2 i.e.d. fhr:.'1 we i. he instru ni•oni.s r.ere) 

by c c• mparing 1.he s ound of :; Bach o rch e.s tra wi i. . 1 i. he sou.nu of a j? zz banci; by 

c ompa ri ng Mc·ni.e.ve r<ii' s c: r che si.r :;, vrf.icl: c ·'.'ns;_s t c;a for i. he !TJ 1si. pa!'t of now ob-

s olete i n stru ments , wi-t.h 1. he orc-. hest ra of B:o· ch 's i.:'.. .-::e , by c ,1n::1'arii1)1, ~.!ozart 's 

or chestr a with t ha t of Wegner . Th e scho ols of si n;,;i.nf.! oi.L'er bc:.ci:r-i:=e t he tone 

a F r en c h s c h on l, a Gerrri:;n s chr·<' l, e tc _. 

g ran<i bel o n g to -the s ame family; but t:1e t -:- r.e. qn<·li-..::,- 0f i.he. lai. ter is entire-

ly d.ifferent fr ~)[TJ 1. ho i. nf t he f nr.T.<er. W?. niig.1. i. incllcCl€o her':! the m.'> C-ern re-

e a i. r.' a po int where C>n engir,e~r by t:a_jllsl:n5 

ity of the i n strumeni.c_i.j ,-, n ·nl:ich i..s bei. ng r"!pr o ~'-~c:. ci. , a'\. -.vil l , 071,r i ns tru -

ments n o t yet wici. e ly used., but nE7~rchel~ss exi..~Lin ; , inolu~e the Ttcr~min , 

Any ch c.nge in the tonr:. q_11cl::.'ly o f 

F'cr insi.c. nee. , wh"-n E1::ch is 
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played on a moaern gr a nci. pi &no, should it be miiC:..e to sound like o ho r psi.chord? 

Shoula Ea ch be performcci. only on & h a rps:'..ch '.'ra? Or should his music, wh i~h 

was written for h a rpsichcrd, clavich ord., end o ther keybo a rd. i nstruments of his 

da y be transcribed t o fit our pr e sent means? Sh ould Moza rt be sung wit h a 

voice th2t h&s b een tr <i i ne a t o ye ll its w&y t h~· oug h t he Wa g neri i:: n or c h e str a ? 

Is a jczz orc h estr<~ a legit i n1a t e !Jl(;;d :i. um with whic h to e xpr es s 2 musi ce l ide a ? 

Musici a ns c ursed wi t h good e& rs a re consici. e re<i f u ss y when t he y compla i n 

th a t c e rt&i n h a lls &re diffic u lt t o pe rform in. Inci. y e t, the a u ~itorium ha s 

a direc t effect on to!le qu alit y . In a sense it is as much E mu s i c a l i ns t r u -

ment a s the bell of a trump-= t. The tru:npete r ca n mut e a tr unpe. t <. t wi l l , bu t 

the auait ori um is gen e r ally :nu t e d for us by a n a rc J i tec t wh o c a res lit tl e o -

bout &c ou stic Ll e n g ineeri ng . The s ou nci. p r o j e ct e ci. f r om conce rt p l Et f 0r m t o 

au ci.it ori um is often s n b l u rr e d an d dist ort e ci. th Et t he c omp oser 's i n t e nti o n 

c a n hardly be rec og nize ci. . C omp 0 siti o ~s writte n f nr ~ n e t ype ~f ha ll are p l Ey-

ed in o t he rs u n sui tr b l ~ fc: r t he p& rt i cul a r pur l¢sc, be c au se p1·o p-.; r ::.l:d :i. i. 4;".' i-

u .s a r b n ot av ri l &ble. lnd ye t puri s ts pr otest on nusic e l &e s t ~ e~ i c grcunds 

when tr a ns cr ipt~ons ar e made to fit ou r time anci. our concert halls. 

But we ~ust get b a ok t o our sc a les. A sc a le is a ci.ivision of the oct 2ve 

int o i nt erva ls s u it a bl e f or music &l pu r p oses. These int e rv z ls, or dist ances 

be t ween no t es, were first d iscove r eci. by e xpe ri men tin ,:i: with ci.if f erent r ela ti o n-

shi p s of t he h a r mo ni c series . Ma ny sca lE;s have be e n us e d by t he v ari ou s mu si -

c a l c ult u r e s, I s.a ll pl a y a f E;>" f or y (>u, The so- ca lle d ;; n o ie n t Gr e ek modes, 

t h e sc a les a ut~ ori z e d by t he medi e va l ch u rc h , s ou n ded abou t like t h is: 
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Ou r own 12- t on e s ca le s ou r. ds lik7. th is: 
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The Pen t a t on ic sc ale abou t li ke th i s: 

tr ou n d th e t ime cf Bach , An~reas Wcrk~eist~r tem~~ red the Foa l e . Thi s W8 S 

don e by brin g i ng t he v a r ious sea l ~ seri e s ~hen i n use :i. nta a syste~, i na ccur-

ate f r om t he st and- p oi n t of physic i s t s , but pr ectjcal f er the p~ ~f or~er. This 

t empe r e d sc a le is t he 1 2- t::>n e s ca l e we u5e t oday, 1'.-i '.. hin wh:i.ch we. ca n ar-pr·nxi-

ma te ma ny o t he r s cs l e f or ms. Af te r the World. War ~ oa ~ter- tone ~ianrs were 

bui lt, a n d mu s ic campc s e d f o r a 23- n 0 te scale . 

first in / th e l o t h Cen t u r y , by 8 man n ame~ Mercate r , a fa~0us Flculsh me the-

ma ti c i an, Ha r r y Pt r t ch , a young Am~ r ic a n , has r~n ent ly built t vi ol E, and a 

ha r mon i um- like i nstrument c all ed the PtoJ.emy , ~' ot~- u s :.n g a 53- t oiA scale. Ed-

ga r Va r e s e a ov oc ates 2ni hopes f o :::- electrica l iw•tr ·1,:ien ts v;l:ic" co11ld produc e 

diff e r en ces of one vi tr ati on i n Jitch . Soms m~ si )i:ns a n~ s ci entists ag r ee 

tha t t he 53- tone sc a le is p~a ~~b ly a ffic ~ e ~ & tis fac t o ? · y v~hic:e, for mu~lca l 

idea s t ha n our pre s c11 t :l.2 - t o!1•';. sc :o: ::.e; i.t w:l"..J. l a e:1<::;le U3 t o 1'1nrJ. pur e r and. 

af COUlSe J'O~ CEn i ma~tn ~ that the 

manufac t u rers of instruoents , ai:::-ec tors of conserv s t ~ ri es , ana all others wh o 

a re i n t e r e st ed i n rEa i nta;n iil g '.he p~·esent ne t i,oas of m;:sic2l prac•.ice, cecause 

of hcbit , a nd f or r ea s on s o f c0mf-rt, shud. ~er at t ~e th ou~h t r f E ccraplete 

c hange i n t he exi sting mechanisms 2nd Fractices in ffiL~1 c . Jt would be exp en-

si ve, t oo . 

The questi c n i s (and i t ' s an old one) s hDl l we go back t o b 5:i.mplic i ty 

wh ic h a j s app e a rs in a v~- i d, or f '.:'rw«ro t o a c omplexity which C:is 2ppea r s i n a 



blurr, or st ey ~here we are? The answers we he::-e "re: "On the o~e h e~ l", 

I heve men tioned ~te word. '.~ar~o nic - sever ~ ! ~~ o~~ . Harmony is t:. e rf:la -

g r ours of t ones , oa~le d c~or 1 ~, ~o ea~h ith ~r. 

mat~ emr ticE, it is s ome ti me s calle~ e F c~ ~ nc ~ . 

sysi.ems. 

tio ns of riotes have diff.! ::er.. t l~r. gth c i n t irrir::, "11::. r:-~. ng C~>th ·wi1-h~11 t. :.e pie<.. r~ 

ana in aiffe:!'.'ent ffiUSio c: l COm~' OS it i ·J !iS, r~. e~ f"G~.ls i~) 

music) 

an d. softness in mus i c . (s~e m'Isic) MeJ. o dy ha,:; •. c G.•1 v..iih -:ne ;:c:lc.i_jon;.:15.p be-

twe~n a successi o n of Eing le n oi es. 

cou n t e r po int ev olveE . ( s~e m·c·ic} 

su gg ested. to the 2uditor . 

t a t ea . Wh ile it is pos si 1-l.:; to : .• n'.) r o·ii s ,=: 

tremely difficult, pa ~t iovl~rly w~ en Such 

but s0 o n fai l t o hol d nur at-:en -:i on . 
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l!lusice:l nohti r1 n is the art of expressin g musice:l ide a s in writi ng . This 

use of a visu&l medium t o c o nvey an aural ima g e has its difficulties. Our sys-

tern of music a l not a ti on is decioed.ly li mited . The goo d i nterpre t er recreates 

from the printed or written pa ge, consci ou s of all the fact ors i nvolved, pro-

duci ng much more in sounci than the not a ti c· n its -::. lf cr1n ;:io ssibly express ex-

actly; the bEd interp reter much less . There exists a vrst lit e r <ture in which 

the attempt has been made to exp l £- in the form and. conient of music thro ugh 

the u se o f verbal f o r mulae, These f~rmulae may help to i nterest people in 

mu si c, bu t unforiunately in the li ght of dir eci experience with compo s iti ons, 

musici a ns a nd l aymen zlike ha ve discovered. t ha i the excepti on s t o these ver-

bal l a ws s e em to be more interesting an o valid t han t he laws themselves. The 

understanding nf for m an d c ontent apparent ly comes onl y af ter re pe a ted direct 

c on t a ct with the s ou nd of a c ompositi on. 

And now to the metter of values. We ~sk ourselves a nd. others (mostly 

others), "Wh a t is g ood music? " We want to kn ow about the v alue of a compos -

e r•s idea, This idea is expressed. in soun d. or more often in musical notation 

ty the man who composes the work only a t the ti ~~ he composes it. We may a s -

sume t hat it is si gnifica n t to him while he is composing it; otherwise , he 

could stop en d play p ing- pong , g o to a movie, or a tte n d. a church serv i ce. He 

might even te a r i t u p-- sometimes we wish he h a d., Be fore ~be idea rea ches the 

list ener, wh a t happen s ? App r cximate l y this: 

The comp oser trcnsfers his Eural imag e to a r a ther i nadequa te system of 

musical notation; .t hen the i n t erpreter enters the sce ne . He ma y grasp the con -

poser 's i ce 2 ··.no. he .rnay not . Let u s a ssume th a t the work i·s a contemporary 

concerto for pi a no an d orchestre - - a nd here may I make the brilli an t a siae t ha t 

a ll music was at one time contemporary music . Be for e the r 0hea rs al, mus ic a l 

science enters. Not in the for m of a p hysicist, or a mathe~a tici an, but rep-

resented by--a p i<no tuner. This gent le ~an t empe rs the sc a le so that all of 

the note s ere just a little off p itch. This he d.oes by e ~ r. In the r ehea rsEl 
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if there is t i me, the orchestr&, by e &r -- i; na this is &rt--a cijusts its pi t ch 

to the pi&no . Before the concert the piEno is tuneci agi;in, it havin g bee n 

bangeO. out of tune h a lfw&y throu g h the r eh e c: rs c. l • .At the co nce rt, if t he 

furnace is temper&menti:l --c. nci they generc.lly <: r e -- t he hall is too ho t &nci 

the wi.nci instruments g o sh a r p . If it is t o o colci the string s g o s ha r p, and 

the winci instruments fh1.. Pl <0 yin g in tune be comes very ci..:fficult, &l rn ost 

impossi b le . The new concerto, however, is per f or me d . Those i n the right 

of t he 2u ditorium he z r mostly br r s s , secon6. v ioli n s, 2nd pe r cussion . Those 

on the left he :: r mostly first violins <-n d bass. In th e g cllery t he bE·lance 

is p r e tty g ood . The u s e of new musicc l re sou rc~ s, i nevi t E ble i n any contem-

po r a ry wor k of si g nificance, worrie s bo th or cres tr a c.nd &uo.ience, condit ioned 

t o the familiar a nd shocked i nto r e sish nce by the new toml comb i nations 

wh ic h the y are hec.ring . If the wor k is broadcast, the sound eng i neer, often 

mist<:.king a cli ma x f or blssti ng , r educe s thin g s to "' neu t nl blur . Then a fter 

one he2 ri ng the 2ud itors atterript to j u dge th e quality of t he composer's iciee,. 

The comp oser, a fter it's oll over, has himself ps y cho- r n&lyzed . 

It looks as thou g h J;ristonnes was ri g ht. We may as\ , if the composer' s 

id ea is re a lly 6.istorte.C. in t r. is wi:y , how has it been po ssible for musicd 

compositions to s urvive at ;:;.1 1? The :: nswer is perh ::ps this : The wise c om-

pos e r, awa r e of t he impe rfec ti ons of t h is best of all po~s i ble worlds, forms 

his . work in such £ wr.y thc.t i n spite of i mp erfectio n in p:;rform&nce, &u ditor 

2nd i nterp reter are tble t o r ecognize even <,fter one hetring whether t he ele-

men ts a r e b a lE nc e ci; whethe r the wo r k is w ell f ormea . Thi s r ecogni ti on su g -

g ests e r eh e a ring of the work , J,ft er r <:pc.ateci re hea ringt: , the f o r m becomes 

i nc re asin g l y clec:.r until ev•:.n turlly th e 1.ae.< which it suggests c2n be r. ppre -

hended &n d then ev&luat ed . 

I will now 2-n a l yz e for you very sketchily en r. ir by John Dowhnci, which 

t h e chorus will sing . .An ~ ir is & ty pe of vocol c ompos i 1.1. on of the l;;te l b t h 

and 17th Centuri e.s in En~ hnd. It is pe rforrred i n one o r two wc.ys; e ithe r as 



a solo sung with instrume.ntel c;ccomp::.niment, (gener2lly lute or viols) or <• S 

a melody supported by other voices. We h a ve no lutes or v iols a vailable and 

we &r e ha ving the melodic line sung by the entire chorus, the r. ccomp z niment 

pla yea on the ph no. 

In the pi e no c; c c omp a niment the em p hll sis is h 1' r mc nic; i t consists mostly 

of three - pa rt chords, The m<·in mel odic line is sun g by th e chorus, c lthoug h 

the melodic el eoment is olso p resent to <" lesser cie g re::.e in th e p i zno pa rt. The 

piece uses the transposeO. Dori e n sc a le as a key basis. It r e sembles f # minor, 

but it ends on the fifth step. Tones forei g n to th a t sc a le a re i n tr oau ced 

only three times in t h e piece. The harmonic pl a n is quit e simple at the beg i n-

nin g , anci g radually b e comes more complex with more r ap i a a n d co nstan t c hange s 

of chords at the end of the piece. Th e melodic li ne s u ng by the ch orus moves 

::£l:---~ --=-::;:i 
w1 thin this ran g e. -{f-~if;i~- -=--~Ji-.--:-.~ The meloaic li nt. centers a roun d 

this interval. -~~~~~- Be g inning somewh a t abov e the mi cicil e of the 

ran ge, it rises near the micicile of the piece to its hi g hest poi n t, 2nd then 

g radu a lly drops, as it pro g reso.es to the end, The rh yth mic scheme co n sists 

of notes held for four be a ts, t hree bea ts, two be.a ts, on e be 1:> t, t hree-quarters 

of a be a t, and one -h alf beat. The shorter n o t e s are co ncen tr a ted in t h e first 

h a lf. In the seco nO. half the r h yth mic scheme: expan ds somewh a t, r-h y th mic com-

p le xi ties c a n be detected in the r hythmic imit a t ion s be twe en t h e v o i c e pa rt 

an ci. t he accompaniment. Th e d yn amic sche me is t h is: ver y soft, ,grcdua lly in-

cr e asing in vol ume to about t!'!e midcile of t he p i e c e , g r a ci.ua ll y ci. i min i s hing in 

v olume to the enO. of the p iec e . The temp o is ma r k eO. An ci. s nte (walkin g ). No 

chan ge is indicated durin g t he p ie ce. I s ugge st t ha t th r-:; t o tal impressi o n 

fr om this arrang ement o f the wusica l el emen ts is zb o u t t h is: at t he beg in n i ng 

a sli g ht tension, at ab o u t 1.he mici. cile of t h e p iece & t; ;: aa'L!a l i ncr ea se in ten-

sion, followeci. by a g r < dual l e s s e n in g of t e n s io n , the en a mu ch mor e relaxed 

than the be g inning . In ot her words, a fter the be g inni ng , t he re is a rise ana 

then a drop to a point below the be g innin g . This musi ce l form is closely 



relateO. i.o the words of the i. ex t. 
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Folk Art enci. Culti va ted Art 

The contrast be tw een Native Vi. rtue ana For ei g n Country Gr::c..:.s i.s grea t. 

Gr c:.a t e r still is t he con tr ast betvreen t he cul ti ve teci. man who has a hea lthy 

r esp ect fo r the popular art of his tj me ana ph .ce anci -- a snob . 

I n t h e yea r 175 0 Bach ci. i e ci.. That s ame ye a r L or ci. Ches t erfielci. wro t e to 

hi.s s on , " The l owe s t pe.asan t s p e aks, moves, ci.re. ss e s, ei: ts anci. cir i nks as much 

as a man of t he first fa s hi. on ; but ci.oes t hr.om all q.uii.e. liifferently; s o thi::t 

by cio i ng and si; yin g most thing s i n a m&nne r opposite to tha t of t he vul g ar, 

you have a g r eat chance of cio i ng a nci. s ay i ng t h e m ri g ht ••• J.. man of parts ••• 

is to be 1<nown from the vul g ::. r, by every worci, at tit uci.e, ges tur e anci even 

look . it 

Cont rast t he music a l life of Bac h' s Leipsig with t h::. t of Chest erf ielci.'s 

Le nci.on . The pa trons of Leipsi.g ha ci. enc ou ra ge ii t he g row t h o f a musicc. l culture 

which, becau se it was true to it s 1.i l!'.t..o ana p l ac e, tr ::.nsceniieii t hem both an d 

li ve s on here ano now . Pach, < Germ<n v.rho compo s e d French Sn:i.': :;>;~~ Eng lish 

Su i tes, c.nci the I t.,lic.n Concerto c:sn sc arce l y be ce: lleci. p r ov i nc i ::. l. Yet it 

wes the cultiv c i. i0n of thc.1. ric h ii'.l owe ri.n g of natlve folk song , the Luther::.n 

chorale t ha t maci.e Bach , Bac h. 

No such hea lt hy attituiie tow e rd t he people an ci its ort exist e ii in Ches ter-

fi e.l ii•s L onci.on . He ;; nii the circl e he re f lect e c were cioting on C or elli. They 

ci.eli gh t e ci. in thei r own exceJlent taste, no t b<:.c~use --i n t'ds case -- it was ex-

cell ent , but b e cause t hey f e lt it se.. t t hem apa rt from the ma n in i. he London 

street. I n s uch an c. i. mo sp here , is it 5ny wonac. r t hat ei g hteen th-cent ury Eng -

l an ii proci.uceci. no Bachs? 

A cultivateci. artist is s c. i ii to fina h is vitalit y , his spirit, his raw 
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materia l , o r es i t is usuclly cc.lleci, his !-9~~ in the people arounci him. If 

this is true, a man who tries to be differ·e.n t fr om the vul ga r in "ever ywor ci, 

a ttit u d e , g esture, anci. even look" is<. msn uproot c ci . 

Fow ci.oes ci.evelopment in th e fiel<i. of !' rt ta 1< e p lace? Many peop le, in-

clucii.n g most a rt historians pu t the empnasis on the "c:·ipping - cio1·m" process. 

They holci. that important i nnova tio n s have been maae by r· f c"' high l y cu ltiva -

teci. a rtists ana have slowly, perhzps in garbleci for'l"1, filtereci. '.iown to the 

common people. 

On the othe r hana , folkl o re enthusi2sts accli:im t!i e " bub"t,ling- up" proc-

ess. They rnaintai.n i.1'2t t he. a rt which is strong an ci living e ff e r ve sces from 

t he life o f the common man . S orr,e woulci even asse rt t h<. t once this vigorou s 

a rt st r ikes the worla of fashion , s o '.Tlethin g :ie~aenin g inev7 tably happen s to 

it . We all know what happens when a sp1ritea sw'.rig banci. stri kt:.s Droadwa y or 

when a s pontaneous peas ant g i rl strikes RollywooC:. . 

--nor inevitable . 

Bu t thi s is not universal 

Those Who see either the 11 0.ripp ing - ci.own " process or the " bubh lin g- up " 

p r ocess as the all - important thi ng in ar tisti c prog ress may b e compa r eci to 

the ·b li nci '.f;en v.11 o cii sa g reeci ab out t he elephant. Neithe r sees the who le 

picture . 

Thou g h still an oversi rr,p lifi c2 tion, ciivici.in g art - c.pp r eciator s int o t wo 

types may cl ari fy t he rr.a tter, Firs"., ther e is the rr,2n o f fasni. on. By this 

I mean anyone who l oo ks t o establish e a a r bi t ~ rs for the form2tion of hi s own 

taste. We i.: 1 1 belcn ~ t o t his t ype t o a g r ea t cor '2.xten : than we ca r e t o a O. mit . 

Second, ther e i s t he i.nciepenc.cn1. appr a is er , 71h o forms h i s judgcnen t b y a ci.irect 

apprnc:ch to the w crk 0f ar t i tself • 

.A lthou gh courtly or leisure g ro ups t enci to be c;,en of fashion, t he ciistinc -

tion is not necessarily o ne of cl &ss. A '!\ember of t h~ mo s t i nsecure social 

g roup may look to the hi gh - up mento .c s f or h is c p i ni.ons on i.:rt anci hence , ac-

cor O. i ng to my ciefiniti on, be a man o f f ashion. This is especia lly t rue in 
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present - ciay J,merica with its terrific r eg i menta ti.on of taste brought about 

by hi~h- pressure salesmanship ana advertising , by radio plugging, mov ie p r e -

views, anci campaigns of art cicalcrs anci concert bureaus . 

Conversely, a member of a group which is consi C,e r e d. fashionable is often 

able to .f;o beyonci fashion for fashion's s3ke an'i make an i n ci.epenc'..eni. app!'aisa l. 

The distinctio n is not b~iw~~n proiessi0nal anci. amateur . With very grea t 

or very litt le tr aining in ar t, one may still fjnd. oneis taste for.11ed by fash-

ion. The much cieridea philos o pher of "I ci on • t kn0w much about art, but I know 

what I like " has ihis to be saici for him . He. is ass~rtin g his inciepen<ience. 

Fe wi_ll be lucky if furthe r traini ng aoe s :i.ot le.aci him to th e posii.ion of s2y -

ing "I know a lot i::bout art, but T cion•t knov1 whi:: t J: like" a nci. hence of fall -

ing back for his taste on the a r b iters of fashi on . 

Now how cio the 11 6.ri pp ing- ci.own" ana 11 bl: b-::;lin (; - up" p rocesses fu;-icti on in 

the worlcis of f a shion, anci of inciepenci en t app~ais317 Obviou sly cievelopmen t 

in the worlci of fa shi.on t akes pll':ce at t he t op a lone since all it:: other mem-

bers a re followers. Hence the chanc es of any <i.evelo pmen t actually starting 

in this world are extremely thin. 

In the worlci of in<i.epencient appraisal, however, somet h in g new may cievelop 

anywhere at any ti me . Bubbling up from the folk--s. rt of t h e com.!non man, the 

novelty is at first resisted solidly by the wo!'l<i. of fash i on as vul ga r an d 

barb~rous . 

Only when the a rbiters o n top o f i.he wor lci of fas hion have a r ea so n for 

accepting a pr og r essive ci cvelopment in art O.oes it pene t rc--:e. into t ha t wo rlci 

a t el 1. Then whai. a ctually h app ens w_._·i hin i.~e w orJ.ci :f :i -i.si->1on is incieeci a 

"ciri pp in g- d own" 0f t he new element , 

The a rbiters h<"ve s p oken : wh e reupon the followt:.rs f u ri ously appreciate . 

L e t us examine e.xam ples o f t he. wa y i ;i whi c h ni:::w aeY<::.l oprnents have been 

DCCeptcci. . "The Cr a ci.l~ Wi.11 Roel<" anci " Pi.ns an ci. neecolcs", the mr st striking 

new man i festa t ions i.n t.meric &n musical life , arc ce.rt e inly expressi o ns 0f the 



Aspirati ons 0 f t he comm on man . Yet t hey a~e tremen<inu sl y fashi onab l e . Why? 

The critic s of t he New Yr:·r '-< Ti;-;1e s have hai l e<i them in g l 0wing terms. Mrs. 

Ron s evelt hes ex pr e ssed her zdmirdi cn f or "Pins 'no Neeci.les " i n her syndi-

c a t e ci. column . One af t er an 0 th e.r ."f tlie a r bi t er s of fashi. ~ n hi::ve G. •:· ne homzge . 

This pc. rtl y bec<..use these ere gr><..,o sh '.:' ws ana partly fer r ec.sons outs i<ie t he 

artistic fi eld. The frll·::-wers c f fashi ') n hrve r e5p0nci.eo wj th their usui:i l 

a la crity ana beh0 lo, af t ·"- r <iifficu lt strugg l es, t hest. _r GOUCti ons have bubble<i 

up int o h its. 

Going back i n to music al h istory le t us r eview other import an t i nnova ti on~ 

Consi<ie r the fin al ac ceptance o f t he " vu l :;a r saxoph on e" a s a legitimate ch em-

be r inst r ument; "l ow r ag time" as c.n i nteg r al par t of cultivate.a. music; the 

" vain fid<il e 11 a s the lec:aing i nstrument of seri ous orchestral music; "fami li a r 

style" a s the basis of harmony; the "l as civious scale" (major scale) a s the 

pr e G. ominating scale o f cultiv1:te<i music; "f a ls e mu sic" as the syst em of s ha r ps 

a n 6. f 1 a t s ; t he i mi t a t i v e pr i n c i p 1 e o f c ou n t r y r ou n <i s a s t he b a s i s o f su ch h i g h 

ar t f or ms a s the fu g ue; s cales common to primitive music throu g hout the w c. rld 

a s the au thorizeO. moue s of the church. 

The s ea l of bpp ro vc. l of many l e2 din g authorities wi:s nece ssr.ry before the 

the 11 vul g2 r s a xophone" c;n <i "low ri> g time" were accepted in .Americi:: as suitable 

fo r us e i n s erious music . Ma ny fcshionable peo ple stil l r <:'be l --pe rh ap s t he 

ri _gh t au thorities h 2ve not yet s p oken . 

The violin, i.oci<:y accla i me <i q_ueen of instruments, or:ce went throu g h t he 

same hi st or y as t he s a xo phone . .Anthony 'lood st ci.e s t hc:i. b e fore the En ~li s h 

Restor &tion of 16/)o the gen tlemen wh o ;;ttenci.eo music parti t:. s pleyeci. on Vi o l s, 

"for t hey est eemc<i ~ Violin to b~ E.n in si. r umeni. only b e l ong ing t o a common 

fiddler, rnd coulo not e.n<iu r e i.hat 1t shoul<i com.::. a'l1ong th e m, for f e c r :-, f mi:k -

in g their m<:.e i.i ngs t o be v c. ine ano fia<ilerin g ." It was only when His Ma}~ sty 

the Kin g , for qu i i.e extrEneous r e2 s ons - - he w2s tryin g to keep up with 
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Versailles--s a iu the woru, th&t the violin becom~ the f c.vorite of the m&n of 

first fashion~ 

In the sixteenth c?ntury , music consisting of simple chorus, one after 

another e:s in the mouern hymn, was callrou "stile famigliare" - familiar, or 

vul g ar, style . rt was common i n the Netherl anas ano Pclestrina had useu it 

to so .me extent, but on l :r the ben-:;0.iction of the C ouncil of Trent maae it the 

thing i:mong church musicians . 

Few a re :aw8re that the majo r mode, t he. preuominant scale, of toaay, in 

which Frar!O.el's "H &ll e. luj e:h Chorus" is ~vritten, w&s banneo for centuries by 

the church <:s the "tonus lascivus" -- thc. l&scivious moae . Pistory cioes not 

recoru wr.at far - se e ing arb~t1':.i" ,l of church fas h ion fin ally allowcci church 

music to be enriched by this scale - --nor how much popul;:,r pressu r e was needed. 

for t hem to reach t his conclusion . 

"False mu sic" was for yef>rS the na1:-ie for sharps anci fl a ts, t hat is, for 

any music which could not b e p layed exclusively on th e white keys of the mod-

ern piano . For y·ars church musicif>ns s an g t hi s "mus i ca fictc" in defiance 

of the rules bef0re anyone uarcci to v:rii.e it ciown, thou g h th e p:oople haci long 

be en using it in thei r own music. 

The country rou nos of En,g la nci conteined the ge r ms of the imitative style, 

which l o n g after leci to th e t gr eet anci fashi on a ble for m-- t he fu gue . Yet they 

reached a hi.gh point of perfecti r:·n, one. v oic":: answerin~ a n c·ther i n the most 

ski lful WBV 
. ' b e f 0 re 8 c u 1 ti v a t e d pe r s o n , probcbly tre rnorik J0hn of Fornsete, 

about 1240, th c.u g ht ::- ne of ;.i-,_,r-, wort I: writing ci o wn ;;i;o. pr-:s.::.r·.ing for post erity. 

This js the fam our, "S"J.mmer is icu me11 in." HLd 0ri:o.ns always quote it, usu a lly 

as a fre:ak, rai. her th an as the. culmin1'ti on o.f a folk trec.i ti •-. n, lon~ i gn'.'reu 

by t l:.e feshi •) nable as & vulgar practice, bu t s oon i. c b·.:. C:)me the. basis of much 

of th e. g r c.ate st music ·:>f succee iin g ceritur:i .. es. 

Fi n a lly we come to the story of t he E0clesiesticbl Moaes, or Greek Moues, 

o f wh i ch Mr • Lue n i n g h a s p 1 a ye d. e x £J m 1; 1 e s • 
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J,ctuidly these sc a les are th e prope rty of th.e f olk of every continent on 

the globe . They apparen,,l y haYe t .een ~1sed for folktunes since ti.me i ::nmemorial . 

The contribu-i.ion oI tte cl; u~·ch as fa:t:' as the sc&les t hems ·~lves were con--

cerned was t o give th ':>m r.E mt:. s , J;::id the narrcs g i>·en the rn were out of a Greek 

theory b ook- -rea d upsi ·i~ down. 

Folk ways h ave b ubb l ei up into th e Ch~r c h since ~hristlanity be g an, and 

that greatest of all a-..· t iters of fas h ion, ..... -he:n g r s ci.ou.:; a n o unG.en;i.endi.n g , hi::s 

eccepted the.m, i nfused them with something of her own , <.nd filt e red thern do,..-n 

agtin to t he frith.ful. 

The q_uestion may be askea, "Why G.oes -t. he fashion a ble worla ma tler to the 

artist if, as you s a v •. , it co nsi st s of pe op 1 e vrh o <i. o r.. o·L thlnl: for -'..he .mr::elve s 'i" 

To this I woulj answ e r, it matte.:'.'s very much ina e ed . Try ;;s we ms y to ge t 

pe o ple t o d e v;;.lc·p their own taste t hroug h 0bject~ve crit e ria, the people who 

still l ook to arb it ers for thei.r st a n<i.~rds remain v€ry numer ous--a nd very in-

fluenti. a l. 

The most elaborcte ena, c;ccorain ~ to some, the g r e.att:.st fo:-ms of art c a n 

develop only unG.e r t he pc:.tr o na g e of the arbiters of f a shion . B:- sed th ou g h it 

is on th e vigorous, but less O.e.ve lopea art of the c omm o n men, culti v atea art 

requ ir es time anci. m'Jney for -I.r ainin g and £!12.tcrials . 

The r eal question is, what kina o f peo p l ~ sh &ll we have as our e rbiters 

of fashi on? It shoulci. be clei; r fro.11 th e fore g 0in g th :i t it is o nly when the 

arbiters heve 2 acm0cn; tic a t t.ituci.e , tha t i.s, are r <:. ce p tive t0 the new aevelop-

me.n ts aci.vc. ncea by the c omm o n mc: n, t h'-t c ·cilU.vateci. a:-t fl ~ uri~hes . 

If some s or t of Feaeral Arts Bi.11 coul~ be p 2ssed Et Wa s h in g to n which 

woulci. establish democratic re p re&entatives of the peopl e a s the official ar-

bi ters of feshion in art , t here woula be grest h ope fo~ art in America . 

In ref erence to the pr e. se.nt Co:!' fe r.. B:l (F, ~ . 9 J.02) "to provi ci.e a pe r-

manent Bureau of Fine Arts," .:!'ohn Ma rt. in writes, "C.: c rt <. in l y the time will come 

when we will lo ok beck 2t t hese or ys w!"cn the arts are ci.epe.nci.ent u pon the 
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s pecu l a ti ve i n sti nc t s of t h~ finaucic r 2nci t h~ wh i ms of t he pri v c:t e: p at r on 

with as :nuch C'i f.mc. :i- rs we nc•1 lo o':: 1::2c1< et th2. a.~· ys ·when common s chool i ng wa s 

Re ~ry ~ele~6 Clerke 
].. r: :. ~) .. . :. .. _ :. ·. v ~ "1 ! 
;-=- -:!~ ::i_.L ~1~_ 10.: C oJ. i.eg e 

i:.~;. ch :.'.):)G 



TF.EATRE 

The first point I shoul (l. Jike to mcke is i. hti. "'..he <i.r e is an a rt, complete 

in ii.self, li ke mus i c or a r chi t ec~u r ~ . I raise i.hi~ point bectuse many pecple 

thin k thct it is $Offie ci is t cn t r elative to hr t tec2 use i t borrows ~ lements of 

other a rts . The followini:; question mi gh t test such a noti_cn - Does the art o f 

scul p ture contribute t o t he art of ptin i.i ng wne:n t he pa inti ng is cf 2 pi ece of 

sc u l p t u re? 

It hes been ciem on si.rtted. ti.me ana &ga5n t hc:i. it 8Vcil s very little for 

the the a tr e when t. m<:n has & s ense of p<. i nting 8nd. brings i i. to t he theat r e, 

or z s ens e of movement , or e ven c sense o f l ite!'Bi. u re, It <·ppe;;rs that he 

mus t h;:.ve fund<, mentally a sen s e of tbeetre and then bring t o it his especial 

ttlents . Every person wc rki ni:; i n th ea tre h a s s ome sense of theatre, no ma tter 

whc t his job rni. g ht bf. &nci e very pe r son in t he e;ud.i ence has likewise s ome sense 

of theat r e ; tl-ic.t is whet t.ccounts f or its e.xis te.nc[:.. 1 n e£ch pers cin th a t sense 

is prnbably diffe r ent i n degree . Th Et i s just a s tru e of people workin~ in the 

the<.tre BS in the BUOience , 

Gran tea. the: t this se ns e e.xi st s , !}ow wi ll ii. b e ciefined.? I offer this d.ef -

i nii.ion: rt Ins cert<lnly 1.o cio with the ciesi r e " 1.o show 1.he word." ; mean ing , 

to give l i fe t o t he wo~<i. . Thc:t is whet ciesi _;;ne.r s u o r-s 1. hey <i.es i g n setting s 

th:d a re si gn ifi ce; nt - it is wb.ai. ac tors cio ;:.s Hey act significc.ni.ly . These 

thing s show the wor<i. in t h~t they shew, with <. nu t hr0'.15h life , the imagination 

o f the poe t or p l ~ywri gh t which ins p ir~d. tn<i. now i nform s the word.. Through 

s uch sh owing we see wh&t was before t~e wo r u , whri. is in ~he woru 2nd what 

comes e fter. We mi ~ ~t . sEy t ha t t he~ tre makes t he wcr<i. conc r ete . 
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I wish th<:. t I c Dnld. aescribe th e aestheti.c of the c, i. re ; i.hct for this 

cc c esi c n , for sLke of clLri ty, : mi qtt 6ecl a re the cnmprnen t parts to be 26 

i n numbe r e na iefine th e s h ape ana r e l g tivc p o~ e r c f A,S,C, an a D, ena so on . 

Then Vie cru la c.es i ly s ee why 2n d lic v; pl· y3 Lee Ciiffere nt . PerJiaps in one, 

ii.em C w0ul a be omittc6 tnd th~cug h L s i~ pie esti ma te we could a rri ve a t t he 

res ul t a na its reEs on . But su ::; h c- devi c e f er e l·:c. r.-1inE ti ·· n ii:; I'..2raly mei::ning-

fu l in the art o f t h~ th f a tr e ~r in PnJ &rt. T~ e pl o t in the p lay mi g h t seem 

t e> be thus end. s o tr u l y, e: nc the ch r r &cters mo y see!n 1.l' b"- precisely this 0 r 

th:; t but t hey zre S ·'.1 becE.use ·•f t heir r ela ti ) n to the pl o t E.no whE·t is perh:;,ps 

equ [ ll y true. i s tba t the plo t is thus e;n a :oo beccuse a f t he charLcter s. F'ur-

L therm'1 r e , since t he life is pr caucea by t his plo t anci th ese ch<>rc.ct.ers , it 

will be unique to t h Et p & rtic ~ l a r r e l at i on s hip o f pl C·t [·no ch 2rc: c ter , , 

p l Ly wi ll be anothe r life , ~~-ch p l c,y c omes t o life as en c• r g c.inism . I n c 

sens e , it is life itself, be.cc.use of t he. me.a ium ) f i:.ctin g e!'lployea. 

Now I Em go i n g tc. speak •) f w·; rds in the th erd. re . Th e wo rris emp l oye d in 

t hee tre Er e i n th e text of Or Effi& i.ic p o e tr y , blSO C&llea ClrEffiE ti c liter Et ure, 

This text i s no more Ell of t he Cir&mE t h&n CirE met ic a es ig n, but it is, to 

qucte .Ashley Du kes , " as essential to t he <•cti.on of a pl::y i::s wo r cis t r e esaen-

tiel to the ection o f our llve;:> . 11 To r e t urn to e st a t emen t I meci e before c on -

cern in g tr e neces sit y th&t E sense of theetre be funcie me ntel i n thectre i:: rt -

ist s , Duke s s eys : "To wrii.6 for th e t h "' E.t r e. i s to wri.t e. o libretto th&t may 

be mE cie int o on op err. To write f or the i. he;;t r e is n ot to dictLt e , bu t t o con-

trib u te, -- not t o irr.pose, but to collEbor·[·te. 11 

Unque sti onably , the funC. Dment al cre E. t1ve wo r k in t re t he 2 tre lies in the 

word , t he wri t t en t ex t - in t h e vo i ce of t !i e poet , Now, t o quote Cop e. cu , one 

of the g re E. test artists i n t he cont emp or 2 ry the a tre, " 'l' he .E~?-~_l_ef'1. of t h e.<i tr e 

is to cre a t e a Ciir ec t an a intirrwte conncct10'1 b -:;»twr;; en the im thor ::;n ci auaience. , 

t o show t h e imeg ina ti on anci t hereby th ·::. voice cf t h e p0et to t!lose who see en d 

list en . " 



bttempts to solve t h i s pr oblem e r e mi rror e ci in t he the e tre practice of Ell 

pe ri ods • TheEtre prEctice is compose.ci of fou~ elemen ts, speech , Ec t ing, pro-

auction, <>na Scene- . b r} t':fini-f: ion ffi~ ,f!.ht be 2G f ol lows : the reee on for enci pur-

pos of t his pract i ce is to t r;:nsfo:·m i>10 7101·1 ann the abstrc: c t i 6ee s c r ec,te d. 

by the s ense of the wor'ts i.nto c onc ,-ct e a:-. ·c~~n an a 1.o rr:ekto of this &ction an 

o r ganic whole-- e s tructure exp re: sive of E r hythmict l enci r ~le -t:ive life . 

Now f or the s c.l.:e nf <.n< lysi.s let us r~ciuce eo.c}J of t he;. elements in this 

prec-.1.ice to its sjmplest stei.e . 

Speech m2kes cuciible <n ci i n e vray i ntell i g ible t\-ie w-orci o f t he p18ywright 

by me.E ns of ci.iction, t :rne , volumE:. , inflectio n , t empo, i:·n ci emphas i s • 

.Ac tin g m<kes v -~si bl e anci i n i; wc.y i n t cll::..gitJ.e the word thr c•ugh express-

in g t he ac ti on implied by means of movemen t , ch<ract e riz~ti o n ana emotiona l 

life, 

Pr o ducti c•n, which is ccmpose ci 0f airecti on c. nci st c.ge mr-n<~sm-:::nt, meke s 

i n e w<;y i n t elli gible this ac ti on S <' s E: en enci hee: rci. by weaving th..:s e pa rts 

int o a continuc:u s flow :o.nci ciire.ci.ing this fl ow i. hrou gh o patte r n , ,..,rcier l y 

en ough i n i ts constructi c n t o mc.ke. f0 r r epeti t i 0n, 

Scene rr.2kes vi si ble. an ci. 1 n < wry i n t e lli g i b le th t:, w0 rci by me:king the s t2 g e 

apperr t o be that th i ne_; c-r phc~ i .,.,ag i neci r:·r ciescrihe ci by the phywright . 

These. a rc t he element s of the<:dre a rt <ind it is clE. Er t hat this art b or -

r ow s elem ,:.nts fr om e~ch of th e. ;:,rts, but in t heir u s e, t he.re is a sing le pur -

p0s e an ci thct is, t o s h uw t he w·:rci. Neve rthele s s tf,,s result is a highly c om-

plex 2rt . 

There 2re w-c;ys, however , of v i e wi ng this complexity of elerneni.s , thet 

mi gh t cla rify the probl em . Le.t u s first consicie.r i.re. settin g . I t i s 2n object 

anci. p lc.stic like a piece of 2 r chitecture or scul p t u re. It is proauceci in sp2ce 

like wi se, a nO. if ev c. r y s i ng le part of the setting is rel:te6. to eve.ry othe r 

pzr t t h ro u g h li ne , p l ene , vo lume, co l or sna structure then we coulci s ~y t h2 t 

it is a Form in Space. 



Now let us consici.er the speech rna movement necessi1.i:-teci. in the " s1'-owing 

of 1. he wora" . These c.re :::c1.ivi1.ies n1.her 1.h~n objec1.s - they are ,kin 1.o 

They &r~ performing &rts r&1.her th&n p1Es1.ic rrts . lhey 

:=re perfor meci i n Ti.me; 1.r &t is, t he form comes i!11.o bein g in Time . 

As a r esul t of ci.istin gu ishing t~,e e J e,·:1ents throu g h i.his consici. cration we 

finci. 1.hat 1.he set1.in5 is 1.he only e:!_emen'. 0·1b:.cl: hcks mobi.li.t;, comrn::in to the 

rest . The a rti sts i n th e th::z1.re at th >:. beg i nn ~ng of this ccn'cury recog nizeci. 

1.his anci. 1.he chan ge s they brou ght abou1. in 1. he 1. he& tre were ::lue lar gely to 

1.hcir effor ts to n;ak e 1.he scenic :opc.ce of the s1. e:ge dive-- thzt is--to make it 

a s aepenci.ent upon Tirrie for it s e xistence , :;is far as th.r; au ciience v:as co ncc.rneci., 

as upon space.. Li gh 1.in.g, & meciium rrieici.e p ossi. b l e, by Science in -t.his perioci, 

enableci. therri 1.o p r oc~ed i n t hi s ci.irec1.ion . Controllcci. li g ~t is a powerful 

mee:ns of a ci.cii ng mobility to sp<:ce t hroug h ch<ing in g the <:ppec:re:nce of objects 

in sp ace . Now by cie si gn in g t h'=. s ~tting with gre::it consio.erc.1.ion of t he li ght. -

in g , it c- 1 so becoi"les E for 11 , e: s t he &c ti ng form, through the express -

p la s1.ic object . For cx<:rn p l <.., i n 1.he Tur geniev com;:;ay produc eci he!'e two yec:rs 

ag o, the li g hts were conshntly chz.nO(ing - 1.hat is , no ri ng le are.a in the set -

tin g was constancly i l l uminrteci wHh the s r me inte ns ity throu gh out the perform-

E:nce . The result wes th<.t t h-:; s p<ce of th e. Sf.ttin g WES also VE rieci. in size 

a n ci qu c, 1 i t y c o n s t ' n t 1 y • 

Li gh ting of t r i s k i nci wr: s no-t. introauce.ci i nto the the1:drc merely to mc.ke. 

t he art pure , for its own s<ke . It w&s r &ther e: se e~ing to mEke the elements 

employeci in t h ·..:.;dre Ert mo!'G of & kinci., mo::-e "one si ng le t~in g " so that li [{ !'._~-

i ng coulci. be more skil l fuJ.ly use.ci. in 1 ··sh0win~ the. worc"---so the.t t he ·Nora woul ci 

be. more vi vi ci., no t t h e sh ow i n ~ • I h-=. ::, e c ha n g <:. s i n i. h.: 2 tr c pr z c ti c e mi g h ', be 

thou gh t of ns t he tuning Enci perfecting of a;-, instrur.'er.t . Truly, thec'..re m&y 

be c on siaere a an insi. r ~;.ment b.1t i~. i;0 c.n instr c;incnt. hf.ving i; life of ii.s o.,.1n, 

r<::t her th an merely be.in~ & "~'..n~'' employeci , for e~ch pa rt of the i n strument 
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is a livin g person. Moreover the theat re i.s a livin g , a life. Its express-

iveness is in ii.s livin~ an O. present form, noi. in the. pasi. <na finishea. I 

1.hink ii. w;;s Si. a rk Young who s &ia , "Drc: matic i nci aents poi ni. 1.o meaning, but 

t hey c <nno t coni.cin meanin g - 1.he rrerning pilss up p ri v& tely c.na poei. icelly -

it is whai. we come to after th e s!iow is oone." .Anoi.rer way we mi i; li.t say tha t 

is t hc. t 1.he a rtist i n the thee;tre t nnsli?. tes time into c. conai.tion of meaning . 

We he;ve c.11 c; t som e Ume s aid , "u!1cier th ose conciiti ons, that's true ". Theatre 

as e; rt sele.ci.s end shows t hose conciti.ions, whateve r they need be, s o c lear ly . 

that t he e sse n ti. e l iaec; is vivialy feli. 1.o be true. 

Thou gh that is primarily a descr iptio n of "whe n" the 1.l;eatre is art , the 

" how it is ar t" is als o in it, bui. not so cle a rl y s tate a • .Ano it is ext remely 

difficult to C. o th at with ou t res ortin g to professionc.l jar go n . Bu t I wi 11 tr y . 

In the beginnin g I said s omething abcut "showin g " a!1o a momen t a _go I _rne ntioned 

"c ondi ti ons thc;t make for t he truth of ei rt . " This ac ti on o f sh owin g and 1.he 

ma tter of c on d~. ti ons relative t o an esse n ti el idee , c0mc: very cl ose t o being 

i. he. pc in i. o f the art cf i. he i. he a i. re • 

True, on e could sh ow conci.iti. 0n s, with i.echnical s k ill, ccnce r n ing an es -

senti a l iaea but t he sh owin g mi g ht in no way be art • .Art activity requires 8 

c e rt a in sense, en int u iti on of t he essen ti a l ioe a , whether it be a thing , a 

place, or an event; ano of its r e l ation to ti me . This sen s e of the thing in 

ti.me, when dem o nstrateci. i n either life. o r art is i.er mea r hythm . A ciicti ona ry 

defi n i tion of r hythm is "the order of elements in t heir s uccc:;s si on" . That is 

probably t oo ge neral to be very he l pful . 

Rich a r ci. Bo lesl a1- sky in his not 0 s on actin g ~ ives this definition, " Rhy thm 

is t he orci.e rl y , mea surabl-s cr.a nge s of e ll the different elements compriseci in 

a wo r k of a rt - provici.eci. th&i. a ll the chan g es prog r essively st imulate the a t-

tenti o n o f t he sp e ct c- tor a na l eaci. i nva ri ab ly to t he fina l dm of t he ar tist." 

While he did n o t claim this to be fin a l as a o efini ti on it does clarify the 

meaning c cnsici.e r ab ly. It wo uld seem t ha t if these chan g es are t o le a ci. to the 



a im of the artist, they must come C·ut of i.he pu r pose i n t he use of i.he meciium 

a s i.he ar tisi. sees it . 

The ciramatist's purp ose in the us e of worcis c ome.s f r om his sense d 

r ~ythm; from his own se.nse o f tim5 anci l if e fused with h is sense of whatever 

t he living iciea of hls pley mi i ht be. Th a i. r '.' yt:vn is therefore in t!:e worcis 

an d in t he way t hey Ere bs s e mb led. End in the ~e s n!n g of th s wc rd.s and in the 

ernoti 0ns ev <' ke d. by t he expressiveness 0f thes e meanings. 

As t he dramatist r eal izes his pu r pose in ~o r as, s~ the purp ose of theatre 

practice is t o sh ow the worci c nncretely . Showin ~ is more than s eein g , in that 

seein g cen be gene r al , but when we are shown a ny t hing we are made t o s e e it in 

a pa rticular pl ace , a t a pa rticular ti me , in a p a rtic ul2r wa y . It i s tl:is 

s ense of rhyt hm I sp oke of bef or e whi ch is br oug h t t o bear up on the makin g of 

each of these particul a r s . 

Fc·r i ns t ance, i n " King Lea r", t he essential icic;a i n the pl ay mi g ht be 

descrlbeci c,s " bet r ayed" . When t he p l ay is produced. the activity of th e at r e 

will center about this es s ent i a l iae a a n d its l ife , For it is not st a tic or 

de a d as an id. e a i n the pla y . Someti:nes it s ucce c cis t his vny anci sometimes an -

other way and the n a ga in it is ciimin i she d and perha p s it even suffers defeat 

a t moments . This mi gh t be called the rhythm of the livin ~ icie a itself wit hin 

the written play . The r hy thm of each part of the play anci of each pa rt of the 

ac ti vi ty i n th e at re practice will r elate to t hi s funciamental r hythm or express-

i on of l ife in t he iQe a . 

I have selected. two desi g ns for Ac t I of Kin g Lear by two ciesi ~ners : 

Aciol ph Appia anci No r man Bel Ge dcies, to p oint out how a nd in wh at de g ree ciesi g n 

may relete to the pl a y ana the showin g of the word . I woulci h a ve y ou be ar in 

mind t hat desi f1, n is but a par t of thea tre prsctice but e ve. n so it must be ex-

p r essive of the b a sic rhythm of the essen ti::.l id ea - hov! , v-hen, and where it 

is expresse a i n the play anc what i s the result a nt rhythm. Let us take but 

a bit of the openin g scene . (see Pl~te 1 , # 1 ~n~ i2) 
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Enter Kent, Glouces ter, Eci.mumci. . 

Kent : 

Glo : 

Ken t: 

Gl o : 

Kent : 

Gl o : 

Ken t: 

I t houg ht t he k i n g haci. mo re e ffec t eci. the Duke of Albany than 
Cornwa ll. 

It oici. always seem so t o us: but now, in the al vision of the 
k lnt;c.om, it ~p pe ars not which of t he ci. u kes he values <rJ ost; for 
e 1uElities are so ~ei g h e ~ t hat curiosity in neit her can make 
choice of either's moi e t y . 

I s not t hi s y our son, my lor ci.? 

P is br e eci.ln g , sir, hath been a t my char ge : I have so often 
blusheci. t c ackn 0wleci. g e him, t hbt now I am br a zeci. t o it. 

I cannot conceive you . 

Sir, t hi s y oun g fellow•s mother cou ld; whereupon s he g rew 
r ounci.- wombeci., anci. l:aci., i n deeci., sir, 
ere she heci. a hu s ba nci. for her beci. . 

a s on f 0 r he r cr a ci.le 
Do y ou smell a f~ult? 

I cann ot wish the f aul t unci. a ne , t he issue cf it being s o 
pr ope r . 

Tf y ou hav e r e aa th e pl a y re cent ly th i s i s en ou g h to serve our pu r p ose -

f or t~e l i ving e r essential ici.e a ha s t o s 0me de gree caused what pa ssed between 

these ch a r ccters and t he way it passea also - enci. it c ont i nues t o thr ou g hout 

the play . Let us return to the ques t l o n : Fow, when, anci. where wa s this i dea 

be tra yea r e ve a led? · 

Recall these wcr a s: "I th ou gJ;t - m·--re affccteci. - seems s0 - it appears 

n r:< t - curi csity i n neither i s n ·- t t hls - cannot c n nceive - smell a f a ult -

wish t he fa u lt und0 ne . " 

Wh a t mi g ht the sum t cta l -:i f these wo rci.s and their mea n in g s be expressive 

of? Sur e ly it is an a t m0s phere charg eci. with fear a na anxiety , a p l a ce p oss es -

seci. by lur1<.in g thin gs felt rather than seen, a place of guarci.ed spee ch anO. 

c onst a nt e va si on , evokin ~ a fee li ng of vastnes s but ma sEive rather than nebu -

lous beca u s e of the i ~p or t felt behina each gu erO.eci. spee ch . 

No.w the thou ghts t hid stem from th is i dea enci. pro ci.uce those manifostz i.i ons 

of life t e r me ci. th~ cha r : c i. e rs, e nci. the words with which th e y express thes e 

t hou g hts, ar e i n sum e moving pro postion or rhythm, containin g that very veri-

r.t .. ~n'.i. '1 Ft. :>, il W 'O felt in i.h e cunnin ~ , the honesty , the nobility , th (.; fa ith -



fulness anci. th e in g ratituci.e we s ense in the play . 

This rhyt'1m might be. t hc.t of a susteineci. strain of long ci.ur&tion, com-

poseci. of parts proporti0 ned [Oas to have that v&riety wit~in a for~al frame 

t h&t one senses in th~ behavior of t he characters i~ th a t society of which 

they are a part, anci. these p2 r~.s wben corr.p0unC.e>ci sho·ulG. p roG.uce tha t sensi;tion 

of dehi.leG. 11mssiveness tr at is feli. ~.n t he tot&l phy of "King LE. er" . 

Now let us turn t o the sett i ngs . First, t ne d~si gn of t.ppi& . I woulci 

say that it bas thc.t quality of i ".1a~~~ i::ti on we fe e l i. n the worci.s ana that ris 

a space arrangement i t wou lci. rela t e to movement r esu lti ng from t hose worci. s -

anci. as an appearance i t woulG. rel a te t o L costume which woulci pe rmit movements 

i n them sprin g ing from thesE:; s ame thou gh ts which r esult in the worci.s . The 

seconci is Gecici.es ' cies ign . I t is mor~ illu str ation t han ci es i gn . I t i s an ex-

pression of an ici~a which one mi g h t have after " K:;. ng Lei:r ". I t is more a pie -

ture of the play . 

For a clea r picture of t he r hythmic relati ons h i n s existing in any concen-

trateci ac t ivity which moves towi:rd a sin ~ l e enci., I woulci. like to quote from 

Elie F<.u re . " '[ t w £ s w h i 1 e w id ch i :i g ·m ::; a a y a st: r g i c c 1 o p e rt t i ~ n t h 1::1 I d i s -

covere ci th e s er::ret of " composi.U r) n 11 w\..ich c 0nfers nob i lity upnn F;ny " subject" . 

The gr r•up formeci by t he pat i en t, t he surgeon, his a i cies anci the spect a tors 

appeareci. to me like a single or gani s m in ecti~n . I sew 8 t once thet it was 

imposs i ble. i t sh \"ul a n0t b~ s':' , sinc e each vr ss at his own t&sk en<i. e ll uni t ed 

ebou t t he stme cente r wher5 t he event was t eking p lace, s 0me through their 

pr ofes si on , o thers throu g h t heir pessi onete interest i n the spect&cle, this 

othe r because he c'' nstituteci the crief r ea s 0n fc·r the evC:.nt . I t was tlie event 

itself , t he very nature of the event th ~t cie lermine<i. in every ci.i men si on sn ci 

&spect of the g r oup , the positic, ns of the bociies , a r ms, r_ancs, sh c•ulce rs, :on d 

hea<i.s, none of which avoicieci the all powerful !nfluence without weakening 

thereby t he hErmony o.n<i. r hythm cf the g r 0uu . The l i ght fell where it wts 
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nec~sE e ry for it t n fAll for ~ech o f t he actors t0 ste whet he haci tn 6~. The 

w!ii.ch n o t.Ling cc;ulG. b<:.. 'f. ::cifie.i w:;. 1.h,' ui. i.'.-,..:.. hn<; ~.i ··n c:l l og ic cc<.sin ~ at once 

Thai. is a super1 riescri p tion cf the rhythm 0f shov:in g e na since th<.t is 

t he a r t of t he i. h EE. i. re , i t l eave s very l i H :!. e t o be s c. i. ci • 

Eowe~er , there is one brief s t ~ i.eTient I shoulci li ~e t o quote as a conclu-

sion. This i s by 2 Chinese ptl nter of the 11 th cen~ury : 11 C-n e .,.,,1 s t fin ci ou t 

t . e proper re.lei.ion be tween master anci servants (th ~ t is, t h e princips l a nci 

seconcary motifs) in th e composition, which mcuntrin stoul6 be Th st e r 1nci how 

it is su ppo~t~a b y the t r ees , <.nci whicn tre~ sho~ld b e mE ster c: nc h ~H it is 

supportcoci by th e. rncun t <ins, t h<-n one should ~l<y wilh the bru sh ena in ." 

E~~ ~ i n3 ~1 n College 
llio rc h 1938 
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R I S T 0 R Y 0 F A ~ T 

A hjst or y of thr; plastic c.rts might be tter be c<lleci : c ciescri pt i o n of 

the cie bris left ove r be tween w2rs , gr thereci var i ously by scholc.rs, muse.um 

scouts, military generels, rEnciom trEvelers, r omEn tic wri ters of fiction or 

just str ?. y pedd lers. For centuries, men hes pc ti en tly pickeci up t hose piece s, 

collect eci t hem, prese rve d t hem , cEt2logue ci t hem, more or less corr ec t ly, 

pr.st-:.o the:n t ogether , Tio r e 0r less convinc · n.t;ly , construc t E: d sb.rines Bnci muse-

urns a r ounci them, cop5e d t herr1 , s olC. t hern, i miti:de<i. t he'll , and h2nded. them ove r 

to t he er t hist orirn to di ge st-- if he ce n. 

l r: te, f u til e to try . If en En glish rmn's home i ns t e< ci cf being h is cicstle, is 

go ing to be his unaer g r ound cel l a r in t he future, it cioe s s eem a we ste. to 

s p e nci time le a r nin~ E bou t wh1:. t h;;:ve_:bee ~ t he contents o f t r. e Pr < cio ~f:u s eum t 

But he does hi.s bes t, 2n d fin c.l l y pr es e n ts i t e l l tc. us --usuc l l y between the 

c ove rs of a b ook, with t he remc.r~ th1:.t we hi:;ve here scientificElly prepared 

cieta . Since he in s ists upon h is pursuit c.s a sci e nce, th ou g h t he sci entis ts 

a r e t he first t o disovm h i m, c.n d s i nc e it de e. ls exc l usively with wo rks of e<r t 

as its s ubjec t mstt e r , y ou hav e h ere the inevit ab le c onf lict between subjec t -

i ve and l·bj cctive judgment s , between quc lit c. tive c.no quant i tative assaying, 

be t ween examining c wo rk of a rt with an utterly <iet ~ ch eC. viewpoint--so cietzcheci. 

thzt the p i c t ure is someti <Ties not ev-::n looked. i'i-t i -- or bringing to it ev e ry-

thin g we may k now fr om re ~ci. i ng abou t it , t z lk1n g zbout it, a sking cp inions 

c.bou t it, &nythin .~ excep t l ook in ~ <.tit o r t hinki.ng ab .Jut it . 

S omewhere between the O.evi l o f the 11 pure'.ly scie.ntif ic &pp roach" and the 

deep s ea o f t he ecst<.tic r hi:·psodjzers, i.nter p !" eters, aestheticizP-s , enci cri -

tics, th e conce pti o n of e rt history suffe r e<i no t so much ;;. sea -ch2n ~ e es s ome -
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thin g mor e akin t o c. nervou ~ b re E~ c own . The mo o ~ r n art historian , proceeci.ing 

to in ve stig Ete c. rt from its earli ~ st be g i nn ing s, fr om its l owe st form nf ani -

m::; l life, S O t <> s peE· ~( 1 t o ge t t o the~ bo tt om Of c.; rt, OiS CO VC.. r ec t'.°'. Et 2r t had 

no b0 tt om , tr 1' t so rrie .c f its l oro. s t f nr ms w·:! r -: its hif!;h;:;s t, even, t h<. t sr:me of 

of a rt bu t r ep 0seo i n 2 n a tur a l hist or y mus eum we re t Ei leo as Em 0ng t he finest 

e rt works of men . Furths r, t h< t he coulo no l onge r ci. e nen o on th e relia bility 

of his an teceoent c. rt hi.st ori an s who h;: ci. be en go i ng one few very g r ::; ve !Di s -

t c:kes for sever a l g enerr.ti ons . 

The res u lt is the s ome wha t s chizoph re n ic situa ti on of one ol oer boay of 

a rt h ist ori an s wh o st ou tl y mai ntain the r acket of speE~in g of t he Rembr anci.ts 

in t he Me.t r opoJ. i hn Mu s eum a s t re pr o t otype of Re mbrznci.t's style, th ou gh 

nearly he l f c-. f th:.:.m have bee n 6.e monstr ::.t ea t o be f2 ~es, of i nsisting on the 

i mp ort 2n ce of ci. ocumen ting wor ks of art fr om litera r y s ources, a lth ough they 

a re well aw<.re th a t we kn ow quite as little ab out the personal live~ of the 

makers of st a i neci. g la s s winci.ows or of Piere oell a Fr ancesca a s ~e ci.o a bout 

Sh ake speare, (which i s a l mos t nothin g ) ana t ha t t he main bocy of our g reatest 

works of art re m::.in s co11plcdel y <J n c e t ernelly ennoymc,us. 

I am not tr yin~ to t i·lk myself out of a job , bu t t he art historian has 

been a ll t oo r e ~ay t n t r c.v ~ l a vex y gr ea t aist2 nce one very s ma ll amoun t o f 

ga s-- ( or hot a i r ) . Hos t of us are perfe ctly willin g t o acce p t ci. e aci. truths or 

olo i ci.eas t ha t can be ne2tly tuckeu ~ w a y where we n'.) l ·"Jnger have to exc.mine 

them- - ju st a s happens w lth a pict u re which we hang up t o dec~r Ete ou r wt lls, 

an ii p r 0mptly f r: r ge t t o l .:1ok <. t . Bu t a new trut h is £ ci. i s ::.g r ec::.b l e £fftir . 

we bring it int o our ~ouses we may ha ve t o re c rra nge ~ 11 th e f u r nitur e . An ci. 

alongside it, t ~o se olci., fa mili a r thin gs a ss ume new 2nci. str an~e s hepes as it 

sin g les ou t i ts f 0r mal a ffinities . 

Wilenski hes ste pped on a few of t ~ese old cJ. ich es , such a s the " Greek 

preju di ce", which a ssumes t ha t a finel perfecti.on i n t he s culptor's art was 

If 



achievea by the Greeks, a n ci par t icula rl y by t he -~thenians i n the fifth ceD -

t ury B . C . , t ha t the g r ea i. esi. G::.· eek sculpto1·s ·/!ere c a l lec't Myron , Phici.ias Find 

Pr a xi-teles; anci t ha t a ll rigli.t --min cieci. conte::iporary s cu lpt ors should imit 2te 

t he p r ociuc tions of these mas1ers, t hough all :::ti.empts t o equal thei r p-:;".'f ec-

ti on will, o f n~.cessity, be in vain . The fac~ is that n0 works ty these sculp-

t o rs s u rvi ve . 

Wile.nski s e:y s : " I n I mperia l Rome, i n It a l y , i n Renai s sance times, i n the 

seve. n teent h anci. ei g hteenth centurie.s, anci everywhere in our own ci.ay , deale r s 

i n anti que. s , co ll ec t or s of anti que s, professi ona l a r chaeo l og ists anci. hi st ori -

ans o f Greek sculp t ure, re.storers o f an ti ques , academic scu lp t or s imitati ng 

an ti~ues have bee n anci a r e vii.Elly concerneci with the ~aintGnance of this 

prejuciice . Countles s museum off ici als , un i Yersi t y p1·ofess0rs, anci educational 

offi cers in every c ou n t r y of t he c i vil i z ed wor lci con s titute ot he r g roups wh ose 

ve ry (econ omic ) exi stence depenos i n a large mea sure on maintaining the legend 

of t he fin al perfection o f Gr ee k sculpture.." 

As t o P h ici.i a s he goe s on : " No wo rk by the hanci of this artist (f ifth 

century B .C . ) is knc- wn t o , o r presumeci. t o , exist . rt is a th c-usan ci years er 

mo re since a ny c-n e h as see n the colossa l statues which he ma ci e with th e aio of 

assistants s ome o f whose names sur v ive . " 

"The El g in ma r bl es are ~1:_ by his ha n ci. . There is no evicience of any kind 

that they were even ~acie from his rnoaels or ciesi ~ns , 

of the Parthen o n . " 

He wa s not the architect 

Bu t Profes so r Tucker, Li t t . D . (Cambricige) F o n . Litt. D. (Dutlin .)_. a pro-

fessor of c l ass i ca l philology , calls Phi.ciias "t he wo r lci.'s grea t e st sculptor" 

- - a s ci o n e a r 1 y a 11 t :, e h i s t or i e s of ::i r t t 

From New York's Metropolitan Museum comes t his : 

colossal fi gure the Olymp i an Zeus . (neve:>'.' hav:ng seen it, we 0Y;;~- ima gine 

it ) • • g randly conce ived and c2rved i n simple lineE; glee:ming with its go ld 

an d iv ory, but the bri gh t nes s t empereci by the fi gu res wrou~ht i n the drapery; 



the sc e ptre sparkling wi1.h precions stones .; cnci t hE. H ·r one e la bor a tely C.e:.:o-

E . T . :o ok in the Pancib o ok t o the. Greek e nci Roman anti ~uii.ies in the 

Brii.is h Mu seum, writt::o:: : "Th e. wor1<.s nf Phiciies her e collec-1.eri sh o11 u.: G·".'eek 

art es it wa s in its b ri e f p oise o f pe rf ect j nn , Of PhiQi6s the sculpt o r 

i t me y be s a i ci • th a t "th e r .: is a strang e uncie rc ur rent of -sv ·:. rl 8 sti.ng m1: r-

mur a bou t his n Pme which means the aeep c onsent 0f :'11 g r ec. t me n that he is 

gr e& t e r t h a n t h e y • " 

It is just this "everla sting murn:ur" which h~s be.en s o d.estructive i n t h e 

plastic arts , t his s poken or written und.ercurre nt that has carried a l on~ en 

its surf z c e most of i.he t aken- f or .- g rc.nt e a m.i s :) onc e p ti ,' ns ·which w e bl it hely 

spout at cockt a il part i es . Ther .o v-< s even this que;stion in the ~ en':. r C: l cul -

ture test i n fine a rts: " Who was th e g rea t em oti :, n &l and. tra g ic sculpt 0r o f 

his age? " The answe r is sup po sea t o be Sc 0pas, wh c se work n o one h a s seen 

in f our hund.reO. years. Yet we we.r e all t augh t this cliche in sc hco l • .Actua lly 

a l most a l l our knowledge C' f Gr e ek Scnlpture is basea , n n t eve.n o n -t.. h:. 0.ubious 

fragments t h::: t have ac t ually been f o una , but ·) n th e r e st nrati 0n s enO. r e c on-

struci.i o ns 1.h 2 t we re. c r nc o ct.::O. «ut of the mea g r e f incis. Thu s a g reat meta -

physical superstr ucture i s bui.lt np, much as Speng ler aia hjs na rrow, elab0-

rate an d exceedin g ly subjecti ve d e cline t he0ry, fr c m the br e ad st a temen t by 

Dr. Flinde r s P•:::trie t ha t 1.h ere h a ve been ei g_:;h i. pe ri r~ ds .-f civilizati on , sub-

ject t r; cycles --- ana e s tl:e Th i.:-a ~eich wo rke.d. ou t eBch of their three official 

race the 0rie s, aiffsrin g; f or s :-, 16.i e rs, pe o. s an ts, enci business men, fr C' m casual 

ph r a ses ~ f Fr an z 3oas in re lingui stic Aryan O.isti nc ti on s . 

Eut a on•t d.ismiss t he Greek p r e juG.i_ce iO.ea as '.H 0. - Vict nri a n maunO.ering s • 

.As re.c -: ntlyas 1931 Sir Ban ister ?l e i.c he r publishe.0. -I.his : "Gr e ek a rchi.tecture 

stanas alone in being acce pted as above cr1:icis m, ana t heref ore as the stana-

ar d by which a ll pc r i0a s of architecture may be: t es t ec . 11 

Ther e is t he c r ux of t h e matte r. A pe r fect example o f circular reas oning . 



If 2nything si.a.ncis al " ne &s b ein g above critici s m, t hen y 0u will a s a s eq;.i i-

tur, establ ish it a s a st a nci &rci by which a l l r. i.hers arc jucigeci. Then every-

thin g e lse is "later" e r " ear li e r", be i. ter t' r wo rse - 8 S ee:. sy c;s pi t; . Pre -

cisel y th e s ame t hing h a ppen~ci with th e prehist 0ric cc;ve paintin g s. When they 

were first discovered t hey were conside re ci a p riori, to be f a lsifi cations. 

Be c ause, it wa s ob .iect ed, these pr ociuctions coulci only b e t he work c·f r eally 

s l{ illeci artistst .Anti. sinc e we assumeci (A) t hat al l s k illeci artists are hi g h l y 

civilizea, anci ( B ) thid primitive people are not; th en we conclucie (C) th a t 

this c ou lci n0 t ha ve b een t he wor k o f pri mitive pe ~ ple . Th e n it was e st ab~ 

lisheci by the an t h r opo l og ists beyn.n ci all reas onab le ci n.ubt t h8 t t hey coulci 

o nly have bee n do ne s •)mei.ime be. f ore 1 8 , 000 B.C. Th i s was a sta gger in g blow 

t o t he cl i che - ms n ge rs and the circular r eao0ners~ Wh:on hnvreve r, there was fur-

ther rese arch into the who le question of pri.'l'1ii.ive •n an , si nce the contempo r a r y 

c lima te of t h ink ing dictateci an a i.1.e 'l'1p t to ga in secu r ity by e stabli shing g ene-

a log i e s fifty th ou s an ci ye a rs back if possible, it bec ame i ncrec; s ing l y clee;r 

t ha t pr imi t ive man wa.s a long w&y from un s k i llea labor or i gnob l e ac hievemen t 

in ar t. When s ome of th e skill e xisting primitive peoples c ame u n cier obs e r -

va ti o n, it b ecame more anci more e vicen t t ha t su ch phrases a s " unc iv i lizeci 

s avage " haci to be revi.seci. Mrs. Err,rna Ha cifielci, writi n ,g of the Lifucins among 

whom s he haci liveci for twe n ty ye.a rs , calls th em 11 !l l au g hter- lovi n g peop l e , al -

thou g h possessin g hi g h mor a l qual ities ••• The ba s is of t heir culture is a r -

tistic • •• They h a ve swe et an ci musical voic e s anti. th ey cu ltiv a te t hem ••• 

and ar e g re a t o r a t or s ••• In o n e of these isl a nds, so great is their elo-

quenc e that th ey employ oratory t o ce:tch fish ••• But Lifu <::ns (ana t hi s is 

significan t) were no t acqua i n t e a with t he civili~ed cu stom of mak in g rul es for 

werfare ana breakin g th em when war ac tu a lly br oke out •• .An indemnity we s 

p a ia by the c o nquer ors t o th e vanquishe a as i t wa s f e lt t o be th(o C ')n quired 

rather t he n t he C llnqu e r or who nee de a c o ns olati c n, anci it a ls o secmeci <iesi r -

::i ble to sh ow th a t n o feeling o f an imosity wa s h.ft behin d." N··t cnly a 
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cielicate ma r k of consicieration t o th e vanquisheci, but also very good p olicy, 

as some Eu r opean s may have ha 6 cause to l ea r n . Ob v i ous l y a people s u~h e s 

th i s c2nno t be c e: lle6 uncivili.ze6. 

The next st ep was (Pl~ te 1, ; 4) t o re- examine t he a rt cf such pri mi tive 

peoples 2n o re - cl 2 ssify jt. Of cours e all labels a r e co nven i en t, especially 

for conversati o n a t a pi c n ic, bu t w'° arc. mo r-e ap t t o O.is.'lliss t h ing s with a 

c a t chword than t o inquire i n to them . The a rt histori a n, with t he e xcus e that 

he is scientific, is only i nte rested to g ive t hese objects a n a me or a d&tin g, 

wher e the artist wa s con t en t to give t hem a f or m, lif e . They are th us rele-

ga t e ci to a c a rci file, f or the s rnie r eii s o n t ha "l valu a ble jewels are de po s i t e ci 

in bank v a ults, t o cir zw t hem ou t o f circul2ti on . 

We a re a ll gu ilt y o f this t hought less ticketing : the artist, a s a neu-

r o tic; t h e scientist, a s col a an ci u nemo ti ona l; t he Sp an i z r d a s passionate; the 

Iris hman, goo ci for a l c;ug h; un til con versely we say e ny neur0t ic "ha s the. tem-

penmen t of <en a rtist" ••• c. womr:.n has (Pl ate 1, ;15 )"th e classic g n.ce of a 

Gree k s t&t ue" <cno we g et b<.ck t o th e. Rise- ano- F e ll t heor y of hi st ory of art. 

Here you have chr o n ol ogy in all its vic i ousness. It is p la u sible, c omf o r table 

r. nci thoug h c o mp l e tely misleaciing , it s a tisfi e s a mnst hu mEn de sir e t o think o f 

a ll hi st ory e s s orr~th in g tieO up in a nea t pack a ge; we are unea sy, i nsecure, 

i ·f we c; re not g i ven th e. account of a peri 0d o r <on ep0ch a s & s c rt of cr o ss be-

twe en th e g raph 0 f a curve an d a g e~me tric p r ob lem. The n ame f or t h~ first 

pa r t is u su a lly "ea rly'' 0r " :> rc hz ic", t he sec 0 no is "Cl assi c" o r "Full fl ower" 

a n d the fina l o ne, "Ve ry late" o r "0.ec &dent". It is true t o t y pe a s t he Polly-

woo d m0vie excep t th a t the happy e n cii n g c omes in the mj a ci. le . As E res u lt, the 

a rt hist ori<n fd ls a t once in t c. the r o le o f a rt c rit ic , a l t h ough he claims t0 

m2ke n o p r onounceme n t cf va l ue s - - f 0r there is <lw 2y s 8n i mplicc ti on of juogment 

i n h is t e rmi n c·l ogy , a no still m.Jre in his a 1.tri. bu ti 0ns . Wi t hin this fnmew o r k 

of ti · ~ e - de t erm in a ti 0 n he s ub tly e st 2blish e s 6 h ier&rc hy o f v a l ues. E a rly work 

is pa tr <rn izin g ly c a lleci " fai r", "crucie bu t promisin g ", s omet h in g ar 'Jund cf. 
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--&n ci Eccept e d &s st 2 nderd . This is no t true (' f th ~ other Erts, In lit er E-

ture one does r eE d th e n <:' vel, the st c· r y , t he pcc::m , the pL::y , " nE. e.vc,n s ees the 

But e.xpe.rienc~ in l ~oking e: t 

p ictures ? • . M< y be it's bece: use th<:. t 0ngue is s " much qui.cker th i:i n t he eye , 

• or bec Eu s e. lif e is sh crt En ci ~ rt -- 2ny ert -- t akes < l ong ti me . 

Ther e is on e simpl e. wc.y to be gin--wit h the visilly perce p tible facts. We 

a r e all quick to no t ice such t hin ~ s es the g r 1y ing of hair with age , t he thick -

ening of e weistline from a ga i n i n wei g ht, th e r e dd en i ng of a fEce from em-

ba rr a ssme nt . These f ac ts do n ot esc ape our eye s . The an thropo logist distin-

gui sh e s be t ween suc h periods e s pe l e ol~thic an a neolithic through his senses. 

He s ee s and feels whether a ston e. i mp lement is pol ished or unpolished. He 

sometimes assumes t hr t wit hou t t he accompanyin g ciocument2ry r ec or as ; our know-

lecige i s slig ht , yet we know es much about th e pre- h istori c c eve- man from the 

sh ape anci c o l or of his a rtif a cts, or the s hc. pe an ci c olor of his bones e s we 

a re ever likely t o ~n ow , 

The first ste p , e s e l l the demonstretions an d 2nalyses of t h is r.c ri es 

have tried to show, is to provoke p ertici petion on the pe rt of t he sp ect& tor, 

an e f fo rt to meke h i.m become mor r:, E.ware, to make h i m keen, perhaps, r ather 

th e n precise, bu t t0 make him r e s pond . But t~er ~ are r ls c thing s he a lready 

knows, like differences of style . We e re all perfectly femi.liar with t he 

cha r ac t e r r ea di ngs ci0 ne fr om handwritin g . We c. 11 accep t t he fact t ha t t her e 

are noticee ble differences in t he lines tr c- ceci. by diff erent inciiviauals, eas -

ily seen, (Plate 1, '1/7 ) th ough th ey !T1ay not a ll be a s i n t ere sting litera ry 

document s as this . 

We even eccept t he fact (Plat e 1 , f 8) that the whole s p irit of en e rtist's 

temperament may be, not merely i mplicit, but expr e ssed in hi s si gna ture--we 

s ay it has hi s "me r k" . J..s a matter of fact, if one go es over olci. ci. oc ument s, 

e ven the X' s t ha t il liter ate peopl~ make , sh ow en a st on ishin g var iety of dif-

ferences . r t woulci be ea s y for the sl i ghtly tre ine ci. eye t o disti nguish between 
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them. This freed om on the si. gnature of Matisse is n o accicieni- - nor the f ac t 

that it 6.iffers s o obv i ously frcm the stra i g ht up an<i 6. own style of Joseph 

Conrad . The m•)aern artist ha s acqui r ed an &lm ost unc a nny faci lity with hi.s 

brush, f ac ility and f r eed om, partly fr om becomi ng i n tere st~d in Ori enta l art 

and the fabulous de xtc. r i.t y of the Chinese painters, (Pltte 1, #9 ) whose writ -

ing and pa i nting were tied up together. The fam ~u s can 0 ns o f Hsieh Ho in-

sisted on : Life- m,..,vcment, or a rhythmic. vitality, and a structur al u se nf the 

brush, (Plate 1, # 10)- - useful t o both pa i nter anci calli g rapher. The stems anC. 

petals c•n the persi.mmons ::ictually remind one of Chinese characters. Even· this 

pre- historic Bison (Plate 2 , # 11) has a grett deal o f the quality of free 

drawing: note the ta5.l ana one of the hind le:. g s, particuhrly . rt has even 

more in comm on with the drawin g of the Chinese in a way (Plate 2, # 12 ) tha n 

t hi s late Japanese painting of a Yak, even th ough nearly all of J apane se 

painting up t o the fi f teenth century was hi g hl y imi.t at ive c f the Chinese. But 

the essenti a l silh ou ette, without backg r c•una, treated wj th soft g r a ci at i o ns 

fr 0m dark to li g ht, als o the tremend ous v itality ··f the anima l, independent 

from any so - c alled realistic 0.etails, harks back t o t he Bis on i n st yle- - with-

out the barest p ossi bili.ty 0f influence. They both have much in comm o n with 

the movies we s aw the other ci ay, th e Pl.?_u gh_~::d Broke t he Plains, observa ti on 

and intimate uncie r stanaing of cattle in the grazin g g r oun ci . 

As a matter of fact, the form a l cannections (Plate 2, #13) have a lways 

bee n more imp ort an t than the chron ol og ic al ~ nes -- especi a lly t 0 t he arti st. In 

this slicie of an Egyptian st a tue ar ouna 1950 B . C . ana of an ~nglish sculptress 

of a lmost 195 0 A. D. there i s a perfectly conscious infl uence . 

At the be g innin g of the centu r y , the greoter a rtists bec~me more intensely 

interested i n " e zrlie r " E:rt. Their 0wn works had r e ve al ed t '.) t hem o th e r vzl -

ues, th nse -:>f si.mpl if iea c c nt'.'urs, of Clive Bel l•s "si gn ificant f orm", of art 

in its be g innings, the primitives, a rchaic peri c~s, th e art of t he naive mind, 

l a r ge ly because these ea r lier art - f orms h av e been int e r es ted in univ ers als--
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I me a n b y t hz t th e s imple conditi ons of hu'.llan life common to all peoples at 

all times; e. g . the proua cii gnity rn ci. concentr r ti on expresseci. by th e e re c tly 

s ea t e d huma n fi p,ure . 

I s ub mit t ha t r wor k of art mus t be s omething '.llor.::. t han just &n orci.er c d 

anci. intentioneci. projecti 0n into f orm of t he f orml e ss --which is well enou gh for 

a aef initi on of zn obj ect crea t e.a with a rtistr y . Ii must hav e be si aes, if it 

is to ptrtake of t he cr c.e tive, th <o qu &lity of self - rE.ve L d i cn in s ome essen-

ti z l w2y , some i n tim ati on of an exp;;, ri enc e t hc. t one c ou lci. concei""<tl' · h~ve i n 

common with t he a rtist-- an ci ther eby rE.v etl s ome.ti'in g o f ou r selves t o us . It 

may e v ::. n s hock us a t f ; rst beceuse of the i ntimacy or t he newness, f or we i:.re 

often shocked to see c,u rsel ves l e i c br re. But the .: rtist must sey, like t he 

Book of Revel a ti on: " Beh o lci., I make i:.1 1 thi ng s newt" Even Bacon , e cho ing 

Ar i stotle's insistenc e th a t t here must bee certain a dmixture of unf amili arity 

in the ge nuine work of art, wrote : "There is no Excellent Be<>u t y t het hidh 

no t s ome Stn.ngeJ;1es s i n the Pr op 'J rti on . 11 Thi:. t is why me rel y the copy c·r the 

r ep r oducti on ci oes not s rtisfy us . 

The p r egnan t woma n (Pl a t e 2 , j l 4 & f l 5) i n its s,mp l e st prese ntEtinn ha s 

a l wey s be en 2 subjec t tha t t he or tist, no matt er of whc.t age , hes manegeci t o 

imbue ~th s ome inti m:: ti r n o f the fertility symbol. LtchE ise wa s u ndoub t eci.ly 

not uncons ci ous, eit !' er, of t he se p re - h is t oric finds in h is empl oyment of these 

ma ssive, rotund , expEns ive f or ms, e xp ressive of i nn er tension. 

This figure (P l e te 2 , {16 ) of t he Chinese Go aci.ess of Mercy, Ph o st a rteci 

life as ~ man, the first th ou s ::n ci. ye ars in Buci.d ~ ist I n cii a u nae r the n a me of 

Avolokhi tesv a r a ~ and gr Edua lly becEme more a nd mo r e n f & feminin e dei ty, is i n 

the positi on of what wes 1<n r·wn as 'The Ge sture of Kingl y Ease' . This is a 

po siti o n of rel axa ti on which was s ymbo lic-- a ss 0c i 2 ted only with the ruling 

l ords--but which y ou may hei ve cbse rveci is n ot unc 0m..rn <' n &r ou nci here . ( Pld e2,fl7) 

Such thin g s a s speed--especi a l ly of 2nime l s s eems t o be s o ciynamic an d 

2rrestin g th &t (Pl <te 2, # 18) children ar e very apt t 0 be f asc i nated with t he se 



su bjec ts. S cme t im ~ s th e y c r tc ~ t he ch Er Ec t e r 0f spe e d wi th t he ve r y st y l e of 

the i r b r ush es ft r be t tt·r t f-.i: n m" r e rrii; t u r E p r i n t e r s. 

(P l c t e 2, #19 ) rt WBS n 0 t unti l th e b e g i nn i n ~ 0 f the n i ne t een t h Ce ntu r y 

i n F r en c h pa intin g , h ··v1e ve r , tha t o n artist b.c: d t he brilli a n t iae E o f gc i ng 

dir t.ct l y t 0 th e. h"r se r Eces f-:-·r h i s snt jr:c t m<-i. i. e r, i n st '.J<> d o f p a i n ti n g th e 

re a ring h orses of th e ec i: demic Ent iquc s t2 t u es e s th e o t he r pL i n t er s ht d bee n 

d oin g f or E cen tu r y b e f or e ~im . 

Mr, Crei g hto n ref e rr e d. to " Blind. Lips" t he o t he r ni g ht i n his l ec tur e . 

rt rr, e Q.e me t hink Of t hE. Sf. two UrEWi ng s , (Plat e 2 , #20 ) Th e a nt h ro p olo g ist 

who ciis c ov{;.r e ti. t h e on e on y ou r l ef t in .Au str e: l h c. ccep ts ii. w it h ou t c omment a s 

en int e r e sti ng work of a rt, pr e s u::ning t h2t th e mou th we s l e ft out on pu rp o se 

to p r e. v en t t he f i gur e f r om s p:;ek ing , E s E k i n d of ma gic. 

J oh n Ru s k i n r e fe r s to t he on-;;. on the r i g h t E- s en exi:mpl e o_f " hope l e ss 

Gothic bar ber1sm; t he ba r ba rism fr om whi c h n ot h in g cou ld e me r gc-- f or wh i c h no 

f u t u r e we s p ossi ble bu t ex ti ncti on ." 

P e r h2 ps th e on l y c o nc l u si o n to be drE·wn is t h c: t we o ft e n see i n E work o f 

c: rt t he resu lt, n ot o n l y of our expe ri en c e s wi t h other wor ks of a rt, b ut t he 

e x peri e nce we b r in g t o it fr o m li f e , Th e a rt l': ist o rian o o e s no t re f r a i n from 

c ritici sm, whic h is eu t o 'J i o _g r &p h y a s Mr . Rus k i n p r oves • 

.Any mo <ier n 2p pr o~ch t o und~rstc: n ding t he hi st or y of a r t i nvo lves ecc ept -

anc e o f t he ici.e e of r el < ti v i y . W·- ho v e t o eG.::n i t , n ot c> nly t he t a l l t ha t we 

le c: r n f r om h i st o r y is t h c: t we ao n o t l ea r n f r om h ist o r y , b u t t h a t mo s t of wh 2 t 

we l e e rn f r om t he Hi st o r y c· f .A rt, ( i n CE:!J S. ) v-re mu s t so 0 ne r or l ider pr ocee d 

to un l eE rn. We have t ~ exer t ou r kn ,... wl eci ge of t h e l c:-ws of p er s p0c ti ve o n t h e 

lo ng v is t i of &rt wo rl-:_ s pr e~ en t eci to us . J, na one o f the p r im o ry r u les of pe r -

s pecti ve is t ha t t he vi ew c he n g e s f r om e v e r y ch c:-n~ i n ~ Vcnt <g e po i n t. We ore 

force <i to d o p r eci s e ly wh rt t he Erti s t d oe s , c:-nci. r e - Err e n g e ou r e mph &sis. If 

t he pr oblem of t eeching histo r y of c:- r t i s t o ec ri vf:. a t s ome concepti o n t hc. t i s 

s o a o f i n i t e a s t o b e s c t i s f y 1. n g , c; n ci s o e 1 E s t i c t h <. t n ew c o nc e p t i o n s me. y b e 
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fi tteci i nt o it, pe::-hE.ps i.he s pe.ci.ri.o r must beGome s o ~net h ing of on &rt is",, too. 

It seems 1.o me t~et t he histo ry of Ert saculci be rEi. he r like the scEf -

folciing t h& t wz s erectea <r ouno the Crthcirzl of Ch E. rtr cs when t hey were re-

pei ri ng thEt bu ilciin g . ~hl le it weE up, it wc-s u s eci extensively hy th e s exton 

c.-nci othe rs t o obt:::in s cHnc;, ve.ry woncer.:'.ul E. nci str e nge new vj.ews of vr,rious 

pe rts of t he. bu il ci in g , It ~ Ev ::. E q_u ~_ er , excit i n~ flnr or L ' the ola cc-theci. r c- 1, 

mEk i ng one i."T:&g ine i. hr t it was still in th :- pr oc~ s " of its erec ti on . Bu t it 

w as never i n t en d.ea as a permencnt tf f Fir; ii. wrs ~ e c.-nt t o he pull ed. ci ~ wn wh e n 

melnt t n be 1 00keci up~n-- f r e s hly , &n ci. ci'rectly , 

Els e. Hirsch 
f,c L S ·~l'ies : X 
B<°"L :iin gt ,,n ColJ.e g -o. 
March 1938 
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P eatry an d The Sp irituEl Pro t lem of MEn 

It is pc.ssible i.n a canto cf t h-:.. .Q_l_~J_i:ie q_ome2)'_ or in c: sonnet of Ma lhrme 

t o analyse L mrdulated th ~u g ht , t o Eppreh~ad i n a me i spho r e f amili a r em~ ti rn , 

t r deli gh t in &n unfLmilia r experience tre n s cribe d by a symbol . It is po s sible 

in c. BEch fug ue or a Jv:c•zc..rt s ymph ny to anc lyse the c r. nscnancy of successive 

s " U.:'l.0.s, t o app r ehend th e p r ci p0rti c· ns o f 8 be gu n en d e ompl c. teci tcn a l monument , 

trJ deli gh t in the ini.e gd ty o f ;;: ccni.rolled znG. E•udi li l e li g ht. .hrt oemc.nO. s o f 

us this di.sci pli nea z t i.entiveness in orGer th ei. our i ntelli genc e t Eke plea s ure. 

i n its be.eu ty . But behino th ":. c ;:n t o rnci. the s cn n c t v·h i ch are but the s :: n ority 

r. f a deily &ct end t he c (: l o r o f a minute, t here is e universe o f symbo ls, a 

rich enO. pr "' f " unci. dec -:·r a b iO.ing with the spirit .-.f th e c rtist. This spirit 

has lived be f ~ r e t he ert was crerted en a c ontinues tn l lve af ter the &rt has 

been sep a r a ted from its cre a t or. Th~re is teh inci the fu gue ana the symph ony 

the mus ic of the s pheres which Py t hat,o r e s hea rd, t he mu sic which Dcivid hea rd 

in silent ni g hts 2nd which he did no t transpose i n his psa l ms. 

Men makes the work of men . Befrre p t ssin g i n t o f orm or matter, it t akes 

its b irth in the i n t e lli g ence of man . One s epa r &t e d from the a rtist, t he 

work of art will be su ' jecteci to ~11 th e. vicissitudes of a ma t e ri a l obj ect a nd 

will be loved c..nd judgea by t he intelli ge nce o f man . The 1.oo ab s olute phrase 

"i nvu l ni::. ro. bil ity of ;:; rt" may bo:: appl ied sim ply t o th e s e wc1 rks of a rt which r e-

flectin g s omething o f 1. he spirii.ucl r eality co ~mon 1. o r.11 men, c~n be compre-

hencieci by successive centuries , Ii. hes not, strictly spE.eking, e te rmi na l 

ch&r<.ct e r, bu t has , r r. t her, & mcc s u r e. of spi ri i.uGlity . P oetry is n ot the 

se arc h fnr Go d, but th e harm ~ny of c momen t when th e se erch mi gh t have been 

un O.e rt aken . A po~m t e s tifies to t n expe ri ence , r.ut r.n arr est e d exue ri ~nce en d 

one def o rme d b y words. The poem exists by itsel~, truncated fr 0m 1. he s p irit ua l 



Thus, the. ~e king o f Eny work of 2rt inv ol ves the 

The pe-. rmr nent pr oblem 0f mc;n , in Eny r ace , 

in o ny Bge , is th e uncershnci.ing of his s p iritu a l expe ri ence . Fis &rt , having 

its r 00 ts in t h is experi ence. , trz.r~sl E tes it i na ci.eo.u2tely 2no los t:; 0nly in s o 

ftr es it i s fashi one ci. u po n s ome l i nes uf Le 1uty which Ere communic1ble c;nd 

wh ich g i,re p le. Es u r e . Mrn ' s a ci.veni.u r e i s i ffi!ilu t &b le; m<..n 's Ert is c ompo sed r:•f 

varyin g and innume r cb l e fc;c e s, incici.ents rnd mr. ments o f his c. ci.ven t ure. 

The mo ci.ern ege embracing E new f &\th in ~an anci. o fferin g t o t he ills o f 

human ity a man - invente ci. cure, hes re.l~ ge t~a t o En 0b sc u r~ place th e true s ou r ce 

o f h is enli g htenment &n ci j oy . P o tenti ally g ifteci. a rtists have viti a t e ci. their 

w0rk with a superab unaanc 3 of humEn passi on unc on tr ol lc ci. 1nci. unpurified by 

spirit. The art cf Eyrcn, Fugo , Wa g ner, suff e rs fr 0m a w1n t o n displc.y of e go 

an ci. s ensuslit y , fr om pu rely humEn colors striden t with ov c r belEnce anci. ~iss o-

lute ne ss. From the poetic voices of the 19th centur y one is he c rd toci.Ey Eb ov e 

the others. This voice of Ch1rles Ez uci.e.hire in centuries to come may be the 

re p r e s en t a tive voic e of ou r perioci. t s Dante.•s is for us t he represen trtiv e. voice 

of the 14th c e ntury . The very title of Bz ud e l a ire•s work, The F'lowers of Evil, 

wit!1esses to the Ege of which it is a produ c t and 1o its sub .iec t jec lously 

gu2 rded over b y bot h t!:e g ood En ci. the be d c.n gels . 

Bu t art is not concerned pri marily with morzlity . Fere is poetry comp osed 

a s flowers who s e perfume pois on s . Fe.r e is o poet who is r s eat of fr enzy e n ci 

wh.o has ent er e ci. a un ivers e epp r e.h enci.ed a s a mu lti pUcit y of s i g ns . His spirit, 

whose qu ality w2s mo lci eci. by E life of t hought s, move d in an ~ov ;: rse worlci. , 

Wit hou t man ' s free.ci.om of a cti on , Bau a e l aire's poet ry woula be i nexplicaCle . 

Yet a s Ert it owes no s e r v i tuci.e to ch 2nce . 

Be auty is the fruit of pat ience anci. of rours fre e to die. Bauci.e l a ire's 

po e ms a re brief r epre se n t a ti on s of momen ts fill c ci gri e vously by 2 si nis te r ex-

perience . Rimb~u d's poems a re 2ls o elliptic<l s yn t hese s of momen ts cr~ ~~ed t o 

t he explociin g point. The force of BEUOel2 ire ano th e exB spe r at ion of Rimbau d 



Pege 101 

c annot e a sil y be e t te che d to en y othe r c entury t hen t he 19th . Everything in 

their <ge had t o ld t hem coldly end succi nc tly t hE t they ere alone end thct 

th e ir a rt will be t he agony cf t he ir so l it ude tn d th ei r mis e r y . Baude l ai r e 

wi ll ca ll upon S a t a n fo r p ity a na Ri mbEu d wl ll ap ostr op hize Christ a s t he e-

t erm: l thief of ene r gi es . 

Bau delrir e w2 s the a r tist o f t he d a r k ne ss which s ur r oundsa him, whereas 

?.imbau d wa s not onJy i ts e rt-ist bu t its v i ct i m 2 s we ll. With Rimb &ud, poetry 

beCE·me 2 l enguE ge Ge f o rmcd Wilfully, on i nstrument turn i ng i n ell directi on s 

lik e a sur g ic e l kn if ~, t he CEnce r ou s questi on : Of whet is man CEpatle? Wit h 

whE t i s f ormed t h ~ vis i on o f roan? Art exi sts i n its ri g i d ult i mate form bu t 

t he human int elli genc e whic h first c onc ej v ~ d it, c onti nue s li v i ng either see-

i ng clea r er i n to men ' s desti ny or seein g more ci &r lc l y i nto E pyrr honic ph il os -

op hy . 

In Rimbeud•s poe try , we C£n e.xpe ri en ce c. cielect c. ti on i n our c,p nroxi ma te 

un6.erst&naing o f h is visi on ( an d this i s &11 art seeks to do ; namely, to c ·use 

6.eli g ht i n t he con t em ph.t i on of its be<m ty ) . But Ri ro,cr ud •s experience which 

c eu sed his poe tr y t o come in t o exi st .~ n c e , con ti nuea i n mys t ery an6. silence 

a f t e r his c r eEtive i nstinct was £rresteci end th i s experi ence will always be 

i ncomp r ehen si b l e t o our mi nd s. Rim bEu d un cierst ooci t hat he dicin • t under stand . 

This mi ght have bee.n su bjec t e nou g h for a poe t's a rt. It was i n Ba u del a ire 's 

case wh o modele <i. ena str en g th <~n.::. d t h.e "i dea ", e. t ti me s with irony , a t t ime s 

wi t h t enoe rn e ss . But with Ri mb cuci th ere wes b ut on e treat ment of darkness, 

its qu~ lity of b l2ck , &nC. i t en<i.ed by s t ifling him. 

Be: uciehir <=, was t he ~rtis t of cesra ir bec au se he cope d with it in h is c rt. 

Rimbaud w ~ s jts victim be c cu s e a s &n a rtist he ab ~nuon e d it . Both 3euaela ir e 

&nd Ri rnba uu pre pe r c <i. the acvc:.nt o f Cl au del who e ccepts th~ wo rld e s ~n obst a cle 

t o be c o nquere d, as E· rest ower cf di !$ n ity, 2s ~ rr1Ean s t(' <'n e!1d i neffab l e . The 

ma jesty of t he gr eet , Dkn t e , S he:ke s peE r e , Cl a uael , s ee~s t o de rive fr om t hei r 

part ici pa ti on i n t he worl d, fr om their love of the wor ld , e l o¥e wErmed by 
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p ity a nd 2 sense o f un r e< 1 iz e d heritei ge . ~ve ry page of Clcuael, is p::. rvc. ded 

With the be li t: f th2t whc:t is bor n fr ~'lTl & c h isel or from a pen is 6.est ine ci to 

the multi p le deaths 0f t he gr c,s s llnci the sun , Whc.t is common to Deinte , to 

Sha kespeare, t o ClEua e l is the primacy of man 's spiritu a l pr oblem. Their ar t 

i s op a c i t y ri f s (•U n ci s ::. n 6. t r < n spare nc y i:· f i 6. e ::. s • I n t he ir e rt is s ubsumed the 

unity be l ong ing t o mtn , Mb n i n s uffici~n t ana be gu il e ci, yet capa ble of j oy i n 

wis6. om. The Eo r t of D<nt ,, c: nci. S ht 1:e s pe;; re ce picts t he -nan if c lci. st eges 0f mt•n's 

cie s pe i. r an 6. joy . The trt of Dan te 2n6. Cl au ci.el s peeiks of the visitc:tion of 

wh;;,t is c a lleci. Gr t ce, the rep&i r er of ma imed. humenity . 

To experience ei n art on e must en t e r o clim a t e of aerkness or a climate of 

g re ce . To understan 6. an 2rt one mu st bo in i tiet ea to t he smi le of t he i nfen t 

Jesus p l aying with a pome g r e na te or to tte s omb r e des tiny of a Dostoievsky 

ch 2r acter. For the s pect c. tor, i n bot h c;;ses, it is a q_uestion of su ccumbi ng . 

For tr e artist, in bo th c e sef;, it i s qv-=.st'i on of r epr06.uc ing the c l cc r pi rt 

of ob scu rity , 

To c ont inue Enci. to c o nclude wbat r e sem bles e geome trica l pr og r e ssion: if 

Bauci.elc: ire is t he Lrtist of ci a r kn::.s s anci. Rimbau ci. its v i ctim; ena if Claud.el is 

t'.i "- artist ·:>fli gh t, th e r e is a t ype of artist we cc.n c o nsi6. e r t he v icti m of 

li g ht . Fe is th e c ontem r l a i.iv e , B St. John of t l-ie Cress or a St. Therese, , We 

h c, v e b e~n c 0nce~ne 6. with t he mind. which r esches towei rci. th e in a c Je ssib l e , t ow· rci. 

the f :irmless . In t he comp ) si ng of his p 0etry , th e p~ ei. <i oe s n •t reli nquish eny 

· ps rt nf his hum2n nature . The <ie lec t et i ~ n wh ich we ex pe ri ence intellectuelly 

in the pr e s ence of ar t t r ~ ins &no ~ reptre s u s f or c 0n i. emp lati 0n ~hich fr ~m the 

th 0mistic viewp Jint is th e gr eE t e st of ci. e l ec t a ti ~n s. The cre~ti ~ n ~ f art r ep-

r e s e nts ;; m:-imen t i n m;:, n's sea rch f or t he unity which the mystic ar pr ehen ds i n 

con templ a tion a nd which Plotinus aesc ri ~es as an accor ci. cnc e with partle ss ness . 

'I'he ar tist sees t he thi ng s of t his re elm; the mystic us ;:. s the!n a s a po i nt of 

<ie p2 rtur e in or<ier to see . 

In this very b roc,a view of t he velici.ity of rnr·n 1 s s piritu a l experi ence , 



the artist's ac ti v ity is only an initial sta ge , a prefi gu r 2 t ion of a s ub seque nt 

cna gr e ate r one . If th e mys tic Ett a ins the. ultimi;te de le c tdj on, ari. :is i m-

pove ris hing En d contemplati on is fecuna2tin ~ . 

MEn lives on ly in the mE r ve ll 0u s ubiquity of his hope s. His g l snce is 

verti g i nou s :on a his he2rt aish&bituctes it se lf of the pres en t. The first di f -

f icult less on is to le 2r n what i s ourselv~s truly. Ana the.n we must le ar n 

We must first e;wEken to the perpetual 

flow of ev eryth.in g in oroer t o ar rive a t t he vision of thot which is not me i: s -

ure:d by time . 

Poetry's pr ov i nce is t he unknowin g fluiaity of aa y s . The m0bility of the 

skies is i n p0e.try. The imff.obility of heave n is not i n p oetry. 

Ws ll ace Fowli e 
Ar: Seri e s: XI 
Benn i ng t ~ n Co l legc 
M<: rch 1938 
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The Judgment of .Art 

The. a im of most of t he spu :kers i n t h is series has b e1:. n to prese.nt vari-

ou s wor ks of a rt c:.n ci to tell you s oTtething which will m[ke yru see or hea r 

more clea rly c:. nci unci0rstc:ndin g ly . They h<ve tri e ci to g ive sug g esti ons about 

how t he mecii c: a nci t echniqu es of the var i ous ar ts c an be studieci, how we c2n 

uncie rst c:.n ci and even c g r e. e up on wh at the c:. rtist was ci.oing with his mide ri a l. 

What the wo r k of c:. rt ~ has not be en left ao rnybody 's pri vc: t E:: gu e ss. But a l 1 

t he time , I s a re s ay , we ha ve ell been busy ffi <k jn g jucig ments about t he vc:.lues 

i n the works . If you hzd ~ sk e a <ny o f t he s pe<kers t o tell you llhether" work 

we s go oci or bc. ci, in ma ny c"ses you would. have been tolci, "I C[n g ive ycu my 

own op ini on , f o r myself, but I c &nno t m<.ke the judgmen t f '.' r l..c:'~·" It would 

seem a s t hough the impe r s om l metho ci f ol lowea heret of ore breaks d0Wn when we 

c0me t o p l 2ce a v elue on c:. rt, an ci t hr t w e c:. r e t hr ·::>wn aarift t o f ,-, ll ow person<.l 

preference s an a t n expec t n 0 guiaance fr om o th e rs . You m<y very wc;ll ask 

whether in the re 2 l m o f judgment thi::.re is n.~ p r •:i ceaur e c0mpa r 2b le wii.h t h< t 

which we h e: ve been f o ll c,w i ng i n our <:pprof:.ch t ~ un d e rst an aing . If we thr 0w up 

cu r hanci s an d S E· Y we c z· n g i ve no g uicance, t here ar e C<;;rt a i n a s pects of ".'·Ur r e -

l a ti ons with each othe r which will be no t c:.b l y affec t eci . We sha ll no longer be 

ab le to t e l k <•bout s ome one 's "t ;;.s te" being " goo a" or " poo r". We shal l no 

l onge r te.ke a s a n eciuc i: ti ;:in& l <i m t he: ci eve l opmen t of " higher st<nci. ar cis" o f 

ju ci.gmen t . We shall pay n o a ttention t o t he juagmen ts of v2lue i n reviews of 

books, p l ays, e.xhibiti ons, en ci. c onc;::rts . We shall no l o n ger l o ok up t o one 

a no t he r in t uesti o ns o f juagmen t . We shall n o t be able t c inciulge in t he ci.e-

li ghtful s port o f 10 0k ing ao wn o n one &no ther. We sh a ll be free 0 f the temp-

t a ti o n t o p r e t en ci t a like wh&t we n o ti c e is li ke a by t hi t g r oup of peo p le with 

whom we wish t o b e 2s s 0ciat c d . Tast e i n a rt will b e r c aucea t o t h~ l evel c f 



taste in f co d; the r e is no use in ar ;,( uin g abo ut whether 0lives a re g":iG. , 

Yet the history of the eri.s i s full of b a ttl e s o v er the beth::" anci. t h e;; 

wor se . fri.l .si.s ana critics both h ev e e ci. c d qu ite cons p: cuou sly a s·thnu g h this 

qu e stion were real question end one. to wh ic h a nswe rs co u ld be. gi v en . Thi:.t 

they h c. ve. not yet bee n ab le to 2 g r e.e a bou t s hnrii:.rci s i s l~ s s i mpor t an t t hc.n 

th e q uestion has bee n fruit fu l i n r~.-ti l iz 1ng "'..l-: 0 s o il f or ne;v: c r ee t ion end n ew 

r e ce p tivity, a nd t!">us for i. h e g rowth of civiliza tio n . Eve r-1 nei'I· movement i n 

art ha s be en b a se.a upon judgment of the c.rt th t t pr cede d it, & ~d t he v i s ua l -

iz a tion of a b~ t t ~r Ert to co~e. Eve.n unci.e.rl y in g our :o.tterr:p t s nere. t o a rrive 

a t some impers o n a l u n derst t ndin g of th e. arts l u rks a s u s p i c i ous a s sur a nce t ha t 

by c ~rt < in pr o ceour ~ s we sh<ll cre a te a bett e r art i. hi,n t h< i. of Ro 3s i n i, Me is -

s 0n ier, Sh e ll e y, Dicl<ens, or Ge o r ges. K&ufm <.n. I h< ve Jbse;; r ved in co~mi~ te e 

meeting s th <. t the judgment o f g o o d. and bc;a he:s h ici.ien n nO. e r <. n o ther ve r b ; li z a-

ti r n o f the m<i tt e r; we bt:. g n : tc; hlk ab out wn r..t w2 s .A ri. &rd. wha t w:; s E_'.'._t_ .A rt, 

a s t h ou g h we tr.us c:·v n i.O. e O. the jud. g me.nt busine ss. Bec <u s e , i. he. n , th e j t.< o g i n g 

of art is as u b iquit .m s an u et e r nc;l es c.rt Hse.lf, it :ni g h t b e well t o e x &mine 

w1' a t is i nv olvea in t h e pr r., c e ss, The. e:r.:ami na tion mE y '1 0 t mak e us e;w:o. r e o f c l e. -

me:n ts o r qu r lities i n a ny sing l e w ~ rk, but it mEi y rnc k E. us mo r e awa r e o f the 

p r ocess e s o f a p pr e. ci.;:.ti ·: n . My a ims C' r e i. c' set EJ little in '~ rC.e l'.' the r ~l a ti on s 

b e tw r; e n u na e r s t &n ai ng ~ r apr r e. he ns i o n o f a wo r k r. f ;-; rt 2na j u dgment o f ii.; an a 

t o mc k e. the n:o.tur e; l Ena in ev it c.b1 e dis puti ng &b ·::-ut vc.lues t ak e nn g r ec: te.r O.i g -

n ii. y t ha n t ha t o f a squ c bb le betwee :i 11 1Ti s " &no '"Ta i n 't". 

Th e f i. rsi. c ,Jnsici. e r c i.i '.' n is .,f the ins1.rur:1e n t by wr i ch we r e c or O. the ef -

f e. cts of th e w0rk. J, ll e.ci nc c i.i o n in th e &rts i s a ime d &t mc;k :ng t he i n s t rumen t 

mor e s ensitive . Th e &n&l y·se s i n t r is s e ries h e; Ye si.r e sse o t h e i .rr1pr:•r"t :: nce o f 

tr;:.i n in g in sens uous awc r e n e ss a na r ec ep tivit~. Whe.n En c: ri.i.st s e ts u p a r e -

hti ·.i ns h i p between tw o 0. o ts &na;:. thir ci. , ,, re ci 2nd a blue , a c hcra an a a me l r -

O.i e:. lin e , a w0 r<i cnci c: n acti o n, w e sh '.l u lci. pe.rc co iYe tl": &t rel a i.i .., ns h i p c l e a rly. 

Ana we ctn learn t a perceiv e it with s ~metring li k e equ &l pr e cisi o n . Up t o 



this point the question of plec::sure or vc::lue ii ~snot enter. 

Now the psychology O.e a ling with th3 e1fects of form, color, end s 0 und is 

not ye t highly O.evel opea e.nvu gh to giv~ us :;xoct prir.cii) les of p::- ocF..0.ure . 

There hEvc been m&ny Et t empts in Eesthetics t o est Eblish principles. Ii, has 

been affirmed by s ome thLt the primc::ry ge.o~e ~~ic forms ere by neture frEmed ta 

the human minO. s o as to g ive th e hi gaest k1nO. ~f p l e~sure . Theo r ists "f color 

have est&blished c 2tegories of primary anO. se0 Gr.d2ry c 0lors and n~ve trie.d t o 

give definite nr re.l<:tive ve;lues to CEch in terms of hum<n pl,.,,2sure . 

of poetry hEve discussed t he re Eson s ~hy certain rhythmicel patterns of worO. -

sounci.s Jg ive gre< ter p l easure th an o thers . But inoivio uc:: l trtists h~ve ref use.d 

t o be b unci. by these the0ries e nO. have gone on expenO.in~ th e possibilities f 

p l e.<·sure. One of th e h opes of psych ol og y as c new science is thct mvre crn 

e nci. Will be known ab0u t t his relati ons h i p between the e s pects " f ~bj ects tnd 

the c orresp on dent p l easu r e felt by the humLn instrumen t . 

We nee6 t 0 ob ser ve, h"weve r , s r:-·me of the <. ttribu t es nf this hu~ a n instru-

ment which will make. tny s uch scientific s tudy O.ifficult, if not i mpc·ssible . 

The first is that the instrument is i tself c g r owing , changing thin g , anO. that 

its reacti ons chan ge anO. O.evel 0p . It also has :nem"lry; .,.·hat it h2s ' nee ex-

pe rienceO. becomes a par t o f t he instru'.Tlent itself anO. hel-ps i n directing its 

reacti nns in th e future . It f orms expectat i :·ns which CC' nditi0n its resp onse 

to new experience. Habits ere f orm~a by previous experience, end make it tend 

to avoid new stresses an d str c::in s upon cttention . Furthermore, out of previous 

experience, the human minci. tends to make theori es abou t what ou g h.!:_ to be, and 

the.se the.cries often steno between it anO. the nc:.w objec t of app r ehension. 

La stly, th e human instrument ha s a life to live which involves f ar more activ-

ities tan t r is one of r e snon s -: to anO. juci.gment o f art, anO. it will clir.g to 

or resist works o f art according t 0 its s en se of some active rel a ti 0n bF..twcen 

t he effects of t~ese works ::: nu th-:o lif e it has to l 'Oc.ci. or wishes to lead. 

These diffc:•en c cs t.re wh&t make the juO.gmen t o f art s c· c omplic Et eci. anci. so 



de.pencient upon i.he; i ;".cii viciua l tempe rament s of t he j;_1age.s, When we; h<- ''f: go r..::: 

se.r ve. how ciiffere.nt ly we re8c t t J t .h.e corr~rnon experie nce , we; s nou.l'i C..o 1\ell to 

seek ou t pc:t i en t ly which nf the. s t: te. :1 cie.nc ies o f i.hc human inst:c1.cmcnt h<:s le.d 

to the p hcing of 6.iffcr en t vblu.es . 

test of en e l ec t ric cu r rent, t he prc.b le.n cf the jungrnen t o f art wr: uld be a 

s i mple one . But we h&ve. n o t only r e.&6. n 0vels bef~re; we have also heerii 

st o r ies fr om the time we f i rst wer u c . nscious o f hu~bn life. ;;n6 b egbn to uncier-

s t ~nd lang uage . Fr om t h2 time of th ~ sec o nii strrv we ever hea rd until now, the 

process of jucgmen t by co mpa ris0 n has been We r :mernbe r the pleas-

u r e o f st~r i e s we h;;ve he£rd . We l ,ok f t r ~qual pleesu re, s o~e times i.h e se me 

p l ee sure, f r ···m eec11. new sto r y . Th ls i S the !li O ': t 

we c 2n ever h<:ve , Pe r e we a r e c l os e t o indiviciuel works o f ar t end t he exper i-

enc es which t hey gjve . But her e a l s o we s e e t he ori g in o f fashi on s o r c o nven-

ti ons in t he a r ts . The O.es ir e f o r " mor e cf the s& r:1 e 11 accounts f ~·r the repe-

titi0n s i n pat t e r ns of vases , o f i. c:. xU. le 6.esi gn s, of qatt l ·,:; e p is oces in Romer 

en O. I ce l anO. i c sA ga , of " Bcy- meetE - gi rl, bey los e s ~ irl, boy gets g irl" movies. 

J, c omm u n ques t i('n <:mon ~ the<dricrl critics in tL e i::.ar l y 18t~ century was 

whether the act i ng ·pas "a1'i.h en i.i.c", which me<,ni. wheth e r ii. iolloweC:. a i.r~O.i -

ti on h~ndeC.. ~own fr ~m esrlier ac tors . This is the "6. e&c: hanc" o f forme r ex-

pe ri ence . Now , Gur only pc·ssiblc.. ,iuc.f!,rr,~n t is i.1';ot be.sea up '.J n whe t we hcve 

kn own befor e ; yet i.f:eit reli ar::c e u p o n : or rne r ex~) eri. e. n')e m.&y beco me mere escare 

fr om the chel l eng e o f new exµerience . T ' . ·- c 1 s :.' nJ'y thr (' u gh much first - hanc 

.. x·e.ri.cnce i.1-t t we be.corne r .:. s ·f> J nsible t o zr t &t all . Yet t his very treining 

also tenO. s to s e t u p ht bit r e.act i on s ~hich C.ull t he <bility to r e s po nO. f r eshly 

t o new e x periences , new forms . The act of jllo:?;ment r equir ·~s br:ith th e previ ou s 

exper ience anC. t he ability t0 free "urs elve s fr '' !f! F,r e-.-ir:-l:s C:;XJ:)eriencc; . 

I t woulO. of c "u rse b e extremely cu~bersom~ t 0 pr oceed each i.i~e to comr &re 
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i.he new work of ari. w] i.h a l l i.he works we ho.ve known before . To j uci. g e Emma we 

avoici. this we h&ve mc. Cie cl a ss ific c, i.i nns. We obs e rve cert a in el <:m":: ni.s c::n ci. a i ms 

which s eparc.te gr oups of stori e s from oi.her g r oup s • .. We th en i.ry to c om~n re· a 

new si. ory with th ose o f t he type nee. r e st t o it. S o l on g c. s we ci. o n o i. ci.emand 

that an c.rtist make hi s st ory l ik e other men 's st ori e s we may u se t his ci.iff e r-

enti a ti on of " k i nds" <is a help t o unaerst a nci.ing anc t o our ju ci. gme nt . It will 

at least keep us fr o~ mzkin ~ c ompz risons between i.hing s which are s o r em0te 

fr om e a ch oi.her t hat the c ompa ris nn bec omes no t only ci.2nge r ous to just ap pr ai s-

&l but a bsur<i.. We sh c. 11 n ot c ompa re Em;na with Fr a nkenstein without first ob-

servin g the 6.ifferences i n kinO. which mak e imp c.ssible t he me r e .rreasurement cf 

one of these stori e s by the other. 

The next ste p i n t he a tte m~) t t o me;ke t h is me t h .:; C:. of c om;:iaris on wor kab le 

is t o esta blish p ri. nc i r;les. Wh~t <:re the "ch a rzct e rist ic s" o f t he wo r ks of 

a rt in o ne clas s or k inci.? We n o t only g r oup a number of w0rks t ogether be -

cause of observeci. l i kenes ses: we C:.ef ine th os e l i kenesses in abstrtct terms a nci. 

g i ve the type a n ame . Hence c ome the c o nce :::'ti ···ns o f e pic, tr~ g e ci.y, n ove l of 

manne r s, yi ic a resque n0vel, ::i r o let&ri on novel, c. nG. t h"- like. Ple a se n otice 

th a t the st ag e of this p r ~ cc aure whi ch is r ea lly valuc.bl e is thEt of c.nc.lysis 

o f the wa y the wcr k of a rt is maO.e . S 0 l on g as t he ex pl &i ne r sti cks cl 0se to 

the in l i viC:ut l wc r k, he is o n st f e g r ~un~ . Thi s p lay g i ves pl easu r e , he s&ys. 

'i'his is t he wc.y it is 'Tl& oe . Here is <•n o ther phy which g i v e s s 0mewh&t similar 

pl ec. sure. rt is mace in e w~y t hat i c in man y res pect s s i mil a r to t hi;t of the 

ei ther. The le ep in a r gument c omes wh en t he anelyst t he n says t he t t o make & 

p l ay in t hi s way is t he ri g ht me ans t o cres ti n g the k in ci. of p l e asu re f oun 6 i n 

t h is s i:irt of wo r l<: . Frcm e x p l r i n~ n g in a set of intelli g ibl e t e r ms what tre work 

is like which h~ s give n t his p~ rti c ular k in ci. of p l e as u r e , he h~s go ne on t o 

su gge st th a t tri s s e t nf charecteristi.cs ma y be us e 6 bo t h es a r ule of work t0 
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guice the art ist anci c. mc,asu ri ng roa fer the juogment of new works. 

There are centuries '.Cf Eur 0pean literc.ry history strevm with "e ]J ics", 

11 tr 2gea ies", and "satires" mc.ae t o th C; "rules" in this way, anci. olso with 

ju<i gment cf critics wt ~ s 2 cnly criteri 0 n wes whether the works foll owe<i the 

rules. 

a princi ~le as t hat c f unity? rt Vl 0UlU see. i i<fl 1' 0SS itle f ,., r Cri. tics t o mist eke 

t he me~n i ng o f this c :::mm :-- n t er :~ i n al l the crts, (•r t :c misuse it • ..L.rist o tle 

cbserve6 the unity o f acti n n i n Gr e ek tr c.g eci.y . Tr. his Elle g ea f0llowers in 

t he ~enaissance th is 0 bservEt i 0n became c. lEw; but wc rse t h tn that it we s 

t c. k c n t 0 mean a cert c. in k i na of sim plicity or sin .g len Pss c f p lnt, r a ther than 

Ein C>r ga nic 'lrinci ., le which mi:, O.e a wh ., le nut c.f n o me.ti.er h 0w rmi ny V£rieci parts. 

Now when th8 Elizab •_ than crafa& e; ot unO.er W f:l )' with its multi :ile p l o ts ano :nix-

tu r e s n f su ~e rficitlly inc on~ ru ous matter, th e critics ca~e a own o n it with 

the "rule cf unity" . These cru c e •lEys woula never 0 0 . Th'.:: curi c,us thin g is 

that t hey liked Sh · kes pesre; th ~y k new s ome b 0w thtt his best p lays were su per-

ior t o a nythin g th i: t w;:,s betng or " aucec. acc orO.ing t o the ru l e. But E S critics 

they hEa to ~ o on ciec ler in g t hat Shal-ces p ecre hac. n c• " ~ rt", that he really 

ou g ht to ha v e built his p l a y s by the rul e s. rt took two c e nturi e s for them to 

~uit tryin g to fit the w~ rk of ert t o the principl e . When fin a lly s cme men 

be .~~n t0 st uciy i.he plays first, as J,ristotle w -"Jula have:. o o ne, they ais covered 

their ~ la frie n a unity there. They h e ci.n't kn own him wh e n th e y saw him; they 

hao bee. n l l'O kin g , s a y, f.,r h is liti.le c.lo. hid, now C.i s c a :ciie G, not for him . 

b further st ep in gen ~ rEliz a ti 0 n f n ll~ws . Fr ~m establishing c e rt ai n 

pri nci ples u po n which simil a r wc rks nf art have b e en meC.e, theorists then g o 

" n t o C.erive stc-tem e.nts ab cut t h e pr :iper funct i · n n f r rt. When J.ristotle. sug -

gest e. a th a t the " pr e-per functi •' n o f tr& g eC.y" w~s "thr vu g h ;.iity z nt. fear" to 

"ef f ect a c a tha rs is, 0r nur g:o ti ·.:·n, of th ,; se e.m ') ti ~ ns ", ~e let 1 0 0se u ro n the 

world n P E·nii : ra's b ox o f crit i c a l insects. F 0r~ce oia the s a me when he na med 

the functi o n <' f po etry "t0 te<.:ch an6 <ieli g ht"; &nd Ma tthew J.rn ··1 l<i with his 
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"P oetry i~ t 'le critjcis 'T1 o f l if e" anci. his ci.ernanc fr.r " high seri ousness" . Now-

a ci.<;ys the most n'•is y parti. s ans 8re th •;1 Se o f i.he the:: ry tha t " .Ar t is a weapon" , 

th at art h&s a r o l e t o play i n s oc i al act i on . Jll these phrases were baseci. 

Upon f ~rs ~ n a l experience with inC.ivici.uEl W?r k s. They giv e us su ggesti on s, at 

le2st, as t 0 whc.t w ' ·rks the critics jut.gee.rs best , anCi what effec ts they got 

fr om t hem . They mey hel u i n t hL clEri.f ic ctl. ·'n 0 f wh£t :; x pe ri ence in ar t is f o r 

us. We on ly get i n t o tr ~uble when we exa lt t hem i nto c rit eria f or juog ing 

othe r wo rks anci c>i. he r eff e ct s f r c m t h r·se which ga'e ris e t o them. We tenc. to 

f o r~e t t hat t hey are VEliC. on l y as e x p l ana ti 0 ns o f w~at has taken p lace in the 

face of cerhin works . They 71ay heln us t ? c.efine anC. vcgue l y c ommunic a te 

what we fine in & new work ; hut , on the e ther hi;nc", t hey mc;y be irrelevc.nt or 

ev e n ob str uc ti ve t o the un c erstun a i ng anci juci g~en t of that new w?rk . We may 

finC. we he:ve t o "i nterpre t", as t he sayin p; is, the C:. o g 'Tia in o rci.er to aain it a 

new work which see ms at first ou ts iC:.e the pale . Or we m&y fino t hat the 

ph r ase af t er <•l l is not a ae f init e c rit e r io:1 , a us eful :n c: asurin~ t oo l, bu t 

me r e ly one of t hr> s ~ " exp res siv~ " ph r a s es th at t e ll us m or e r.bou t t he man wh c· 

mac'..e t hem t han &bout th e work o f c.rt t he y a r e Tic.ant t c aescribe . 

seem t o be un ivers a lly val i a , t '.:ey c;;n be r eouceci. to ex:;::• ressi 1 ns o f pe rs ~ nal 

p ref erence . Ju~gmen t may cief i ns it self i n such ph rases o f func ti 0n, if th~ 

critic thinks pers u:o si ·.' n may r esult ; bu t .J uo g:nent must br.se itself u po n each ·, 
'--.._ 

fres h ex pe ri ence , i n t e r ms nc·t ., f c bstract ? h r r. s es but of ~r c.v i 0us ex:r:e ri ence 

with inaiv i aual works . 

We h;,ve seen h ew the r: r oces s of c o mp c.ri.s e n , aneilysis, c.na g eneralizati on 

hc.s both V<> li ci t y anc. c;anger in t he f :. r m;.. ti :' n ·~·f juc gments . Because it is 

baseC. upon per s o nal exper i ences tnc, i n its finE l sto ~ e, th ~ genera li.zation 

eb0ut t he functi " n of &rt, whe r : it only se1Sm s 1. c re ::ic h universzl vali.ciity, 

returns &~< i n to persPnal ex·~· ressi ·> n , th ·)s e wh ::- w0ul6 l i ke t c arri,•e at s " me 

more imp e r scna l me&suremen t he ve t urnec t o t~e f orm a l el ~ ment a l one . fren 't 

there s ome t es ts t hi:d r ela t e oireci.ly t o t he t ecrnio_ue anC. the meC. i um of ecch 

a rt ano t ha t c an be ap ;li eo b y &11 o f us wit h cu t 1.h is c.i stur c i n g r e lati 0 n t o 



p · gc:- lll 

pers onf l experience? C ~ n not we li.m i t on rsP. lve s t c• t h e C-"' nsi oer a i.i ci n o f sc;.c h 

fac i. o ro c s u nit -/ , ha rrrrC'n yJ ~! 1 yi. 1:rr.; b :lc...r:.c e, cn ll "'.h e i :. ke ? It he s been ~h e a im 

Once "- h= e.le -

riveci id t he o nly ev ;:. l ua ti 01 n n f t he. W( ".' ic i. hc t c t 1::. ~ o so;~ t l e t o - ~::i l k a bout or 

&g r ee u p:i n? Wi l l n e t t h e c 0rr,ps r is ,~ n :_, f i.w·~ · V>' o r:~ s ~ n t he bc:;. :s c f t he se e l e -

me n ts le a d. t t' t he rn l y j u d. g .::nt 0 f relct'i.ve v a l ue wl:i ch "·i l l h&ve a ny v ali 6.i t y 

f o r mor e t ha n o n e s p ec t a t r r ? 

S u p c o s e, for exarn1 le , t ha t we a l l n ow s e e ~h a 1 J~ne Au c t e n h e s c r e a t e d i n 

her n ov e l F. rnri JO: . " The wi~: , :::_.:; t hat is E:Lma is es'.ah~ i s \C". ·~ '~ . 8 S lvii.s s Os ,g ooa ha s 

put i t . I n t he fur mo l eleme n ts 

which a na l y5i s r e ve8 l s we he.Ve some "l i11. ng f a i r l y t .,ng i b le ;; no c::::rnr1~un i c i; ;1 l e on 

~hic h t o ba s e a jud~ mcnt . In the who l en n ss , th e p r opc r t\ons , t he mov ~ment fo r -

wa rci f r o-n be ,g inn i n ~ t o en d, t h e v <ir iety v"i i.hin th e unity , th e ri-.y 1h"1i cg l d a nc e 

o f t he wo r cis , t he t ex t u r e of hum a n re l e tions h i r r , t h ~ visi ble c o ntrc l of t he 

Euth or' s mi n d o~er t h e s e e l ~men t s -- i n e ll t hese en ~ o t he r f r r m& l Es p ects o f 

the w or k we fi n d t he ol ea su r e t ~e ti s ;ieculi a r to wo r~s o::: e:r-t. _li~nJ.~~~ W P. h av e 

S o t:·u e i s t h i:; t li2 i. ii. h;, s beeu f Us'led. to 

t he e xt rem e in such <: ci o c tr ine c. s Clive Bel ::. • s, the O. c ct1· i n :". o f "si gn if i c an t 

fo r m". Th e a 0 c tri ne p o s tul ;, tes & s e~E r&tE f&aulty i~ t ~e hu mrn m ~ n d. for t h e 

a pp r eci:; t icn r. f c. rt , &n " ~e s the tic em r: t 1 ~ n " . F or ~ b ~c o ~e s s i g nlft c a nt , no t b e -

c i: us e t hr oug h i t S ') meth i nJ:; r e l ::i t eci t o &nu o f v~l ae t. 0 l i: co 1 n i t s o t her as -

t o g e t c. h i g h p l e a su r e out o f f u r m. We Cl n bBcome cr iti cs o f 2 rt w i t hou t r ef-

e r e nc e t o our r e- li 5 i L'U S be l i e fs , s o·ci ::.l th. e oric:.s, or mc r 2 l i.ae <:s . J, work o f 



e; rt, uno.er this cioctrine, m&y be prc.ise6. c-r ciisc. pp roveci s olely on thG ~;:oun cs 

o f its f orm; c.ny effects besicies the s2tisf ~ cti.on of this int ~rest in form Ere 

irrelevant t o the juci gment . Once we g r1nt t h0 prim&ry im y0rt& n ce o f this for-

mel ma tter, whi ch we htve not o nly g r Enteo in t his series but hbVb insidteci 

u ~ on, we ere faceo with the fact t hE t s o ~ething m~re t hEn the p l easure in f orm 

h&111ens t o us. Whet that s 0met h in g more is is t he h st &s ~··ect of the !'robl e m 

I sh a ll tackle. 

Be sicies bringing t o the a np rehension o f a work of art sensibilities 

trainea in th e H :ip r eci.at1 on ')f o ther works ana es 1;eciEl l y in the formal ele-

men t s in them, we e; l s o bring a h e.st of other expe riences anc.. jud grr.ents about 

life its elf . T o return t o Emma f or E moment, '.'.:!mrrrn is n ':' t a living pers on; 

what we call "E mma " is a fo r m called u p thr ough a successi o n of ::ages of w0r cis. 

Jud gment o f th e no-vel is first n f a ll involveci in the question of the W'J rd.s 

anci the completeness o f the f 0r m which th ey c al l u p . The first equi pment 0 f 

the critic is experience in t he a rt which he is criticizin g , first-hand. kn ow-

ledge o f works o f ar t enci g ras p ~f th ose elements which mak~ u p each wo rk &nd 

repeat themselves in others . But ·works o f <irt ar ~ net mer:::ly thin g s c onstruc-

ted., thing s whose c onstructi ;.·n m2y be stuci i e •. anci ,iud~e ci by s ome merely f orm& l 

_c_o_n_s _i _d._e_r_a_ t _i_0_n_ . _ _ T_h_e_y'"- are _&ls G thin q s whicih ci :i s om ething . Th e page s wh ich [> ro-

ciuce the image of Emma ana he r destiny c~ll int o a cti o n & much more c omp reh en -

sive jucig in g mec~enisrn . What Je;ne Austen cr eat e ci w&s not merely a unifieci 

pc.ttern o f words end i -ages, bui. an effect, En ef:ect u;-; on us . The judgment 

<' f th a t effect invo lves mere th an the jucigment of a c~ievement in f r rm. 

I h a ve ci oubtless gnne a lon g way r ou nd to make i.he sim~le p~nt that the 

jucigmen t o f a wo rk •J f art is bounci up wit h jud gments o f life itself. .At Bny 

moment in our lives our &cti 0 ns imp ly juci~m~nts nf val ue . What we d. o sh 0 ws 

wh a t we value , The t !i i n.; s i n 1 i f e w h i ch m ov e u s ':'n e "'' a y o r a n 0 i. h e r a re a cc e p-

teci 0r reje.cteci accorciing t o s ome c ·::- ns c i ous o r subccnsci ous, i n d.iviciu a l or 

s ncial eva luat i o n . Ev en th ou g h a work of art may not at tack ciirectly a ny o f 



the p r cb l ems of life, its effect is t c -ius'.l in S '1ffie ciir t:ci.i '"'n e r ethe r the 

f.r t t a!\.e s its r lace &l ong si cie 

211 othe r si.'imali in c o na.iti. ~'n in !, r ur li \·es . J. few yec.rs <g o wh r::n the qu1S s-

"li on o f " meani.ng " in ?·cei. r y was i n t )lE:. for ::'g r ~-uno , .A rcl:iba lci Mzc Leisr , in re-

e:c i.i o n a~a inst the s ~c. rc J-, f '"·r r<·i.i 'n<. l or rjro:;e co rres",J on cieni.s t o poems, wr< te., 

'i.A t o e n-. shc·ulO. ncit tne:::n 

Eu i. be ." 

Eu i. whsi. a pc- em i.._~, i n the l& s t anal:'/Sis , is whet ii. C.oes • .Anci s o with o ther 

wo r k s c· f fl rt. The p l easure cieriveci f r n m t hem ca n n o t be wh olly se~a r a t eci fr o m 

t he o ther a ctiviti e s of life. I n t h e j uci gmen t c f va lues zrnong the c onf li c t-

in .<; sti muli we must s oc• n c r 0r lct e r inclucie the juC.gmen t of the ef fec ts of 

works of ·e: r t. This i nvr l ves a oecis i e n ab ou t the encis cf lif e anO. t l:erefo re 

the en as c· f r ll t he v a ri nus e:ct i vi.i.i e s. 

I ho p e ':Jy n ow t o hc:ve rnc.6.e it a littl e cle2r wh< t gee s on in th e p r oce ss 

of judg i ng a rt. Only the 'T1os t ha r ci y s oul s cc:rry t hr ou g h t o t he enci of the 

wh ci le '' r oce s s. S omewher e a l ~ n~ t he w<y t he rest . . " m1n a.s , as 

Perr 8o s it i s n_.w clec r why we &r e " CC "sirn&l l y ch <g r ined a t finci.i_n g 

ou r j u a g'!l ents <:. t v a ri. e:nc e with t he " ex perts", why cur own juO. g me.n ts he v e 

che:ngeo fr n m t ime t o t •m~, why the effec ts -, f c M~ze:rt c once rt o ca nno t be mea s-

ureG with even t he e x a ctness with whi c h t h e eff e cts n f Vitam i n B c e n be mees -

urea . Jud gment when b]l is FBid BnG c~n~ , !~ 2U i. ob i ~g r2p hy . The com pa ri ecin 

-- ---- ·--------- - ------- - ---~H--------

thirc, in ul ti~eie EV8 l uati ~ ns nf 11~e i ~s e l f . The: t n:.i.r;in,g i n t :::.s temu st p r o-

ceed a lon g t'iese three li n es, ar.u its methol. is P ie t o f fin6 i n P, out t h e 

~ o urces of the c if ferences , When the o i s 1uting abru i. t as te go ts be.y ana the 

st e:ge wher e the f actual ma tter c f wha t is there is este:blishe6 , it e n ters the 

sta g e wher e what is gc.0 6 for u s in life oeccimes the main p-ro b lem . I n an age 

when c e rt &in t y ab c-ut wh~. t is g.J0•- f r> r u s is 1.c.cl<:i.n -$ , uncer i. ~. inty in t as te as 



well w'.11 re-:.. gn . !;s the inc.ivi o.ual ap;: · r oc ~. hes e f i~ c i.ive livin2 i n tl:. e neasur e 

1 h .1 s , f 'i n c 11 y , tr. e c r i t i -

Sollege 



\..._ . 

~ven thou g h we ha ve not sp oken spEoific~ll y of the role which the audi -

ence plays in s t i-riu l a ting the <ctors in a perf0r_n3nce we wi:sh to &cknowleci.g e 

that your faithful attendance en d you r participation in the discussions has 

been fe l t by us and hes made the whole experience of th e Art Series as inter-

esting to us as we h op e it wa s to you . 

Sefor e organ izing the Series we went ove r th e v e rious possibilities o f 

procedure . We r eelizea im.'!leaiately that the fiela of the o.rts w<is s o enormous-

ly Wi UC- Spre r Q the t WC c cul a nc• t pos S.i bly hope t o 00 ffiO :C e than SC!';; tch the SU!'-

face. A number of likely appr oa ches presentea them selv e s : We c OU 1 a he ve 

t e lkea ab0ut h ~w the artis t goes atout mLking &rt. This W JU~ci have been an in-

tensely fascinat i n g s ubject, but it woula. l-\ave haci t o be hi gh ly conj ectural. 

True enou g h, we could ha ve b r oug ht into play our own experiences in crea tive 

work, possibly rep or ts fr cm s ome o ther l ivin g &rtist s an ci. also s 0me few writ -

ten re ~o rcis en the su b ject. Bu t the vast f i eld of th e pe st, of the c aveme n , 

of folk a rtists , children and mFny of t ~e g reat mEsters Gould only have been 

covereci by hypothetical stat ements of &li g ht vlliciity . 

We could also have spoken o n th8 po siticn of the artist in s ociety now 

anci i n the pas t . T~is is, o f cou r re rn excee di ngly g ra~eful subject ana. al so 

en imp nrt < nt one . But, whil e s ome of ~ s ffiEJ h<ve s ome icie~s about it, we 

fr2nkly d.ici no t feel quite c ompetent tc. ha ncile t h is . rt ·1muld. hsve requ ireci. 

tl:e e. ctive collab or a ti on r; f the entir e f :i culty of the Scie nc es a no S ocii>l Stua-

ie s , anci.we felt, rnci most like ly t hey ci. ~ 6 to o , t hst a ft e r the gigant ic j ob of 

the Science &nt Culture Seri es t hey d.eserved. a r est . 

Another possibtlity wou lo hev e be en to ~iscuss the p r ob lem of evelue ti o n 

a f works of a r t, ciuring the en tire Series . You can see re acii ly th&~ we shoulci 
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heve hH . t 0 g" i nt :· the me j or c.e sth e ti c theori e s &no , since vie p r ,:-babl y c:r1 n c· t 

ag r ee fully with a ny ~ f th em , we woul i hEve h&a t , f ~ rm 0ne or m r e cf ( Ur ~wn , 

This wnuld n0t only have l anoeo t~ e e ntir e p&nel i n e c nn tinu 0us wr a ngle, but 

un ci. ~ ubteoly th e &uoi e nce t o e . 

The tr ouble with ell th e s e po ss ibiliti es is e ls e t h&t they woul u heve 

been fundament a l l y u nsounu becEuse th e basic ma t eri a l s a nci. ideas t hat gn int o 

th e mak in g 0 f the Lrts Wc·ulu n, t hc.v e been eo.equ c. t e ly pr Gsentea , Since we 

c onsidere d. such a pres entat i 0n th e initi a l st ep , t nd t he prerequisit e o f 211 

discussi ons 0n a rt, we ci ec i<ied t n center our Seri e s &r ~·u nci. t hi s po int: The 

bas i c ma t e ri a ls 0f wnrks of a rt. 

Nnw , fr om t he audienc e c ame t he f oll owin g ques ti 0n : "The .t. rt Series, a s . 

it has r evea l eci. it se l f thus f ar, i s~ moseic meci.c up r f ju i cy enci. inf or metive 

ti<ibits fr om the r ~ s. ective r rts . While each spe tk e r h?s c s nt ri bute~ instruc -

ti ve r ema r ks on th e s pec ifi c t echn iques requir c ci in his fi e ld there has b ~ en 

n ° rt tempt t 0 gener &lize ab 0ut e ll t he f\elas. Ar e the members of the Pene l 

pur po s e ful l y ne g lecting m er ~ gcn~ r e l a s pec ts, b ec2use th ~y cannot a g r ee , or 

discnunt t he ~a li d it y r f such a aiscussi ~ n or a r e th ey unawu r e 0 f t he dis -

jn int ec ef fe c t th ey a r e p r o ci.uc i ng by the Seri e sr l rck of En integ r a ting view-

p c· i nt? " 

I sh culc. like t o t e ll y cu hnw we w1'>nte0. y ou t o listen t n this s er i es , and 

~h e i we hoped y ou mi gh t ge t ou t c f it . 

Fir st - f ell, y · u have he~ & numbe r of CJ nc r e t e works of Ert ene lyzed 

f or y c1 u . These. wo r ks were of i nte r est i n t hemselve s, anci we h ope& in aci0.it i on, 

t ha t t he anE lyses sh0weci y ou what wes meant by uncie r s t anci. ing i n a rt . The se 

wo rks were a pa i nting , 2 rnus i cc. l comp r·s i ti :rn , E ci.ance , a n·.vel--examp l e s r· f 

va ri ous a iff e r e nt e: rts . 1.s y ou became f ~milia r wi th th r:;m , o ne after the •:. ther, 

we h opeci th a t y ou re rCe ived c e rt a in a nal og ies be tween t hem . Y0u h&a rd m2ny of 

t he s Eme words ap ~ lieci t o th e ana lysis of different ar ts --wo rds like rhythm, 

unity , f or m. Doe s this me&n we c ould define r hythm in a way t hat wnulci ci.o f or 



music anci lit erature both? P e rh aJ.J S 1 but in t e rms so gener2l as t o be a l.mo st 

mea ning less. rt woulci be be~ te r to say tha t ther e is an a n al ~gy between rhythm 

in music and rhythm in liter a t u re, anci that y our uncierst a nding of one will i m-

p r0ve y our understanding of th e other. We invited y ou t o r erc e ive t h is kinshi p 

betwe en the arts enci on this b a si s to f orm y our gener a l id ~as, and your defi-

niti ons of art with a c ar ibl J:,, f or y ourselves . 

We have a ls o had i n this series a few t a lks which wer e desi gned t o hel p 

y ou t " think ab out 2rt in rel a ti on t o other thing s. I mi g ht menti o n Mr. Kr ob' s 

pa per on the utilit a ri a n a s pect s of art, Mis s Wunaerl i ch 1s 0n a rt a s a voice '"' f 

it s time, a nci ]l~r. Gr a y 's nn judg ing art , as exampl es . Our intenti nn w2 s n nt 

to pr ovide you with a phil oso p hy of art but r a ther t o sh 0 w y r u wh a t y ou wculd 

need, t o ma k E. one, 2nd t;,esc:. papers were desi g n e d t o hel p y nu in this w2. y. 

J; nd s o , having bec ome acqu a int e d with art thr ou gh the dem 'J nstr ::. ti c, ns, we. in-

vite y ou t o t ake t he fin el st e p f or y ourselves, 2na r e lat e wh a t e ve r y cu h ave 

decided art is, i. o wha tever 0ther v e lue s may be dr e2 me d · f in your phil os ophies. 

Whe t I just r ee d t o y ou wa s the l a st p a ra gra ph o f ~r . Fer guss c n •s ope ning 

pa p er, a nd i n the li gh t of ii., th e 2 b -1v e questi c·n p r ::- ves a point Mr. Lu e ning 

ma de first i n his pa per a n d which I sh nuld like t o emph a size once mer e ; n a~e ly, 

th a t in the pursuit of any art, even the art of list e nin g t o a series, obs e rve-

ti ::. n a nd mem or y ar e t he. imp0 rt a nt el ements, essentiel f Jr the u nd erst e nciing o f 

the f orm a nd the. C )n t e nt . It is tru e , of c ou r s e , th a t t~e ph ysical limit a ti ons 

a nd imperfecti ons o f the instruments c a n, t o a ce r t a in deg r ee , blur t he u nd e r-

st an ding , a s wa s &ls o po i n t e d cut . 

We re a lize of c cur s e t ha t it is exa cting t o l r1 ok at w0rks 0 f a rt, but the 

necessity f o r th a t js, aft e r all, our mai n p oint, a nd there f or e there i s s ome 

j ustificati on f or r e t u rni ng t o i t in ma ny c o ntexts . This is the only wa y in 

which y ou will und~ rst a nd t he ~ea ning o f it. lny educ a ti ona l proc ess, a fter 

a ll is a lon g one a nci the cr ownin g ac hi e veme nt of ma tur G j ucigmen t aga i n de pends 

on observa ti on and accurat e memory of ma ny obj e cts t ·) which a ny o e p<.rticul a r 
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ob j ec t can t hen be r e l a t e d . 

I n t he e nti r e art i sti c p r oc e ss whic h c r nsis t s of c r e a ti on, o f t he wor k of 

a r t, p r n ject i on o f i t , reception a n d finally re-cre a t i nn , we c once r n e d our-

selves mainly with projection and r ec e p t i c n, e ven th 1u g h Mr. F owli e a nd Mr. 

Cl a r ke touched on the limi t a ti on s of creation and Mr Gray on those of r e -

creation Mr. Lu e ning elaborated the physical limitations nf p r oject i on 

t hr ou g h t he imperfection of the media a n d Mr s . Fir sch sh owe d the s piri tu a l 

limitations t hr ou g h t he hi s t c ri c z l cliche All of us t o a greater or lesse r 

deg r ee dev o t e d s ome o f our ti me t o the p r obl em of t he r e ce p t i on o f the wo r k of 

art and made yo u p art ic i p a t e i n sma l l s amp l e s of t he r ec e p t ive pr oc ess . It 

wou l d ha ve been de si r a bl e in e ach c a s e t o pr oc e ed t owa rd a c omp l e t e synth e s is 

of a ll the e l ements and go on fu r th e r to t h e me an i ng . But s uch a syn t he s i s 

r e qu ire s mor e time than wa s a t our dis p os a l bec au s e i t is a bs ol u t e l y e s s ent i a l 

th a t th e pr evi ous a n a l ys i s deal wit h eve r y one and al l t he elemen t s o f t h e 

wo rk of a rt. out of a ll th e se concrete f ac t s you g e t one mor e c o nc r ete total

a uni t y . You can neithe r a ccept n or r ej ec t t he wor k of a r t un ti l you ha v e 

s ee n i t. Your eva l u a ti o n i s a pu r e l y private matter But, as Mr . Gray s a id, 

t he c ompa r is on of judgments leads t o the disc ov e r y of di ffe r e nces i n ab i l ity 

t o s ee and hea r and read i n pr e vi ous expe r i ence i n th e a rt s , a nd i n the ulti-

mate e va l u a t i ons of lif e itself The training i n t a s t e mus t p r oc eed along

t he s e three li nes , and it s method i s that of f i n ci. in g ou t th e s ou r ces of the

diff e r e n c es . 

According t o Mr. Lauterer the work o f art i t s el f has no mea nin g b ut i t 

a dds i tself u p to meaning i n t he observer . And t o quo te Mr . Gray once more, 

the c r iti c is m, finally i n an age an d a s oci e ty is the autobiography of th a t 

age and t h a t s r ci e ty , and t his a l s o app li e s t o the individual
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