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Chapter One

THE PURPOSE OF EDUCATION

So musst du sein, dir kannst du nicht entflichen.

so sagten schon Sihvllen, so Propheten;

und keine Zeit und Macht zerstueckelt

gepraegte Form, die lebend sich entwickelt. ---Goethe

I. THE THESIS

he thesis which is to be put forward in this book is not original.

It was very cxplicitly formulated by Plato many centuries ago.
and I have no other ambition than to translate his view of the func-
tion of art in education into terms which are directly apphicable to
our present needs and conditions.

It is surcly one of the curiosities of the history of philosophy that
oncof the most cherished notions of this ercat man has never been
taken seriously by any of his followers. Schiller alone being an excep-
tion. Scholars have played with his thesis as with a tov: they have
acknowledged its beauty, its logic, its completeness: but never fora
moment have they considered its feasibility. They have treated
Plato’s most passionate ideal as an idle paradox, only 1o be under-
stoad in the context of a lost civilization.

The thesis is: that art should be the basis of education.

Stated so briefly it has admittedly an air of paradox. But a paradox
may owe its apparent absurdity to an unfamiliar use of language,
and my first care will be to give a general definition of the two terms
here involved--art and cducation. 1 bhelieve that Plato’s rcasonable
thesis has been misunderstood, firstly because for centurizs there has
been no understanding of what he meant by art: and secondly be-
cause there has been an almost contemporancous uncertainty about
the purpose ol education.

Of the nature of art I might conceivab!. persuade my readars that
there can be no two opinions, for the definition 1 offer is objective.
It imphes no Cviews', @0 transcendental elemenis whatseever: it

1



THE PURPOSE OF EDUCATION

brings art within the world of natural phenomena and makes it in
certain essentials subject to the measurements upon which scientific
laws are based. But it is not likely that I shall carry general agreement
on the purpose I ascribe to education, for here there arc at least two
irreconcilable possibilities: one, that man should be educated to
become what he is; the other, that he should be educated to become
what he is not. The first view assumes that each individual is born
with certain potentialities which have a positive value for that indi-
vidual and that it is his proper destiny to develop these potentialities
within the framework of a socicty liberal enough to allow for an
infinite variation of types. The second view assumes that whatever
idiosyncrasies the individual may possess at birth, it is the duty of the
teacher to cradicate them unless they conform to a certain ideal of
character determined by the traditions of the society of which the
individual has involuntarily become a member.

[

22.TWO HYPOTHESES

Both theories are equally hypothetical, if only for the reason that
the mind of the new-born child remains an incommunicable mystery,
and long before the veil over this mystery can be lifted all kinds of
environmental influences capable of distorting his original endow-
ment have been at work. Certain instincts —the instinct to suckle, for
example—are present from the moment of birth, and onc school of
psychologists maintains that the experience of birth itself leaves a
permanent impress on the mind. The traumata of birth are variable,
and there can be nothing uniform about their psychological effects-—-
certainly nothing that can be described as necessarily good or evil.
As for the neurotic trends which qtrickly develop in the infant and
which give colour to the hypothesis of original sin—feclings of
aggressivencss, of anxiety, of jealousy and fear—these are all certainly
contingent; they are by-products of the processes of physical matura-
tion and social adaptation, and can conceivably be controlled.

The educator, then, begins with an insoluble mystery—the mind
of the new-born infant. Empirical cvidence, whether anthropo-
logical, physiological or psychological, gives him no brccisc indica-
tion of its nacurc. We find the same impulses in primifive tribes and
in modern society; some of thesc impulses scem td be constant
throughout human_ history, some appear to come and g0, or to be
given a widely differing degrec of significance at different times. How
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these impulses arise and how they develop; which comes first and
which is most natural—we have only to ask such questions to dis-
cover the complete relativity of the moral world.!

The view that goodness is natural is based, however unconsciously,
on the wider hypothesis of creative evolution. Good and evil are
unknown to the animals, and we may if we like identify natural
goodness with this natural state of innocence. But natural innocence
is not a statc we can recover, and remain men. At some point in the
evolutionary process man acquired self-consciousness, and out of his
relations with other self-conscious human beings were born thosc
intuitive faculties to which we give the name ‘moral conscience’.
This moral conscience has been responsible for the development of
those finer spiritual qualitics in man which make up civilization, and
our object as educators is not to climinate those qualitics, but to en-
courage their growth. At least one important psych«logist (Trigant
Burrow) believes that man’s tragedy is that this sense of moral dis-
crimination was allowed to disrupt the original societal consciousness
that gave umty to the animal world and to primitive human com-
munities. From this point of view the moral categories of ‘good’ and
‘evil’ arc non-biological. Good may be identified, if we like, with
tendencies that make for the organic unity of human associations,
andecvil with tendencies that destroy such unity. The primary facts,
however, are not ethical at all, but merely animal; and for this
reason the questions whether man was originally good or evil, or
whether man is naturally good or evil, are nonsensical. The sub-
man, like Niectzsche’s superman, is beyond good and evil.

The hypothesis that man is naturally and inevitably evil is older
than the hypothesis of creative evolution, and cannot logically in-
clude the evolutionary point of view. It implics that at some historical
point therc was an irrational catastrophe—a break in the evolutionary
process. Man lost his animal innocence and became ‘a horror to
God and to himself and a creature ill-adapted to the universe’.2 He
can only enter a state of goodness or beatitude by serving his God in
a prescribed way, and even then only through the intervention of

' Cf. F. C. Bartlett, Psychology and Primitive Culture (Cambridge, 1923),
pp. 7-8: ‘Students who have their eyes fixed upon the fundamental tendencics
say that human nature never changes; those who concentrate upon the ways in
which the tendencies are related to onc another and upon the ever-shift.ng play

of external nature, assert that man moves endless:; towards the novel. Both views
are, in fact, true.'

8 The Problem of Pain, by «". S. Lewis (London, 1940), p. 57.
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divine grace. This is the Christian doctrine of the Fall, and though it
is not to be judged apart from the rest of Christian dogma, as a
doctrine it has inevitably determined the practice of education during
the Christian era. It led to the conception of education as a moral
liscipline, and in so far as Christians have contributed to the growth
>f the contrary conception of frecdom in education, they have tended
:0 ignore the doctrine of original sin in favour of the more optimistic
outlook offered by the complementary doctrine of free will.

Rejecting the “cither/or’ of good and evil in its entirety, we shall
proceed on an hypothesis of natural neutrality. This hypothesis will
be explained presently, but first let us glance at the educator’s dilemma
in its sociological aspects. Then the choice is seen to be between
variety and uniformity: between a conception of society as a com-
munity of persons who seck equilibrium through mutual aid: and a
conception of society as a collection of people required to conform as
far as possible to one ideal. In the first case, education is directed
towards encouraging the growth of a specialized cell in a multiform
body: in the second case, education is directed towards the climina-
tion of all cccentricities and the production of a uniform mass. The
second aim involves a particular conception of the state and of the
duties of its citizens-—-as, indeed, does the first aim. In modern terms
the choice is between a totalitarian and a democratic theory of edfica-
tion. Though theoretically democracy may propose an ideal of ‘the
common man’ to which all citizens should conform, and one in which
all differences will be categorically climinated, that is a conception of
democracy which can only enter into an authoritarian mind. Indemo-
cratic practice cach individual has his birthright: he is not material to
be poured into a mould and given a hall-mark.

The hypothesis of natural ncutrality is the only hypothesis about
human nature that can be linked logically with a libertarian concep-
tion of democracy and with a democratic conception of education. It
is true that the libertarian state must, no less than the totalitarian state,
have some idcal of citizenship towards which its educational system
will tend. But that ideal is not, and could never be, an ideal of uni-
formity, nor of merely hierarchical classification. The cssence of
democracy lies in individualism, varicty, and organic diffcrentiation.
The democra.ic state should be conceived as a vital. -organism, its
limbs articulated, its functions determined and its forms prolifcrated
by the natural mode of living.3

* Cf. Erich Fromm, The Fear of Freedom (London, 1942), p. 9: *Although there
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3. APRELIMINARY DEFINITION

Having made clear the choice I make between these necessary and
fundamental assumptions, I can now give the first of the gencral
definitions promised: it can best take the form of an answer to the,
question: What is the purpose of education?

An answer to this question is impliced in a libertarian? conception of
democracy. The purposc of education can then only be to develop, at '
the same time as thc uniqueness, the social consciousncss or reci-
procity of the individual. As a result of the infinite permutations of
heredity, the individual will incvitably be unique, and this uniquencss.
because it is something not possessed by anyone cise, will be of value
to the community. It may be only a4 unique way of spcaking or of
smiling—but that contributes to life’s variety. But it may be a unique
way of sccing, of thinking. of inventing., of expressmg mind or
emotion —and in that casc, one man’s individuality may be of in-
calculable Frnefit to the whole of humanity. But uniqueness his no
practical value inisolation. One of the maost certain lzssons of modern
psychology and of rccent historical cxpericnces, is that education
must be a process, not only of individuation. but also of inregration.
which is the reconciliation of individual uniquencss with social unity.
From this point of view, the individual wil be ‘gocd” in the degree
that his individuality is realized within the organic wholeness of the
community. His touch of colour contributes. however imperceptibly.
to the beauty of the landscape—his note is a necessary, though un-
noticed, clement in the universal harmony.,

But, as many people will hasten to powt out. this c>.ception of
organic wholeness implies potentialities of success or fu:lure which
differ in nothing but name from the old potentialities for good and

are certain needs, such as hunger, thirst, sex, which are common to man, these
drives which make for the differences in men's characters, like love and hate, the
lust for power and the yearning for subnussion, the enjoyment of scmuous
pleasure and the fear of it, are all products of the social process. The most
beautiful as well as the most ugly inchnations of man are not part of a fixed and
biologically given human nature, but result from the social process which creates
man. In other words, socicty has not only a suppressing function  although it has
that too- -but it has also a creative function.’

4 It is possible that 1 ought to have given more emphasis to the distinction which
exists, and which I believe to be fundamental, * etween a libertarian and an
authoritarian conception of democracy, but 1 wish to exclude polincal dis-
cussions from this book and must refer the reader to two other books: The
Politics of the Unpolitical (London, 1943) and Anurchy and Order (London, 1954).
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evil. If an individual achieves social integration you will call him a
good citizen; if he does not, you will call him bad. In this sense, if in
no other, education must discriminate between good and evil incli-
nations, and therefore, in addition to its creative function, it must
r have a destructive or repressive function.

If the objection is in this manner posed abstractly, then it must be
admitted. But it is really a question of social dynamics. To talk of
encouraging in one direction and of repressing in another direction
implies an exercise of power from a centre, and that is precisely the
false authoritarian concept 1 am anxious to avoid. Evolution, history
in the making, does not proceed from a fixed point. To describe the
real naturc of its activity some philosophers have used the word
‘emergent’ (Bergson used ‘creative’ with the same intention). But the
point T wish to make is not quite covered by these terms. Freedom
should not be conceived in a negative sense, as frecedom from certain
wants or restrictions. It is a state of being with positive characteristics,
characteristics to be developed in all their self-sufficiency. My con-
tention will be, that the development of these positive qualities
inevitably eliminates their opposites. We avoid hate by loving: we
avoid sadism and masochism by community of feeling and action.
We shall not need to repress because we shall have made educatipn a
process which, in the old and literal sense of the word, prevents us in
the ways of evil. The impulscs which education wiil release precede
and preclude the formation of those egoistic and anti-social impulses
which are the présent product of the social process.

Some such conception of education has been accepted by people
of democratic faith for many years now, but like democracy itself, it
is far from being consciously formulated or deliberately put into
practice. It is not a specifically modern conception: in spite of the
political limitations he placed on its application, Plato’s theory of
education assumes this principle of freedom. ‘Avoid compulsion,” he
says, ‘and let your children’s lessons take the form of play. This will
also help you to see what they are naturally fitted for.’® But though
there were carlier anticipations of many of its features. freedom as the
guiding principle of education was first established by Rousseau.
Rousseau did not by any means develop the theory to‘its democratic
limits, and his writings even include a doctrinc of sovereignty wlich

® Republic, V11, 536 (trans. Comnford). For an exccllent agcount of Plato's

conception of ‘freedom through control’ see W. J. McCallister, The Growrh of
Freedom in Education, ch. 1.



THE PURPOSE OF EDUCATION

was elaborated in a totalitarian direction by later philosophers.®
After Rousseau came Pestalozzi, Froebel and Montessori, all of
whom contributed to the growth of freedom in education; but it is
not until modern times, as in the works of John Dewey and Edmond
Holmes, that we get something like a theory of education fully inte-
grated with a democratic conception of society.

Though it seems obvious that in a democratic society the purposc
of education should be to foster individual growth, many problems
arise when we begin to consider what methods we should adopt to
this end. Growth itself is a process which has ncver been adequately
defined. It is usually regarded as a process of gradual physical en-
largement, of maturation, accompanied by a corresponding develop-
ment of various mental faculties such as thought and understanding.
We shall sce that this is a wholly inadequate view of what is, in effect.
a very complicated adjustment of the subjcctive feelings and emotions
to the objective world, and that the quality of thought and under-
standing, i-»A all the variations of personality and character. depend
to a large extent on the success or precision of this adjustment. Tt
will be my purpose to show that the most important function of
cducation is concerned with this psychological ‘orientation’, and that
for this reason the education of the aesthetic sensibility is of funda-
mehtal importance. It is a form of education of which only rudi-
mentary traces are found in the educational systems of the past, and
which appears only in a most haphazard and arbitrary fashion in
the educational practice of the present day. It must be understood
from the beginning that what I have in mind is not merely ‘art
education’ as such, which should more properly be called visual or
plastic education: the theory to be put forward embraces all modes
of sclf-expression, literary and poetic (verbal) no less than musical
or aural, and forms an integral approach to rcality which should
be called aesthetic cducation—the education of those senses upon
which consciousness, and ultimately the intelligence and judgment
of the human individual, are based. It is only in so far as these senscs
are brought into harmonious and habitual relationship with the
external world that an integrated personality is built up. Without
such integration we get, not only the psychologically unbalanced
types familiar to the psychiatrist, but what is even morc di-astrous
from the point of view of the general goud, those arbitrary systems

¢ This development is cleccly traced by Alfred Cobban in The Crisis of Civiliza-
tion (London, 1941),
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of thought, dogmatic or rationalistic in origin, which scek in despite
of the natural facts to impose a logical or intellcctual pattern on the
world of organic life.

This adjustment of the senses to their objective environment is
«perhaps the most important function of aesthetic education, but there
is another aspect which we shall have to consider, one which may
profoundly modify our conclusions. The environment of the indi-
vidual is not entirely objective: his experience is not only empirical.
Within the individual are two ‘interior courts’ or existential states
which ca1 be externalized by the aid of the aesthetic facultics. One is
somatic, and exists cven in blind mutes: it is a store of imagery
derived. not from external perception. but from muscular and nervous
tensions which are internal in origin. In itsclf such ‘*haptic® (Gr.
5= zzwv touch) sensibility is perhaps not important, but the neglect
of this clement as it appears in aesthetic expression has led to much
misunderstanding of those deviations from photographic naturalism
which are found in primitive and modern art.

But decper and more significant than these proprioceptive states
are those levels of the mental personality which are swhconscious.
More or less detached features of this level enter into the foreground
of our awareness in the form of images. These images appear with
apparent casualness during states of day-dreaming, hypnosis.” or
ordinary dreaming, and such imagery is a form of expression, a
language, which can be ‘educated’. It is one of the fundamental ele-
ments in all forms of artistic activity. We shall have to consider to
what extent this imaginative activity as such should be encouraged by
our methods of education.

4. SUMMARY

It is assumed, then, that the general purposc of education is to
foster the growth of what is individual in cach human being, at the
same time harmonizing the individuality thus educed with the organic
unity of the social group to which the individual belongs. It will be
demonstrated in the pages which follow that in this process aesthetic
education is fundamental. Such acsthetic education mll have for its
scope:

(i) the preservation of the natural intensity of all modes of per-
ception and sensation;

(ii) the co-ordination of the various modes of pcrccptlon and
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sensation with one another and in relation to the environ-
ment;

(iii) the expression of feeling in communicable form;

(iv) the expression in communicable form of modes of mental
experience which would otherwise remain partially og
wholly unconscious;

(v) -the expression of thought in required form.

These various forms of expression will be explained and more”

clearly differentiated as we proceed, but the technique of aesthetic
cducation has the following distinct aspects:

A. Visual education EYE ”}Dcsi n

B. Plastic education TOUCH - SIg

C. Musical cducation EAR -~ Music 1 .
.. . Eurhythmi

D. Kinctic education MUSCLES --  Dance urhythmics

E. Verbal education SPLECH - - Poetry

F. Constructive education THOUGHT -- Craft

In practice it is difficult to separate visual and plastic experiences: '
they are both involved in any unified apprehension of the external
world of space, and may be covered by the word Design. Dance and
music have also a functional affinity, ard, indeed, all these cate-
gorics overlap in various degrees (dance with drama, for example,
and design with craft). But it is feasible to regroup these techniques
of aesthetic education so that they correspond to, and are an ex-
pression of, the four main functions into which our mental processes
are traditionally divided:

I DESIGN .. .. .. corresponding to SI NSATION
II.  MUSIC AND DANCE .. - . INTUITION
I, POLTRY AND DRAMA .. - ., FEFLING
IV. CRAFT .. .. .. “ .. THOUGHT

This is a purely formal or descriptive classification, and its useful-
ness will only become obvious as we begin to accumulate facts and
observations in the course of our inquiry.?

1 shall begin with a definition of art, because I believe that to a
false or inadequate use of this term all thc misunderstanding of

* This classification, though arrived at inucpendently, corresponds closely
with one made by Edmond Holmes (Whar Is and What Might Be. London, 1911,

pp. 164-9). Apparently elab-cating John Dewey (The School and Sociery. Chicago.,
1898, pp. §9- 60), Holmes distinguishes six educable instincts:
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Plato’s theory of education is due; and if for centuries Plato has been
misunderstood, I cannot hope, without some such preliminary
clarification, that my own so much less graceful presentation of the
same ideal will be accepted any more readily. This definition made,
J shall proceed to an examination of the basic mental processes in-
volved in art and education alike—perception and imagination. |
realize that my treatment of such a subject as perception, or the
* related subject of consciousness, cannot appear to the scientistas any-
thing but cursory and superficial. That is the inevitable indictment
against anyone who, to establish ‘values’, intrudes into the world of
‘facts’. My own point of departure is the aesthetic sensibility—a
point of departure not very different from that of perception itself;
and at no stage in my subsequent and perhaps more elaborate experi-
ence of the world do I find this element unessential. To establish its
validity in the sphere of education, I find I must invade that ficld of
experience which is labelled ‘science’, making use of the scientist’s
own instruments and terminology. But, to rcpeat an image I have
« used before, in order to keep my ground my excursions must be

limited—in the nature of raids into occupied territory. If I ventured
too far into the problems of perception and consciousness, I should
lose my way, and perhaps my point of vicw. But | do assurc the
scientist who might happen to glance at these pages that I have the
greatest respect for his methods and achievements, and that I am not
out to conquer any of his territory or establish a rival power. To
extend the metaphor a little farther, my proposals are federal. 1

(1) the communicative instinct, the desire to talk and listen;

(2) the dramatic instinct, the desire to act.
These two instincts are rclated and grouped togecther as the syMPATHLIIC
INSTINCTS.

(3) The artistic instinct, the desire to draw, paint and model;

(4) the musical instinct, the desire to dance and sing.
These two instincts are grouped together as the AESTHETIC INSTINCTS.

(5) The ingquisitive instinct, the desirc to know the why of things;

(6) the constructive instinct, the desire to make things.
These two instincts are grouped together as the SCIENTIFIC INSTINCTS.

This classification is again merely descriptive, but it already gives substantial
importance to the aesthetic instincts. Further, it should be observed that aesthetic
expression is by no means confined to what Holmes calls the artigtic and musical
instincts. The communicative and dramatic instincts can be expressed aesthet-
ically in the art o1 poetry, and the connection between the artistic-instinct and the
constructive instinct, as both Dewey and Holmes recognize, is very close. It is the
fifth instinct, which Holmes calls the inquisitive instinct, the @esire to know,
which stands out in sharp contrast to the rest, and which has received an over-
whelming emphasis in the educational systems of the past.

10
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believe that what is wrong with our educational system is precisely
our habit of establishing separate territories and inviolable frontiers:
and the system I propose in the following pages has for its only object
the integration of all biologically useful faculties in a single organic
activity. In the end I do not distinguish science and art, except as
methods, and I believe that the opposition created between them in
the pdst has been due to a limited view of both activities. Art is the,
representation, science the explanation—of the same reality.

Having established the relevance of aesthetics to the processes of
perception and imagination, I shall then pass on to the less disputed
ground of expression. Education is the fostering of growth, but apart
from physical maturation, growth is only made apparent in expres-
sion—audible or visible signs and symbols. Education may therefore
be defined as the cultivation of modes of expression--it is teaching
children and adults how to make sounds, images, movements, tools
and utensils. A man who can make such things well is a well educated
man. It he can make good sounds, he is a good speaker, a good
musician, a good poet; if he can make good images, he is a good*
painter or sculptor; if good movements, a good dancer or labourer; if
good tools or utensils, a good craftsman. All faculties, of thought,
logic, memory, sensibility and intellect, are involved in such processes.
and no aspect of education is excluded in such processes. And they
are all processes which involve art, for art is nothing but the good
making of sounds, images, etc. The aim of education is therefore the
creation of artists—of people efficient in the various modes of
expression.

The establishing of this simple, and to some people obwious truth,
will take us a long way into the jungle of psychology, and the reader
might be grateful for a compass-reading of the direction I intend to
take. There arc at least threc possibilities, and all have strong powers
of attraction for me. I admire the inductive methods of Freud and
his disciples: thcy are part of the empirical tradition of science for
which 1, like most Englishmen, have an innate preference. But these
methods, however valuable as a description of mental processes, and
as a healing therapy, have not been very successfully applied to the
problems of expression. Here, in one direction, the aesthetician will
tend to rely on the physiologists, particularly on Kretschmer and
Pavlov, who have correlated modes of expression and somatic pro-
cesses in the endocrine 2nd nervous systems; and in another direction
on the psychology of Jung, who has had far more success than Freud
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in the interpretation of those super-individual or collective pheno-
mena which take the form of myth and symbol, and are so much
involved in unconscious modes of expression. There is, however, still
another pull on the aesthetician venturing into the psychological ficld,
and 1 am not sure that it is not the strongest of all. This comes from
the Gestalt school and is strong precisely because it provides an

. explanation where explanation is most needed—at the actual forma-
tive moment. It provides a principle of discrimination, and a basis
for mental evolution. It tries to solve the problem of why onc form
should bc preferred to another: the still more fundamental problem
of why form, as distinct from chaos, should exist at all. The applica-
tion of Gestalt psychology to aesthetics has proceeded slowly, but no
firmer ground has ever been won, and the reader will see to what an
extent I rely on it in the pages which follow.®

Here let me add, that if a similar pointer-reading is nceded for my
more metaphysical tendencies, then having no pretensions to origi-
nality in this direction, 1 should indicate the same sympathetic

* attraction. At any rate, the William James Lectures delivered at
Harvard in 1934-5 by Wolfgang Kochler, one of the leaders of the
Gestalt school of psychology, and subsequently published as The
Place of Value in a World of Facts (London, 1940), scem to me to
express the kind of attitude towards the problems of philosophy dnd
scicnce which, had I the training and knowledge, | might venturc
to share and support. In particular, Kochler's doctrine of ‘psycho-
physical isomorphtsm’ removes for all time that tiresome bogey
dualism, and its equally tircsome companion, monism, spectres
which have for so long haunted philosophy with such disintcgrating
cffects. Koehler provides a theory of naturc which satisfics the
aesthetician, who is so intimately concerned with the correspondences
between matter and mind.

The further development of my thesis, that art should be the basis
of education, takes us into the sphere of practical pedagogics, and
here again I have to offer my apologics to the experts. But cducation,
unfortunately for the educators, is a subject in which most people
can claim experience—if only the expericnce of the guinca-pig. We
have memories of our own schooldays, and have tested the adequacy
of what we then acquired in the post-graduate ‘school of life’. Many

¢ A fulland convincinf; application of Gestalt psychology to the study of art and
education is now given in Art and Visual Perception: a psychology of the creative
eye, by Rudolph Arnheim (Berkeley, California, 1954; London, 1956).
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of us have become parents, and our love for our children has been the
measure of our sense of the inadequacy of the existing system of
education. These qualifications I can claim, and in addition a certain
amount of teaching at the university stage. But all this leaves me very
conscious of the far greater claims of those who, day-in, day-out,
struggle with the raw material—with the multiple problems of the
infant school and kindergarten, the day school and the boarding
school; with problems of equipment and environment ; with problems '
of economic security and professional integrity. I have seen enough of
this agonizing reality to fcel very humble in the presence of these
brave men and women, and it would cause me acute distress if any-
thing in the pages that follow were to be construed as talking down to
them. I write from no priggish altitude, and if at any time any sug-
gestion of condescension becomes falsely apparent, the reader who is
a tcacher has only to turn to the ninth chapter to sce how vital a
function is given to his or her calling, not only in the school, but also
in the wic - life of the community.

13



Chapter Two

THE DEFINITION OF ART

And the same is, of course, true of the appeal of a work of art: we are
in contact with it by virtue of its structural qualities.—K. Koffka

1. APOINT OF DEPARTURE

Before we begin the discussion of our main problem, the valuc of
art as an educative medium, I have undertaken to give the reader
a definition of art. I am conscious of having done this already in a
number of books, but it would be presumptuous to assume that my
present readers are familiar with them. In any case, it is always pos-
sible to improve on the definition of a category like art, which is one
of the most elusive concepts in the history of human thought. That it
has been so clusive is explained by the fact that it has always been
treated as a metaphysical concept, whereas it is fundamentally an
organic and measurable phenomenon. Like breathing it has rhyth-
mic elements; like speech, expressive clements; but *!ike’ does not in
this case express an analogy: art is deeply involved in the actual
process of perception, thought and bodily action. It is not so much a
governing principle to be applied to life, as a governing mechanism
which can only be ignored at our peril. My final contention will be,
that without this mechanism, civilization loses its balance, and topples
over into social and spiritual chaos.

I shall begin this definition at what may at first seem a distant
point, situated within the realm of science rather than of art. But such
a point of departure is essential to my purpose, which is to build up a
conception of art as a part of the organic process of human evolution,
and therefore as something quite distinct from the more or less
arbitrary and ornamental activity which is all the function that
biologists, psychologists and historians usually ascribe to it.

2. FORM
The question, what is art? is one which many wise nten have tried
i 14
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to answer, but never to everybody’s satisfaction. Art is one of those
things which, like air or soil, is everywhere about us, but which we
rarely stop to consider. For art is not just something we find in
museums and art galleries, or in old cities like Florence and Rome.
Art, however we may define it, is present in everything we make ta
please our senses. Wc shall see presently that there is a kind of
hierarohy in art, and that many qualities go to make a work of art of
the highest type. But there is no genuine work of art which does not
primarily appeal to our senses—our physical organs of perception—
and when we ask: What is art? we are really asking what is the quality
or peculiarity in a work of art that appeals to our senses. In the next
chapter we shall find that according to one school of psychologists,
an aesthetic element is present in perception itself.

Because the senses are so universal, so open to all kinds of im-
pressions and so interwoven one with another, just because the mind
is like an automatic telephone exchange with senses ringing up every
second arul.ncking to be connected in every direction—for that reason
there is no simple answer to our question: What is art? But we can
say, to begin with, that common to all works of art is something we
call rorM. This is quite a simple short word, and it has a meaning
familiar to everybody. If someone plays well, or runs well, or does
any'thing well, we say that he or she is ‘in good form’. And by this we
mean, that they do what they undertake to do as well as possible. We
mean that their bodies are in good trim, that they see and hear and
act quickly and efficiently. If we use the same word about singing a
song or playing a violin or acting in a play. then we are already using
‘form’ in connection with art.

We also use ‘form’ as a verb. We ‘form’ fours. We ‘form’ cricket
clubs and football teams. We ‘form’ a society for nature study or for
political agitation. In this sense the word ‘form’ means something
like ‘shape’; it means that we give shape to a number of people for a
particular purpose. But we go further and say, for example, that ice
‘forms’ over a pond, or that dewdrops ‘form’ on the twig of a tree.
Then ‘form’ does actually mean ‘take shape’.

‘Form’ in our discussion of art has the same meaning. The form of
a work of art is the shape it has taken. It does not matter whether it is
a building, or a statue, or a picture, a poem or a sonata—all these
things have taken on a particular or ‘specialized” shape. and that
shape is the form of the work of art.

I have said that the work of art ‘takes on’ its shape, but actually

15
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the shape is given to it by a particular person, and that person we
call an artist; and an artist, we must remember, is not only a man who
paints pictures, but equally a man who makes music, or poetry, or
furniture—even shoes and dresses. There are all kinds and degrees
or artists, but they are all people who give shape to something.

If it is now clear what is meant by the form of a work of art, lct us
next ask: what is good form in art? For if we can say that one form is
better than another, and that the work of art which pleases us best is
the work of art with the best form, then we shall have explained the
real meaning of art. The best works of art, we shall have said, are the
works with the best form, and one form is better than another because
it satisfies certain conditions.

What are these conditions? Generally, of course, they are the con-
ditions which give our senses the most pleasure, and by that we mean
the conditions which give pleasure, not only to onc scnse at a time,
but also to two or more senses working together, and finally to that
reservoir of all our senses which is our mind.

But this is where our difficulties begin. For what plcases one person
does not necessarily please another. We cven go so far as to say that
one man's meat is another man’s poison.

What we have to find, therefore, is some touchstone outside the
individual peculiarities of human beings, and the only touchstvne
which exists is nature. And by naturc we mean the whole organic
process of life and movement which goes on in the universe, a process
which includes man, but which is indifferent to his generic idio-
syncrasics, his slibjective reactions, and temperamental variations.

But nature is so immensc and multiform that at first sight it would
seem to be quite impossible to select any gencral or universal features
which we could then take as the touchstone for the form of things we
are to make. And actually, of course, artists have not usually sought
for such a touchstone. They have sensed it: they have found it in-
stinctively. But what I am now going to suggest is, that the clementary
forms which men have instinctively given to their works of art are the
same as the elementary forms which exist in natarey . 5 "', -y .

What arc these forms in nature? They are“prédnt in the wast
interstellar spaces of the universc as well as in the most microscopic
cells and molecules of matter. A scientist will make a model to show
us, for example, the orderly arrangement of atoms inside a crystal of
diamond. We then scc that the atoms form a regular pattern, a
pattern which the scientist himself will describe as ‘beautiful’. Proof
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THE DEFINITION OF ART

that this pattern is not invented by the scientist, but does actually
exist, can be obtained by passing an X-Ray through, say, a crystal of
kaliophilite (potassium aluminium silicate). The pattern of the atoms
within the crystal is then translated by thc X-Ray into a formal
arrangement of light and shade which can be recorded on a photo-
graphic plate.

But to obscrve such patterns in nature we do not necessarily necd
the aid of a microscope. 1f we are to compare art and nature, we can
simply begin with what the human eye sees in its daily activity, but
ignoring, of course, all that has becn formed by human hands. We
must also put on onc side what I will call the accidental forms of
naturc. Rocks thrown up in volcanic cruptions, trees blasted by
lightning—these are not universal or absolute forms, and so do not
for the moment concern us.

We are then left with such forms as all unimpeded gr.wth assumes:
the growth of crystals, the growth of vegetation, of shells and bones
and flesh. All these processes of growth take on definite shapes and
proportions, and if we can find general laws! which govern these
shapes and proportions, then we shall have found in nature a touch-
stone of form which we can apply to works of art.

What we do find are certain mathematical or geometrical equations.
Mamy centuries ago Plato and Pythagor.s had already found in
number the clue to the nature of the universe and to the mystery of
beauty. Science and philosophy have undergone many transforma-
tions since that time, but the final result is the same, and goes to
show that number, in the sense of mathematical law, is the basis of all
the forms which matter assumes, whether organic o. inorganic in
kind. Moreover, we do not find a mathematical chaos. :s might be
the casc if cvery form had its own mathematical equation: the truth is
rather that the innumerable forms, of lifeless substance no less than
of living things, obey a definite number of comparatively simple laws.
That is to say, the growth of particular things into particular shapes
is determined by forces acting in accordance with certain inevitable
mathematical or mechanical laws.

The bee s cell might be taken as a simple example. Each cell in a
honeycomb is a close approach to a perfect mathematical figure—or
rather, to an uncompleted perfect mathematical figure, for orc end is

11 am aware that the modern scientist does not use the word ‘law’ to descrfbc
these physical events, but the word has a signiticance for the general reader which
does not involve any ambiguity.
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left open. In the technical language of mathcmatics.it is a hexagonal
prism with one open or unfinished end, and one trihedral apex of a
rhombic dodecahedron. And further, this form is not only the strong-
est possible structure for a mass of adjacent cells, but theoretically it
is also the most economical, the one which requires the least possible
amount of labour and wax. But it is no longer assumed that economy
is the object of this minimal configuration: it is merely one of the
characteristics of the given structure.

It is no wonder that ancient philosophers believed bees to be
endowed with reason, but though there are naturalists who still speak
as though the facts could only be explained by the bee'’s possession
of a special instinct, we now know that actually the form of the cell is
due to an automatic play of physical forces. ‘The direct efforts of the
bee or wasp may be supposed to be limited . . . to the making of little
hemispherical cups, as thin as the naturc of the material permits, and
packing these little round cups as close as possible together. It is then
conceivable, and indeed probable, that the symmetrical tensions of
the semi-fluid films should suffice . . . to bring the whole system into
equilibrium, that is to say, into the configuration which the comb
actually assumes.™ If we remember the high degree of heat which is
generated within the bee’s hive, and the extreme thinness of the
waxen walls, then it is possible to realize how the cclls automatically
assume a shape of mathematical regularity, that is to say, of minimal
configuration. The process may be observed by blowing a mass of
soap bubblcs into a glass bowl, for the bubbles will tend to assume
the shape of hexagonal cells as their surfaces come into contact and
press against each other. A uniform flattening takes place with a
tendency for the sides to meet at cqual angles of 120°.

Many other tissues take on a mathematically regular form. The
lens of a water-beetle’s eye, for example, is exactly like a cross-section
of a honeycomb, when seen under a microscope. A water-beetle is a
sizable thing, but floating in the sca are millions of millions of micro-
scopic animals and plants called radiolaria and diatoms. You would
think that nature would be rather careless about the form of such
countless objects, but there is nothing, perhaps, more ‘beautiful’ in
nature than these regular but intricate forms—all, apparently, shaped

* D’Arcy Wentworth Thompson: On Growth and Form (new edn., Cambridge,
1942), pp. 542-3. I would like to pay a Jayman's tribute to this remarkable book,
which should be regarded, not only as one of the classics of scigntific literature,
but as a work of fundarnental importance for the understanding of all the prob-
lems of natural philosophy, not excluding the nature and scope of art.
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by the same mathematical and mechanical laws that determine the
forms of crystals and cells, snowflakes and beetles’ eyes.

What I wish to stress at this point is that when we call such things
‘beautiful’, we are really admitting that certain mathematical propor-
tions give rise to that emotion in us which we normally associate with,
works of art. What I am going to suggest presently is that when,
without thinking, we use the same adjective to describe such ap-
parently different things, we are not being careless or illogical, but
are unconscjously identifying similar qualities.

But first let me remove a possible misunderstanding which our
consideration of the bec’s cell and of crystals might have led to—
the notion that the beauty of natural forms is necessarily rectilinear
and regular. That is far from being the case. There are other regular
forms which are curvilinear, and there are a great many forms,
perhaps the majority, which while obeying recognizable mathematical
laws, are irregular and contorted. Of the first class, good examples
arc provida by the spiral conformations of many natural growths.
Spirals are of more than one kind, but the logarithmic spiral is the
one most commonly found in nature and most beautifully represented
by certain shells. In their growth these shells—the pearly nautilus,
for example, or the ammonite—obey absolutely uniform mathe-
matical laws, due to a varying ratio in the rute of growth of the outer
as compared with the inner surfacc of what would be, if the rates of
growth were uniform, a tubular or conical shell. The same logarith-
mic spirals are to be found in plant growths, such as the florets of a
sunflower, the scales of fir-cones, or the arrangement of leaves on the
stems of most plants (phyllotaxis).

For an example of asymmetrical form in nature we mght take any
of the individual bones which make up a skeleton. There is every
reason to believe that not only in its internal structure, but also in the
actual form it assumes, the bone is a mathematical solution of a
problem in strain and in stress. The bone grows, so to speak, exactly
where there is most strain, and generally it conforms in its growth to
the lincs of tension and pressure to which it is submitted: an auto-
matic effect of mechanical forces. The beauty which we recognize in
modern cantilever bridges, where the form is a geometrical solution
of a problem of strain and stress, of tension and pressure, must be
due to the unconscious acceptance of the i:aturalness of a rational or
mathgmatical structure: the bridge and the bone possess the same
fitnss, the same appropriateness.

L
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We might venture the conclusion that there is not a form in nature
which is not due to the operation of mechanical laws under the
impulse of growth. The rate of growth, the basic material, the func-
tion or use may vary, but the laws of physics do not vary. ‘The forces
that bring about the sphere, the cylinder or the ellipsoid are the same
yesterday and to-morrow. A snow-crystal is the same to-day as when
the first snows fell’ (D’Arcy Thompson). It is to these forces that we
owe, not only the varicty, but also what might be called the logic of
form. And from the logic of form proceeds the emotion of beauty.?

3. NATURE AND ART

Let us now consider the forms of nature with the forms of art. [
will leave out. of course, those art forms which are a deliberate imi-
tation of natural forms-—vuessels in the shape of animals, dishes in the
shape of leaves, etc. These are usually unintelligent facsimiles with no
appreciation of the structure of what they imitate. The examples |
shall take are of two kinds: they are cither unconscious, that is to say,
intuitive copies of the internal structure of natural forms: or they are
due to the deliberate application of laws derived from the structure of
natural forms.

Take the case of the humble jug. Jugs are of all shapes and stzes,
but if we held a census of jugs, I think we should find that one form
had predominated cver since pottery was invented: the pear-shaped or
unduloid jug. Thoygh it is pear-shaped 1 do not think this form is
usually derived from the fruit. The form of the fruit itself is duc to a
basic law of physics. If you take a suitable liquid, a little denser than
water and incapable of mixing with it, and pour a littlc into a glass of
water. it spreads over the surface and gradually turns into a hanging
drop, nearly hemispherical: but as morc liquid is added the drop
sinks, or rather grows downwards, still clinging to the surface film;
and the balance of forces between gravity and surface-tension
stretches out the drop until it assumes the pear-shaped or unduloid
form, and finally breaks in two. But at the moment of greatest tension
the drop assumes the pear shape; and this is a shape assumed, not
only by the pear, but by many other objects in nature—the shells of

*Ina more recent work ( I('on and Idea, 1955) I have suggested thut there arc two
inci ly distinct psychological ps X prmuple of
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tiny molluscs, various seed-pods and cellular organisms. What I am
suggesting is that when a coffee-pot or milk-jug assumes this shape,
and we find it beautiful, it is because the potter, in shaping the pot,
has instinctively given it the tense form of a liquid drop. Once having
discovered this essential form, he can, of course, play variations on it
he can, for example, turn it upside down, elongate or depress it,
though the limit of such variations is probably strict.

I now pass to a more complicated example. We find that many
organisms—I am thinking particularly of plant growth—conform to
a well-known numerical series—2:3, 3:5, 5:8, 8:13, 13:21, etc.—a
series which has several curious mathematical properties. If arranged
as fractions for instance, the denominator of cach fraction is the
numerator of the next; and each denominator is the sum of the
preceding numerator and denominator. This series 1s closcly con-
nected with the Golden Section, that ideal proportion which is
obtained by dividing a line in such a way that the shorter part is to
the longer .1t as the longer part is to the whole. Now the presence
of these proportions in plants can be explained as due to the simple
operation of mechanical forces, just as the mathematical form of the
bee’s cell was explained. What is significant. for our present purpose,
is that if we are sensitive to form we find the proportions represented
by these figures especially pleasing, and a work of art which is based
on them is, other things being equal, invariably plcasing. The steeple
of St. Bride’s in Flcet Street, or the tower of Saint-Sernin at Toulouse,
are examples of the application, perhaps unconscious, of this prin-
ciple: the intervals between each storey diminish as thz structure of
the tower rises in the same proportion as the intervals between the
nodules in a shoot of bamboo or rush.

These arc examples taken at random, and I confess that 1 have not
had them measured by a mathematician and found correct. But the
superficial similarity is at once apparent, and it would not be a
difficult matter to find even more striking examples of the Golden
Section in arthitecture.!

¢ That architecture is capable of taking over, not merely the proportions found
in vegetable growth, but cven its mechanical structure, was illustrated in the
Architectural Review (January, 1937) by the Crech architect, Karel Honzik. The
Victoria Regia, or South American water-lily, has a leaf about six feet wide which
can support a large dog ar a small child on the v 1ter; the struts of this le.f, which
serve the same purpose as the veining of an orwnary leaf, are enormously de-
veloped and correspond closely to the structural form evolved by enginecrs for
a reinforced concrete roof-span. Indeed, Sir Joseph Paxton once, when eaplaining
his plans for the Crystal Palace, held up a leaf of that water-lily und_ remarked:
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But we must now leave the question of form, because form does
not exhaust the properties of a work of art. Therc is also, to take the
most nearly related property, colour.

4. COLOUR

Properly speaking, form cannot be perceived except as colour: you
cannot separate what you see as form from what you see as colour,
because colour is simply the reaction of the form of an object to the
rays of light by means of which we perccive it. Colour is the super-
ficial aspect of form. Nevertheless, colour has a very important part
to play in art, because it has a very direct cffect on our senses. The
range of colours, indeed, might be placed in a serics to correspond
with the range of our emotions; red corresponding with anger, ycllow
with joy, blue with longing, and so on. There is probably a simple
physiological explanation for this correspondence, the pleasure or
discomfort being determined by the frequency with which the waves
or rays of light strike the retina of the eye. That is the physiological
aspect of colour, but colour has also its psychological aspects. Some
people like or dislike colours because they associate them with their
general likes or dislikes—they like green because they associate it with
springtime, or blue because it reminds them of Italian skics: they
dislike red because they associate it with danger, or mad bulls. These
likes and dislikes perhaps have their source in the unconscious, and

‘Nature was the engineer, providing the leaf with longitudinal and transverse
girders and supports that I. borrowing from 1t, have adopted in this building.’
And the architect Honzik, in the article I have mentioned, sums up the whole
matter in these words: ‘The cone, the pyramid, parallel lines, the plane and the
globe are all “constants™ in Nature’s technique. Nature sceks an ideal state of
cquilibrium between these forces. The moment she begins to succeed she ceases to
be formless; the result being an embodiment of the shapes characteristic of
flowers, crystals and other organisms. We are told that everything on earth is
changing, and so moving: but an equally universal law governs its movement: an
urge to find a condition of harmony or rest; harmony, maturity or crystallization.
The shape in which matter achicves a balance of strength is its perfection, a
solution of its own particular problem in which there is no waste or superfluity. If
we add to, or take something from, that perfection, the shape loges its equipoise.
its characteristic appearance, and has to start in quest of both aféesh. In the same
way, human irventions arise from the will of man, and mdve towards the
intrinsic perfection of a final form that can only be invalidated ty the emerge.ce
of new conditions.’ ;

For a demonstration of the conscious application of mathématical laws in
medieval architecture, see The Gothic Cathedral, by Otto von Simson (New York
and London, 1956). .
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are, at any rate, part of the temperamental disposition of each indi-
vidual. Such associative values have nothing to do with the aesthetic
value of colour as such, though they may have a great deal to do with
any particular individual’s reaction to a particular work of art. In
aesthetic experience we enter intuitively into the nature of the colour,
appreciate its depth, or warmth, or tonality—that is to say, its
objective qualities—and then proceed to identify these qualities with
our emotions.®

In a work of art we are rarely concerned with a simple reaction to
a single colour, though it has been demonstrated that the appre-
hension or appreciation of a single colour may be aesthetic. More
generally we are concerned with several colours, and it is according to
whether they make a harmony or a discord that we judge a visual
work of art. But again there is probably a physical explanation, as
there is in the case of music. Just as from a scale of noies you can, in
accordance with certain laws of tonality, produce either harmony or
discord nf: ~und, so from the scale of the spectrum you can produce a
similar harmony or discord of colour.

In considering the use of colour in the work of art we must re-
member two further facts: first, that the recording instrument, that is
to say, the human eye and the nervous system with which it communi-
cates, varies in efliciency from one individual to another, much in the
way that the efficiency of radio receiving-sets varics. Secondly, in
using colour to depict an object, that is to say, to give a pictorial
imitation of an object, the artist will find that colour has certain
visual propertics which can be used to suggest space and therefore
three-dimensional form—red, for exampie, seems to ccme out from
the plane of the canvas, blue to sink into it. But thesc are technical
niceties which we may leave aside in the present very general descrip-
tion of the properties of a work of art.

To resume: we have found two elements present in every plastic
work of art: form which we have traced to the operation of universal
laws of nature, and colour which is the superficial property of all
concrete forms, and which serves to emphasize the physical nature
and the texture of such forms. There are certain secondary propertics
which arise from the combination of two or more torms—from the
way one form is related to another, or to several others—forms within

8 Cf. Edward Bullough: ‘The Perceptive Problem in the Aesthetic Apprecfation
of Single Colours’ (Brit. J. Psych. 11, 406 ff.) and ‘The Perceptive Problem in the
Appreciation of Simple Colour-combinations® (/bid. 111, 406 f1.).
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forms, so to speak. Balance, symmetry, and rhythm are all properties
of this kind, and their purpose is to suggest the static or dynamic, the
passive or active condition of the related forms. Composition is the
sum-total of all these secondary properties, including colour, and the
.purpose of composition is to organize all the physical elcments which
make up a work of art into a coherent pattern, pleasing to the senscs.
If the work of art involves an illusion of space, then all these proper-
ties must contribute to that illusion.

5. THE SUBJECTIVE ASPECT

So far we have been considering the work of art as though it were
a natural phenomenon, an object focused by a sensitive instrument of
uniform scientific precision. A good deal of aesthetics has proceeded
on this assumption, and has resulted in a formalism far too limited to
include within its scope the reality of art. It was Theodor Fechner,
‘the father of modern aesthetics’. who first broke away from this
barren formalism by introducing the factor of association, and since
his time (his principal work was published in 1867) much work has
been done on what might be called the subjective aspects of art. For
the work of art, however concrete and objective, is not constant or
inevitable in its cffect: it demands the co-operation of the spectdior,
and the encrgy which the spectator * puts into’ the work of art has
been given the special name of ‘empathy’ (Einfiihlung). Lipps, who
gave currency to the term in aesthetics, defined empathy as ‘the
objectivated cnjoyment of self’, and it is often assumed that it means
mercly that the spectator projects into the work of art his own emo-
tions or feelings. But this is not the proper meaning. By ‘cmpathy’ we
mean a mode of aesthetic perception in which the spectator discovers
elements of fecling in the work of art and identifics his own senti-
ments with these clements—e.g., he discovers spirituality, aspiration,
etc., in the pointed arches and spires of a gothic cathedral, and can
then contemplate thosc qualitics in an objcctive or concrete form: no
longer as vaguely apprehended subjective feclings, but as definite
masses and colours.® But obviously such ‘empathectic’ perceptions

¢ The best definition of empathy I have cver discovered is given by Eduard
Spranger in Types of Men (trans. Pigors, Halle, 1928), pp. 92-3: ‘The expression
used by Lipps, that empathy is objectivated enjoyment of sclf], is liable to oe
misunderstood. For onc might think that this cgo is the rcal ego in the sense of the

really desiring, suffering and acting ego. But this putting oncgelf in another’s
place and empathic action is obviously something wholly different from the
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will vary from individial to individual, according to emotional or
psychological disposition. This is, indeed, the next important fact to
recognize: namely, that the appreciation of art, no less than its
creation, is colourcd by all the variations of human temperament.
At first sight it would seem that in deserting the objective unity and
form of the work of art, aesthetics merely flounders into a chaos of

subjectivism, but many psychologists have worked on this problem .

(Binet, Dessoir, Bullough—we shall have occasion to mention some
of their contributions to the subject in a later chapter) and as a result
it has been possible to classify types of aesthetic perception, and to
show that the varieties of art (or variations of style) correspond to
thesc perceptive types.

It is far from my wish to deny the existence of a general factor in
acsthetics. Both in the creation and the appreciation of the work of
art there exists a state of aesthetic consciousncss for which we can
find physiological or even physical correlates. It is possible that the
mental processes involved can be expressed in gencral terms,” just as,
for example, the laws of organic growth can be expressed in general
terms. But we are now concerned with a description of the species
which arc produccd by a generic process, and we find that they can be

acsthetic attitude. In aesthetic contemplation we do not find in the particular
objéct our real sclf but only “something psychical™. The liveliness of a red is not
our vivacity, but there is, in the specific object (for instance, in the perceived or
mmagined red) “something vivacious”, and it is this which radiates back and gives
our self the corresponding quality. One must not call these cognized feelings but,
more accurately, feelings of empathy. Our soul, in the aesthetic state, apprchends
in the object (besides the qualities which can be conceptually determined)
psychical accompanying qualities, and when we hive in thesc concretely our soul
expands above the real sphere of its struggle with the external world to a free and
floating imaginative self. Foreign selves too can be absorbed aesthetically. Then,
however, the emphasis does not lie on the understanding or affirming of their
individual existence and behaviour, but on a psychic empathy of our subjectivity
which is expanded by the object and into it

A simpler definition is given by Martin Buber in Die Rede, die Lehre, und
das Lied (Leipzig 1920), p. 34: ‘Empathy means to glide with one’s own feeling
into the dynamic structurc of an object, a pillar or a crystal or the branch of a
tree, or cven of an animal or a man, and as it were to trace it from within, under-
standing the formation and motoriality (Bewcgtheit) of the object with percep-
tions of one’s own muscles: it means to “‘transpose’” onesclf over there and in
there.’

? Cf. H. J. Eysenck: ‘The Experimental Study of the “Good Gestalt"—a New
Approach’—Psych. Review, vol. 49 (1942), 344 64, where a “law of aesthetic
appreciation® is convincingly presented in thy following terms: *The pleasure
derived from a percept as such is directly proportional to the decrease of cnergy
capable of doing work in the total nervous system, as compared with the original
state of the whole system *
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classified according to the psychological types through which the
process operates.

We shall have a good deal to say about the psychology of types in
a later chapter: at present the reader is asked to accept the statement

(that all the researches of modern physiology and psychology (includ-

ing Kretschmer, Pavlov, Jaensch, Pfahler, Jung and Sheldon, upon
whom we shall mainly rely) have not departed materially froma basic
classification corresponding to the traditional classification of tem-
peraments, which in its turn corresponds with an equally traditional
classification of mental activities. According to this traditional classi-
fication, there are four basic types of mental activity—thinking,
feeling, sensation and intuition; and according to the balance and
scope of these activities within a particular individual, that individual
will belong to a corresponding psychological type.

It may be fully admitted that this result is determined by such
factors as endocrine constitution, cortical motility, and other purely
physiological factors. For the moment we are not concerned with the
factors which determine individual variations, but only with the
final product—the personality® of the individual.

Just as we may recognize four® types of personality corresponding

* It may be desirable at this point to introduce certain definitions which will be
observed throughout this book. They are based on a survey of current usage Made
by W. A. Willemse, Constitution-Types in Delinquency, London, 1932, pp. 226-7
Temperament includes affectability, tempo and intensity of impulse, and is closely
connected with the neuro-glandular system and the relations of the cortex to the
sub-cortex. Character is a product of interactions between the individual impulses
(instincts), temperament, and the sociological environment; it therefore includes
primarily the sociological attitudes and sentiments, and especially the aim-aspect,
purposiveness or direction of the manifestation of these attitudes and sentiments,
with particular stress on ethical values. Constitution is defincd by Kretschmer as
‘The totality of individual qualities which depend on heredity'. Personality is the
most inclusive term, and is used to indicate the total individual as hec manifests
himself in all social relations. Certain aspects of physique are included (‘im-
posingness’ or ‘insignificance’, etc.) but personality is mainly determined by the
combination of temperament, character and inrellect. Intcllect seems to be the
only new factor present in personality, and it is closely related to the cortex of the
brain, where even Pavlov, for example, allows that a controlling centre may be
situated.

* Some writers (E. Spranger and F. Miiller) recognize six basic types, but these
further elaborations do not affect our argument—the corresponding types of art
could be correspondingly elaborated. Dr. Joan Evans, who has made the most
direct study of psvchological types in their relation to the visuallarts (Taste and
Temperament, London, 1939) confines herself to four basic tyges. Dr. W. F
Sheldon (The Varieties of Temperament, New York and London, 1942) dis-
tinguishes three psychosomatic types (viscerotonic, somatotdnc and cere-
brotonic) with dynamic and static variables.
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to the four modes of mental activity, and having four distinct modes
of perception, so it is possible to recognize four distinct modes of
aesthetic activity expressed in works of art. This result may also be
reached by an empirical classification of the historical styles of art,
and the unsystematic phraseology of the history of art does in fact ine
clude four distinct styles or types. There is the style known variously
as realism or naturalism, which consists in making as exact an imi- ,
tation as possible of the objective facts present in an act of perception;
there is the style known variously as idealism, romanticism, super-
realism, fantastic or imaginative art which, while making use of
images of visual origin, constructs from these an independent reality.
Thirdly, there is the style which we call expressionistic, and which is
determined by the artist’s desire to find a plastic correspondence for
his immediate sensations, his temperamental reactions to a percep-
tion of experience. Finally, there is the style which str:ves to avoid all
personal elements and invites an aesthetic response to the purely
formal relationships of space, mass, colour, sound, etc. This style is
sometimnes called abstract, but ‘constructive’, ‘absolute’, or ‘intui- -
tional’ would be more exact terms.

Though it is easy to make a theoretical classification of art into
foqr main types corresponding to the four main types of personality,
in reality all the types, whether of men or their artifacts, merge into
one another. Realism may be tinged with idealism, idealism with
cxpressionism, and all three types with constructivism. Extreme
modes of representation, no less than extreme modes of apprehen-
sion, are rare, and though we should resist the temptation to construct
a hierarchy of types, in art as in men, nevertheless it may be doubted
whether those works of art which humanity has for centurics accepted
as universal in their appeal, are ever of a pure type. Great works of
art are complex and various in their appeal.

It is the considerable achievement of modern psychology and of
modern art to have made the world conscious of these facts, and
tolerant (intellectually, if not politically) of variety. Modern art has
broken through the artificial boundaries and limitaticsis which we
owe to a biased view of the human personality. Modern psychology
has correspondingly shown that the mind of man is complex; that it
is a balance of forces—of various impulses or unconscious ‘drives’,
and that the various psychological typc- into which human beings
can be divided are determined by the predominance of one particular
impulse or group of impulses. What 1 am saying, thcrefore.. is simple
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enough and should always have been admitted: namely, that there is
not one type of art to which all types of men should conform, but as
many types of art as there are types of men; and that the catcgorics
into which we divide art should naturally correspond to the categorics

sinto which we divide men. This statement does not exclude the
philosophical problem of value. to which I shall come presently; [ am
not suggesting that there is no possibility of making judgments about
the various types of art, or of men. But from a scientific point of view,
each type of art is the legitimate expression of a type of mental
personality. From a scientific point of view, that is to say, realism and
idealism, expressionism and constructivism are all natural pheno-
mena, and the warring schools into which men divide themselves are
merely the products of ignorance and prejudice. A truc cclecticism
can, and should, enjoy all the manifestations of the creative impulse
in man,

6. THE FUNCTION OF IMAGINATION

It may be objected that in thus disintegrating the concept of art,
we lose sight of its cssential unity—of the qualities which, irrespective
of type, differentiate the artistic expression of men from more habitual
modes of communication. We have, it is true, suggested that all
works of art conform in some degree to the structural laws which are
characteristic of the physical universe, but it might with some justice
be argued that all expression, and indeed all perception, is inhcrently
artistic—tends, that'is to say, to seek an aesthetically satisfying form or
configuration. In this sense, what works best, in any activity, is what
is most functionally organized—whatever combincs the greatest
economy of material with the maximum structural strength (the bec's
honeycomb, for example, or the crow of a cock, the song of a night-
ingale, the ‘action’ of a racchorse). But this quality in art is, let me
repeat, the objective aspect, and man in his originating activity can
only slavishly follow the models provided by Nature. He is not, so
far as that aspect of art is concerned, a creator, but merely an imi-
tator. But art has its subjective aspect, and the question we are now
asking is whether, in that subjective aspect, it amounts to more than
a reflection of the idiosyncrasies of each individual temperament.
Bricfly, is there a subjective state of aesthetic consciousness which 1s
necessary, in any type of personality, for the production no less than
for the appreciation of a work of art?
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At the end of a survey of ‘Recent Work in Experimental Aesthe-
tics’ written twenty years ago,!° Bullough remarked that ‘we have
reason to believe that there is a distinction which imparts to the
aesthetic consciousness a character and significance of its own, irre-
ducible to the value of other attitudes’. He then called on aesthetic
thcory and experiment to definc and analyse this consciousncss, to
ascertajn the conditions of its realization and the range and typical
featurcs of its occurrence. Although Bullough himself made an im-
portant contribution to the discussion (the concept of ‘aesthetic dis-
tance’) the scientific analysis of aesthetic consciousness has not ad-
vanced much beyond the level it reached with Wordsworth and
Coleridge and their German contemporaries. Wordsworth’s descrip-
tion of ‘the heightened state of sensibility’ in which poetic composi-
tion can take place, and Coleridge’s definition of imagination as the
power which ‘reveals itsclf in the balance or reconciler-ent of oppo-
site or discordant qualities : of sameness with difference ; of the general
with the concrcte; the idea with the image; the individual with the
represeniative, the sense of novelty and freshness with old and
familiar objects; a more than usual state of emotion with more than
usual order; judgment ever awake and steady self-possession with
enthusiasm and feeling profound or vehement; and while it blends
and*harmonizes the natural and the artificial, still subordinates art to
nature ; the manner to the matter; and our admiration of the poet to
our sympathy with the poetry . . .’—this description and this defini-
tion carry the discussion as far as, at any rate. is necesssary for our
present purpose. For imagination is revealed as the common factor
in all the subjective aspects of art, and as the factor that reconciles
these diverse subjective aspects with the invariable laws «f objective
beauty, the more than usual state of emotion with more than usual
order. The mode of its operation will be discussed in th~ next chapter.

We must admit, of course, that in a certain sense, order in itself
appeals to the imagination, and it is even possible to maintain that the
highest type of imagination is precisely the one which occupies itsell
with the creation of abstract proportions and harmonies This is the
kind of imagination which, as we have seen, expresses itsclf in music,
in architecture, in industrial design, and in abstract or non-figurative
painting. But however highly we estimate such art, we cannot pretend
that it exhausts the powers of the imagination, nor even that it satis-
fies the normal nced for aesthetic expression. There is about such art

10 Brit. J. Psych., X1 (1921 2), 76-99.
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a purity, a severity and a discipline which corresponds only to one
side of our nature—to the conscious desire to imitate and uncon-
sciously to emulate the structural perfection of the physical universe.
But we are endowed with a mind that is not satisfied with such a cir-
cumscribed activity—a mind that desires to create and adventure
beyond the given. We are endowed, that is to say, with a free will, and
in virtue of this freedom we strive rather to avoid the fixed and regular
features of the laws of nature, and to express instead a world of our
own—a world which is a reflection of our feelings and emotions, of
that complex of instincts and thoughts which we call the personality.

7. THE PLACE OF VALUE IN THE WORLD OF ART

There are, of course, many degrees of feeling and many modes
of expressing those feelings, and we are compelled to seck some stan-
dard of value to enable us to distinguish between them. It will not do
to say that the strongest or most direct way is necessarily the best
way: that would put a high value on a merely animal cry of joy or
sorrow, and lead to what we call crudity or sentimentality in art. Ob-
viously, if we are to distinguish an art of expression from expression
itself, everything will depend on the elaboration or the refinement of
these elemental responses.

We might begin by assuming that the artist himself feels so strongly
and puts so much of this feeling into his work of art, tiiat the work of
art becomes as it were infectious, and communicates what the artist
felt to anyone who looks at it. Such, indeed, is the basis of that kind
of art already mentioned which has quite logically been called
expressionist art. The artist strives to express his feclings rather than to
record his observations. Indced, it has been shown by experiments
with the congenitally blind, that even people who have never had any
visual images can nevertheless give plastic cxpression to their bodily
sensations; it has been shown, too, that the expression of these non-
visual sensations accounts for certain qualities even in the art of
normally sighted people, qualities of distortion and significant empha-
sis which have usually been regarded as arbitrary mannerisms of the
artist. But these expressive qualities in art, though they- may account
for the deviations from the formal perfection of physical laws which
our sensibility may seem to require, do not explain the "hppeal which
art makes, not only to our sensations, but to the higher synthetic
faculties of mind and imagination.
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We have seen that the imaginative appeal of art is a very subtle
process, taking place below the level of our normal conscious life, and
I do not think any philosopher or critic would venture to explain
it fully. If we look at a portrait by Raphael, or a landscape by Breug-
hel or Constable, it is natural enough to assume that what appeals to,
us in such pictures is the sum total of what we see with our eyes and
understand on the basis of everyday experience—the exact repre-
sentation of the personality of a man or the details and atmosphere
of an out-of-door scene. We appreciate the cleverness of the artist
and if we are simple-minded we think that the art is in the clever-
ness, and that all paintings ought to be more or less like paintings by
Raphael and Breughel.

We can look further around and we discover in other times and
countries that the works of art made by men are very different from
the works of art made by Raphael or Brcughel. We discover that the
Ancient Egyptians and Assyrians carved monstrous animals like the
sphinx and the griffin; that the Indians cast bronze statues of god-
désses with fuur or even six arms, and that when the Chinese paint’
a landscape they leave out nearly all the details and seem satisfied
with a cloud, a mountain peak and perhaps one solitary tree. We
find that the Greeks had one form of art, and the Celtic tribes in the
North of Europe quite another; that when Africa and America and
the South Seas were discovered, in each new continent a new and
strange kind of art was found. In short. if we put together all the art
of the world, the kind of art we associate with Raphael or Breughel
or Constable is scen to be a minority. It is merely one kind of art, and
it is confined to a few countries in one corner of the world. So we
must not be too snobbish about it and imagine that it is the only kind
of art, or necessarily the best kind. We must look at all types of art,
and only then shall we be in a position to understand how art appeals
to the imagination.

We have seen that the form of a work of art appeals directly to the
senses; it is possible to explain that appeal in terms of physics and
physiology, and since these sciences are universal, we might expect,
and we do find, that the formal properties of art do not vary from
country to country, or age to age. There are, of course, many dif-
ferent applications of the laws of nature, and the forms of art are as
various as the forms of life; but the underlying principles of form and
structure are the same. The remaining properties of art, those which
are not formal, have nc inevitable basis: they are rather fancies,
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conjured up by the imagination. It is possible that imagination, too,
has laws under which it operates—that the fantasies which seem so
arbitrary when they come to us in the state of dreaming, and which
are instigated by the pathological complexes which psycho-analysis
,reveals, have their own dramatic unities and tendencies to formal
organization. We shall in a later chapter offer evidence which points
in this direction. We speak commonly of ‘calling up’ images and the
metaphor suggests that there is a hidden depth from which the images
emerge—a well from which they rise up like genii in the Arabian
Nights. And such we know to be the actual truth. These images, when
we are not conscious of them, are stored more or less deeply in the
mind, and when they are completely submerged we say that they are
in the unconscious, which is that part of the mind to which we nor-
mally only have direct access in states of hypnosis or during sleep. A
great part of our life—as much as a third—is spent in this state of
sleep, during which we live in another dimension of time and space,
full of an active play of images.

There is little doubt that some of the attraction we find in works of
art is due to the presence in the work of art of primordial images
which have found their way from the unconscious levels of the mind.
Both the artist in creating the work of art, and we who look at the
work of art, are penetrating more or less deeply into the worid of
dreams. From that world the artist derives what he calls his ‘in-
spiration’—his sudden perception of an image or a theme-—and into
that world and in the very act of perception, the spectator—the per-
son enjoying a work of art—brings a new image. The psychology of
what then happens is still obscure, but we know that it depends, to a
considerable extent, on what we bring with us when we come into
the presence of a work of art—on what psychologists call our
adaptation.'*

11 It was Bullough who first pointed out, in the article alrcady quoted (Brit. J.
Psych., XII, 92-99), the importance of the stage of adaptation which precedes the
apprehension of the aesthetic object. *‘Therc is a growing sense,’ he then wrote,
‘that here, if anywhere, we may find that bedrock upon which the whole super-
structure of aesthetic experience—of appreciation as well as artistic production—
ultimately rests.” He defines the phenomenon in the following way: ‘In a general
way, adaptation implics, positively, the attending to the various aspects prescnted
by the object (cither spontaneously or by an act of voluntary attention), and the
opening of all the channels of reminiscence, associations, historkal and technical
knowledge, inferences, emotional resonances, organic sensations, etc., in so far as
they may serve to impart an adequate meaning to the object and to lead to an
adequate interpretation_of it on the lines predetermined by the drtist. Negatively,
it involves the cutting out of all irrelevant trends of thought, cxtra-aesthetic points
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8. SUMMARY

A preliminary definition of art must halt at this point. We have
scen that two main principles are involved—a principle of form, de-
rived, in my opinion, from the organic world, and the universal
objective aspect of all works of art; and a principle of origination.
peculiar to the mind of man, and impelling him to creatc (and appre-
ciate the creation of) symbols, phantasies, myths which take on a
universally valid objective existence only in virtue of the principle of
form. Form is a function of perception; origination is a function of
imagination. These two mental activities exhaust, in their dialectical
counterplay, all the psychic aspects of aesthetic experience. But art
has other aspects—biological and social—and it is far from my inten-
tion to underestimate their importance. Indeed, the following chapters
are nothing but an inquiry into these wider aspects of the aesthetic
activity, and an insistence on its fundamental importance in all
spheres of life. But that kind of phrase does not adequately represent
the total nature of my claim, for 1 maintain that lifc itself, in its most
secret and essential sources, is acsthetic—that it only is in virtue of the
embodiment of energy in a form which is not merely material, but
acsthetic. Such is the formative principle discernible in the evolution
of the universe itself. It would seem that the more the physicist is able
to reveal of the nature of the physical structure of the world, the more
he relies on numerical harmonies which are aesthetically satisfying.
Fundamentally, the aesthetician, no less than the physicist, is ready

of view, the selection of valuable associations and the suppression of useless or
disturbing dispositions, especially of such as by thcir intensity or nature would
lead to deviating associations, purely personal interests, or reminiscences splitting
the intcrest in the object or destroying the unity of attention and appreciation.’
In the course of his further description of aesthetic adaptation, Bullough recog-
nizes its impersonal or rather non-personal character as its most important feature
—its divorce from all directly practical needs and functions and from the personal
relevance of the object. *It is neither agreeable (as a personal affection), nor useful
(as fulfilling a practical function), nor directly ethically valuable (as serving a
socially sanctioned, remotely personal purpose). At the same time, our adaptation
is not impersonal, in the sense of scientific impartiality or mere intellectual
curiosity. It is rather a non-personal relation to the object: its significance does
not affect me in my everyday experience, yet it does not losc touch with either the
emotional sphere or a generally human interest; and though the experience has a
certain unreality or, if you like, fictitiousness about it, yet it does not fail to obtain
a full response of the personality to which it appeals.” This description of the
aesthetic experience, which everyone will recognize as exact, has, it scems to me,
been largely substantiated by the hypothesis of the unconscious, particularly in
its collective or non-personal aspects. See Chapter VII.
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to accept a view of the universe which finds that the cleavage between
the aesthetic and thc extra-aesthetic domain of experience, no less
than that between the scientific and the extra-scientific, is the cleavage
between the metrical and the non-metrical rather than that between

the concrete and the transcendental.!®

1 Cf. A. S. Eddington: The Nature of the Physical World (Cﬂmbridgc. 1928),

p. 275. .
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Chapter Three

ON PERCEPTION AND
IMAGINATION

A whole essay might be written on the danger
of thinking without images.—Coleridge

I. THE PROBLEM OF PERCEPTION

No subject in psychology has involved so much research as the
act of perception. It is the basic act of our psyche or mind, and
unless we arc Jlcar what is involved in the act, the whole of our
psychology will be false.

We can say (though some philosophers have questioned even this)
that two terms are involved: an object and a subject. The object may
be 4 part of the furniture of the mind, as we shall see later, but in
the simplest case it is scparate and external. The subject is a sensitive
human being—that is to say, a living organism, part of whose physi-
cal equipment are certain senses which can be directed on to this ex-
ternal object. We can see it, touch it, taste it, smell it or hear it.

We are mainly concerned in this study with the sens¢ of sight, and
we shall for the most part discuss the problem of percemion in rela-
tion to this sense alone. We have, therefore, an object ‘x’ and we
have a sensitive human being directing his attentior. to this object.
‘X’ is seen: a reflcction of its outline, mass and colour passes through
the lenses of the eyes and is registered as an ‘image’ by the brain.

What the brain apprehends in this act is the appearance of the ob-
ject. We learn by experience that the object has other characteristics
which are not immediately evident to the eye, but for the moment we
are not concerned with this process of learninig, nor with the appre-
hension of the whole content of the object. The act of perception has
culminated in an awareness of the appec. ance of the object.

But that is not the whole story. We do not live in a vacuum which
at any one moment contains an isolated object and a mind as im-
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personal as a mirror. The object, for example, is probably one of
many that enter into the field of vision—it has a context, as we say,
and the act of perception therefore becomes in some measure an act
of discrimination, even, some psychologists maintain, discrimination
.in favour of a particular (‘good’ or ‘best possiblc’) pattern. Further,
the brain which receives the reflection of the object is a brain that has,
during the whole of its conscious existence, reccived many such
reflections, and these reflections have left their impressions, impres-
sions which are capable of being revived, and as it were, re-experi-
enced. For ‘it pertains to the very being of a mind that it has the
facility, in and through subsequent states, of ‘“‘reproducing” or
“recalling™ the awareness which was the awareness of the content of
a previous state and of utilizing this rctained awareness in the lifc of
the present and of the future’.!

The retained awareness of the object, therefore, finds itself among
the traces of other retained awarenesses, and it tends, by its mere
physical presence, to attract to itself thosc awarenesses which are

» relevant. i.c., which complete the required pattern. If we open the
door to go out and we sce rain, we are immediately aware of the
existence of objects which protect us from the rain, an umbrella or a
raincoat. We call such a process of linking a present act of percep-
tion with a rcvived act of perception association, and the factilty
which enables us to revive the awarencss of previous perceptions we
call memory. We may note here, for it will perhaps concern us later,
that all associations are not of the simple rain-umbrella type?: the
therapeutic method known as psychoanalysis is built upon the fact
that associations can be indirect—that is to say. the connections be-
tween an awareness and a revived awareness, or between two revived
awarenesses, is often hidden from the conscious mind of the subject.

2. THE AESTHETIC FACTOR

We are still treating the subject as a passive reflector, but actually
it is ‘sensitive’, and reacts 10 the reception of the content of the act
of apprehending. The subject that responds is actually a psycho-
physical organism, and its reaction is a motor reaction of nerves,
glands and the whole metabolism of the bedy to the stimulus received

! G. Dawes Hicks: ‘On the Nature of Images,’ Brit. J. Psych. XV (1924-5) 129.

* T am ignoring {he problem of how such associations arise and are fixated:
problems of zttention, learning, behaviour-patterns, conditioned reflexes, etc.
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through the sense organs. This motor reaction we call sensation. But
there is besides the response of the affective system. The response of
the mind to any act of perception is not an isolated cvent: it is part
of a serial development: it takes place within a complete orchestra-
tion of sense perceptions and sensations, and is controlled—given its
place within the pattern—by what we call feeling. We could not pos-
sibly live that ‘life of pure sensation’ which Keats desired: it would be
a chaos from which mind could not emcrge. We have therefore
evolved, not only the power of discrimination, which is essential for
the apprehension of a particular object, but a power of reacting in our
own interests to our awareness of the object. If I hear the whistle of a
descending bomb, I register not only the pitch of the note: I have not
only those physical sensations of fear which physiologists tell us are
due to the injection of adrenalin into the blood strcam: but I have
also an instant feeling for the whole situation. Time an.i spacc become
more than objects of perception: they are factors in self-preservation
and I seck cover with instinctive speed and cconomy of action. 1 am,
after all, not a passive mirror of events, but an organism with the
desire to live, and this biological aim is involved in all my experience
—that is to say, even in my acts of perception.

Such an action (taking cover in the presence of danger) would nor-
mally be called instinctive, but from our ‘mmediate point of view it
deserves a closer scrutiny. It is instinctive in the sense that the
motive of the action is to preserve life: but it has not only a motive,
but also a pattern. My agility, in the circumstances, was not deliberate.
A detached observer might have discovered in it speed, economy and
grace. If it had been clumsy, it would have been ineff.ctive: [ should
have stumbled and been killed. I am therefore temptod to call the
pattern of this rcaction aesthetic, and T find support for this view
among psychologists. For example:

‘Long before we are able to think about life in general. and about
its larger problems, we are guided in the pursuit of ends that are not
comprised within the cycle of a single perception. And this guidance
is afforded, not by discernment, but by feeling. In the discernment
of a perceived event our disposition is a positive factor no less real
than the event itself. The feclings which attach to a dispositional
readiness for response—either in a single perception, or in a series of
perceptions, interrupted, perchance, by : wses of sleep ana dgistract-
tion—are aesthetic. It is the acsthetic feelings that mark the rhythm
of life, and hold us to our course by a kind of weight and balance. . .
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A disposition to feel the completeness of an experienced event as
being right and fit constitutes what we have called the aesthetic factor
in perception.'

‘3. THE NATURE OF THE IMAGE

I shall have something to say about the pedagogical significance of
this fact presently, but first let us complete our account of the act
of perception. We have hitherto spoken of awareness, and that is
perhaps the best term for the content of the act of apprehending.
But there exists the word image, which we must come to terms with,
because even if we could dispense with it when describing the act of
perception, we shall need it when we come to deal with imagination.

Some psychologists* consider the percept itself as the most perfect
kind of visual image, but it is more usual to regard the image as
something divorced from the act of perception: 1 look up and see a
bird on a branch: so long as 1 keep my eyes on the bird, my brain
continues to register a percept. I close my eyes, but if I so desire, |
can still see the bird in my mind’s eye. What 1 still ‘see’ (i.e. retain),
is an ‘image’ of the bird. It is less distinct than the percept, though 1
may be able, by concentration, to make it clearer and more detailed.
I then dismiss the bird from my mind and the image disappears;°but
if some days later I. am reminded of the bird, the image returns.
though the less distinct the longer the interval.

Memory is the capacity to recall such images, in various degrees
of vividness; and irhagination, as I shall use the term, is the capacity
to relate such images one to another—to make combinations of such
images either in the process of thinking, or in the process of feeling.
It will be seen, therefore, that as Professor Dawes Hicks has said.
‘the process of imagining is, in truth, of one piece, so to speak, with
the process of percciving . . . the chief difference being that in imag-
ination a relatively larger proportion of revived factors are involved.™
But it is important to remember that even these revived factors are
still images in the strict sense of the word, the term ‘images’ being
reserved, in Dawes Hicks's words, for such contents as in memory and
imagination do appear to stand over against the cognizing mind as
objects, and unon which the act of apprehension seems (to the con-

* R. M. Ogden: Psychology and Education (New York, 1926), pp 131-2, 133,

¢ For example, F. Aveling, Brit. J. Psych., XVIII, 18,

% Brit. J. Psych., XV, 131.
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scious subject in question) to be directed.” We have been warned by
another psychologist that ‘whenever an author thinks that an image
is a faint copy of a sensation the rest of his remarks on the subject
may be ignored’?; and here, indeed, we have the strongest motives for
affirming that sense-stimulation is involved in the process of imaginas
tion, for ‘in imagination, where objective imagery is present, there is,
as in perception, a real object upon which the art of discriminating is
directed, and this accounts for the objective character which the
content apprehended seems to possess, although the number of the
features of this object actually discriminated is considerably less than
in perception . ..’ (Dawes Hicks, loc. cit., p. 132). It is not suggested
that the image includes the sensation which it aroused when it first
entered the brain as a percept; nor that the revival or recall of an
image is necessarily accompanied by a sensation similar in kind or
degree to the primary sensation. Nevertheless, the image is always, at
the moment of its appearance, an objective phenomenon.

From the image in this its normal sense (thc memory image) we
must distinguish two, it not three, other types of image. The first of *
these is casily disposed of—the so-called after-image. If, for example,
we stare at a red object for twenty seconds or so, and then transfer
our gaze to a neutral background, we sce that object reappear, but in
its "complementary colour, green. This is a purely physiological
phenomenon, and of no significance for our immediate study.

But there exist certain images which are not directly connected with
perception, and which may exercise an important role in our lives.
Until a few years ago these images would have all been included under
the term hallucination, a distinction being made between those which
appear to an individual in his sleep (dreams) and those which, in
exceptional cases, appear during a normal state of consciousness.

Dream images will not concern us until a later stage in our in-
quiry. But certain waking images, of the same type as dream images,
must be carefully distinguished from ordinary memory images.

Apart from memory images and after-images, standard psycho-
logy only recognizes the images involved in hallucination, and hallu-
cination it would cxplain as a lapse in complete consciousness accom-
panied by an uprush of images from the unconscious levels of the
mind. If the hypothesis of the unconscious is not recognized, then
the psychologist of this school will noi :dmit anything more than
illusions (i.e. false perceptions) of varying degrees of vividness. And

¢ Charles Fox, Educationa! Psychology (London, 1930), p. 363, note.

39



ON PERCEPTION AND IMAGINATION

illusions can be very vivid, even in moments of acutc awarencss. In
trench warfare, for example, anyone who has acted as a sentry has
seen shapes materialize in the darkness and become the moving
forms of enemies. But even in daylight, and in the course of normal
experience, an imperfectly apprehended phenomenon—the passing
shadow of a bird, the fluttering of a leaf, a flash of sunlight on some

_ bright surface—will bring a totally different, but vivid image into the
field of awareness. This merely means that our senses are momen-
tarily deluded: once the attention is thoroughly aroused and dis-
crimination takes place, the illusion disappears.

4. EIDETIC IMAGES

Distinct from the memory-image and the after-image, and having
nothing in common with the hallucinatory image except its vividness,
and apparently distinguished from the dream infage by a more direct
connection with acts of perception, is another kind of image which

* has been called eidetic. By those who claim to experience such images,
they arc said to differ little, if at all, in completencss and vividness,
from the original percept. Unfortunately the cidetic disposition is
mainly confined to young children, from whom reliable ¢vidence is
difficult to obtain. But since the hypothesis was first put forward by
the Marburg school, some twenty years ago, it has eradually estab-
lished itsclf in modern psychology, in spite of formidable opposition.?

Professor Jacnsch, the originator of the term, defines eidetic im-
ages in the following way:

? Formidable, and e¢ven violent. Cf. C. Fox: Educational Psychology, p. 81.
‘The inability to discriminate between hallucinations and normal mental imagery
and the mental confusion thereby entailed is responsible for a psychological
abortion called the “eidetic image™. To the Marburg school under the direction
of Jaensch we owe the introduction of this monstrous confusion into child
psychology. When the eyes are closed in a darkened room, and sometimes when
they are open, hallucinatory visions are seen, brought about by pressure on the
eyeballs, the slight stimulation due to lens adjustment, by changes in the con-
vergence of the eyeball, etc. Under emotional tension as in delirium it is easier by
slight stimulation to produce these hallucinations. Now the same sort of phenom-
ena are evident sometimes when one stares at a dark surfuce in daylight. If then a
child is induced to look at a picture against a dark background and the picture is
soon withdrawn he may be the victim of such hallucination so that he “sees'’ the
picturc after witiidrawal. It is said that 60 per cent of all children investigated,
between the ages of ten to fifteen, produce these “eidetic images™. I have been
present at such investigations and have been convinced that the whole operation
is due to strong suggestion by the influence of the experimenter and the surround-
ing conditic:ns, and the obscrvations are worthless.’
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‘Optical perceptual (or cidetic) images are phenomena that take
up an intermediate position between sensations and images. Like
ordinary physiological after-images, they are always seen in the
literal sense. They have this property of necessity and under all con-
ditions, and share it with sensations. In other respects they can alsoe
exhibit the properties of images (Vorstellungen). In those cases in
which the imagination has little influence, they are merely modified
after-images, deviating from the norm in a definite way, and when
that influence is ncarly, or completely zero, we can look upon them as
slightly intensified after-images.’®

There is a very general agreement among psychologists that the
imagery of young children is exceptionally vivid. The question to
decide is whether such imagery is sui generis, or mercly due to an
ability to retain and recall memory-images of exceptional vividness.
In the presence of such images, is the act of perception always re-
newed: does the eidetic individual ‘actually see the image; or does
he, as in ordinary memory-images, merely revive a sort of mental
token or ‘sign’ of the content of a previous state of awareness? As the
methods by which cidetic imagery can be discovered in children are
admittedly difficuit. It us turn first to the evidence provided by adults
why claim to sce cidetic images.

Such pcople are gencrally artists—visual artists like painters, but
sometimes also poets and musicians. It may be that such eidetic in-
dividuals arc more self-analytical than an eidetic person without
creative gifts would be, but the theory has been put forward by
Jaensch and others® that such persons are creative artist< hecause they
are cidetic: a fact which, if it could be proved, would ha' e consider-
able significance for our studies. A certain amount of evidence of this
fact, but without specific reference to cidetic imagerv, has been col-
lected by Dr. Rosamond Harding.!® She quotes statements by the
painters William Blake and W. Northcote, writers such as Charlotte

8 Eidetic Imagery (London, 1930), pp. 2-3.

? Cf. O. Kroh: ‘Fidetiker unter deutschen Dichtern,’ Zrschf. f. FPsych. 85 (1920),
pp. 118-62. Kroh gives cvidence for eidetic disposition 1n the following German
writers: Otto Ludwig, Ludwig Tieck, F. T. A. Hoffmann, J. V. v. Scheffel and
Goethe. I have not been able to consult Jacnsch’s own work on this aspect of the
subject, viz.: Ueber das Wesen der Kunst und die Kunst des Kindes, by E. R.
Jaensch (Augsburg); Srudicn zur psychologische:  desthetih und Kunsipsy chologie,
edited by E. R. Jacnsch (1 angensalza, 1929).

19 An Anatomy of Inspiration, Cambridge (Heffer), 1940, pp. 27-30. Cf. also
J. E. Downey: Crearive Imagination (London, 1929).
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Bronté, Charles Dickens, Thackeray, Alphonse Daudet, Shelley,
Coleridge, and one musician, Elgar. All these statements point to the
presence and use of eidetic imagery, and are sometimes very specific.
For example, Medwin in his Life of Percy Bysshe Shelley, relates that
the poet ‘could throw a veil over his eycs and find himself in a
camera obscura, where all the features of a scene were reproduced in
a form more pure and perfect than they had been originally presented
to his extcrnal senses’. It should be recalled that Shelley suffered from
hallucinations, which sometimes had a disastrous effect on his life,
From a less romantic source, evidence may be quoted which shows
the high value which the artist places upon such images when he can
command them. In his Anecdotes'! Hogarth relates how, at an carly
age, he grew dissatisfied with the practice of ‘copying’ or ‘trans-
cribing’. *Drawing in an academy, though it should be after the life,
will not make the student an artist; for as the eye is often taken from
the original, to draw a bit at a time, it is possible he may know no
more of what he has been copying, when his work is finished, than he
did before it was begun. . . . More reasons, not necessary to cnumer-
ate, struck me as strong objections to this practice, and led me to wish
that I could find the shorter path—fix forms and characters in my
mind, and, instead of copying the lines, try to read the language, and.
if possible, find the grammar of the art, by bringing into onc focus
the various observations I had made, and then trying by my power on
the canvas, how far my plan enabled me to combine and apply them
in practice—] thereforc endeavoured to habituate mysclf to the excr-
cise of a sort of technical memory; and by repeating in my own mind.
the parts of which objects were composed, I could by degrees com-
bine and put them down with my pencil. Thus, with all the drawbacks
which resulted from the circumstances I have mentioned, I had one
material advantage over my competitors, viz. the carly habit I thus
acquired of retaining in my mind’s eye, without coldly copying it on
the spot, whatever I intended to imitate.’

This language is perhaps not as precise as the psychologist could
desire, but it does indicate that Hogarth acquired by training, the
power of retaining very precise images. It might be.objected that
Hogarth’s language indicates that thesc images were memory images,
continually ir. need of refreshment by reference to the ofiginal objects:
but unless we can subject such evidence to direct examination, it is

1 Anecdotes of William Hogarth Written by Himself, with Essays on his Life and
Genius, etc. (London, 1833), pp. 3-5.
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difficult (and in this case impossible) to draw the line between precisc
memory images and eidetic images. _

What is significant about his evidence is, that in the case of painters
it comes from one type—that which Hogarth calls ‘a natural de-
signer’, and which is nowadays called ‘naturalistic’. An accurate
reproduction of some scene or object can, of course, be made by care-
ful and-assiduous copying, and probably most people could be trained
in such a laborious talent. But certain people do not necd to be so
laborious about the task: they retain a perfectly clear image of the
scene or object in their minds, and need to refer to the original only
rarcly—in exceptional cases only once. We must conclude, therefore,
that such people have an exceptional power of visualization, and if
the hypothesis of the eidetic disposition is accepted, it is rcasonable to
suppose that such people possess it in some degree. What is not yet
clear is whether ‘good visualizers’ in the popular sense of the phrase
are always cidetic. It should also be noted that though he was a
‘good visvalizer’, and almost pathologically eidetic, Shelley’s poetry
is anything but *visual’; it is, indeed, highly abstract or conceptual.
It is true that when he uses images they are very precise and vivid,- -
*The lake-reflected sun illume/The yellow bees in the ivy-bloom’—
but they are subordinated to the flow of his conceptual thoughts, and
the ‘expression of these is poetic in virtuc of verbal (i.e. aural or
musical) rather than of any visual appcal. Poets can be classified as
predominantly ‘visual’ or ‘aural’, and our appreciation of poetry
tends to be divided by the same line.

The case of William Blake, which would deserve a separate study.
is perhaps too exceptional to be pressed in this connection: it might be
maintained that in his case eidetic images were the hallucinations of a
very abnormal mind. But in what sense abnormal? Contemporary
accounts suggest that in Blake's case the images, whatever their
nature, could sometimes be evoked voluntarily. Gilchrist relates that
‘the visionary faculty was so much under control that, at the wish of
a friend, he could summon before his abstracted gaze, any of the
familiar forms and faces he asked for. This was during the favourable
and befitting hours of night; from nine or ten in the evening until one
or two, perhaps three or four o'clock in the morning; Varley sitting
by, “sometimes slumbering, somctimes waking™. Varley would say.

1% | have dealt more fully with the psychological significance of this feature of
Shelley's poetry in ‘In Defence of Shelley', The True Voice of Feeling (London,
1953), pp. 244--6, 284-5.
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“Draw me Moses”, or David; or would call for a likeness of Julius
Caesar . . . or some other great historical personage. Blake would
answer, “There he is”", and paper and pencil being at hand, he would
begin drawing, with the utmost alacrity and composure, as though he
had a real sitter before him. . . Sometimes Blake had to wait for the
vision's appcarance ; sometimes it would not come at all. At others, in
the midst of his portrait, hc would suddenly leave off, and in his
ordinary quiet tones, and with the same matter-of-fact air another
might say “It rains”, would remark: *'I can’t go on—it is gone. |
must wait till it returns™; or: It has moved. The mouth is gone™; or:
*“He frowns; he is displeased with my portrait of him" .. ."!3

Other accounts suggest that the visions were accompanied by
more mental agitation. ‘A friend of James Porter’s who happencd
one day to call on Blake, found him contemplating some sketches of
Sir William Wallace and King Edward I. Blake, who was in a state
of almost breathless ccstasy, said: “‘I was sitting meditating, as I had
often done, on the heroic actions . . . of the Scottish hero, when, like
a flash of lightning, a noble form stood before me, which 1 instantly
recognized as Sir William Wallace. Knowing that it was a spiritual
appearance which might vanish as quickly as it came, | begged him
to remain a few minutes. The hero smiled and I sketched him.
Presently the phantom vanished, and Edward the First, who ‘also
remained long enough to be sketched, occupicd his place™. ™4

But the most precise evidence of the cidetic nature of Blakce's im-
ages is given in the following observation of Varley's—it relates to
the famous drawing of the Ghost of a Flea, done in Varley’s presence.
‘I felt convinced by his mode of proceeding that he had a real image
before him, for he left off, and began on another part of the paper to
make a separate drawing of the mouth of the Flea, which the spirit
having opened, he was prevented procecding with the first sketch,
till he had closed it’.13

It may be suggested that the visualizing abilities of Hogarth and
Blake represent two very different mental processes. It should be
noted, however, that though Hogarth's faculty was acquircd by as-
siduous practice, Blake’s was not entirely innate or personal to him,

13 Life of William Blake, by Alexander Gilchrist. Everyman's Library (1942),
pp. 262-6. )

1 The Life of William Blake, by Thomas Wright, 2 vols. (Olney, 1929. Vol. II,
63-4.)

13 Quoted by Gilchrist, op. cit., p. 266.
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for he taught his wife to see the visions. In both cases the images were
precise. Blake, on two occasions, summoned*® King Saul in order to
complete the drawing of an intricate helmet he was wearing. In
both cases the images depended on a process of concentration. The
fundamental difference is not so much in the nature of the images as
such, but in their origin. Hogarth’s images were always based on

objective observation: Blake’s were purcly subjective in their origin.

Hogarth’s images were stored just below the surface of consciousness:

Blake’s images came from the depths of the unconscious. But I see

no recal reason for supposing that in both cases the images were not,

as it were, projected and actually seen, and therefore, in the strict

meaning of the word, eidetic.

The conclusion we have reached may be expressed in the words of
Professor Spearman: ‘From this and many other pieces of evidence,
we seem obliged to conclude that hallucinations arc vssentially the
same thing as images, only pushedsto a fuller degree of sensuous-
ness'.1?

Long before the hypothesis of the eidetic image was put forward,
FFrancis Galton carried out his famous inquiry into the function of
mental imagery.!® His conclusions have been subjected to a good deal
of criticism by later psychologists, bul since they form the basis of all
substquent discussion of imagery, and anticipate some of the most
recent theories, they must be briefly referred to here. Galton found,
by questioning 100 adult men (of whom 19 were Fellows of the Royal
Socicty), that there is a very wide variation in the power of visualiza-
tion, and that as a rule ‘scientific men’ as a class come at the lower
end of the scale. He found that the power is higher in the female sex
than in the male, and is somewhat, but not much, higher in public
schoolboys than in men. *After maturity is reached, the further ad-
vance of age does not scem to dim the faculty, but rather the reverse,
judging from numerous statements to that effect; but advancing years
arc sometimes accompanied by a growing habit of hard abstract

18 The visions scem to have been invoked by prayer. George Richmond relates
that on one occasion, when calling at Fountain Court, where he found the Blakes
at tea, he was in low spirits. ‘For a fortnight.' he said, I have been deserted by the
power of invention.” Blake, turning to his wife, said: "1t is just so with us, is it not,
for weeks together when the visions forsake us? What do we do then, Kate?”

‘We knecl down and pray, Mr. Blake.”

7 Creative Mind, by C. Spearman (London and Cambridge, 1930), p. 139.
18 Inguiries into Human Facnlty and its Development, 1883. Second edition
(Everyman's Library), 1907.

45



ON PERCEPTION AND IMAGINATION

thinking, and in these cases . . . the faculty undoubtedly becomes
impaired. There is reason to believe that it is very high in some young
children. who seem to spend years of difficulty in distinguishing between
the subjective and objective world’ This statement which I have

sitalicized, is a remarkable anticipation of the findings of the Marburg
school, and it is a pity that Galton does not give any specific grounds
for his belicf. One further point is worth noting: Galton statesthat he
has abundant evidence to prove that the visualizing faculty is a
natural gift, ‘and, like all natural gifts, has a tendency to be
inherited".

Therc can be no doubt that in his reference to the visualizing faculty
in children, and to the visualizing faculty as a natural gift, Galton is
referring to the same phenomenon as Jaensch—that is to say, to an
eidetic image which is seen in the literal sense, and is always accom-
panied by sensation. Galton assumed, as indeed does Jaensch, that all
powers of visualization, includimg memory-images, are based on this
primary faculty, and are always in some degree a depreciation of its
original vividness and totality. But to this point of view there is a
strong opposition. Professor Fox, already quoted, states very
categorically, that ‘the total disparity between primary and secondary
presentation is obvious to introspection, though the majority of
psychologists seem unaware of the distinction’, and hc quote's in
support the evidence of Dr. Wohlgemuth, who describes himself as a
good visualizer: ‘That these memory-images are faint reproductions
of the sensations, i.e. weak sensations, sensations of low intensity, is
decidedly not true in my case; they are an experience sui generis’.
According to Professor Colvin!®—a mental image is ‘that activity of
consciousness in which an object of sensation is experienced as not
immediately present to the senses’. And to make the distinction quite
clear, Professor Fox adds: ‘Unless the experience carries with it the
feeling that the primary object is absent and only the secondary
present, the psychosis is not properly described as a mental image’.2°
The distinction is important from the educational point of view be-
cause our pedagogic methods will depend on whether we are dealing
with what Professor Fox prefers to call a psychosis, and which even
Galton, sometimes, seems to have regarded as an exceptional gift: or
with a normal faculty present in all children and gradually lost.?! In

1% ‘Nature of the Mental Image,’ Psych. Review. Vol. XV (1908),

1 Op. cit. pp. 79-80. ,

21 It might be as well to point out here Galton’s inconsistencj on this point.
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the first case it would be important to identify such eidetic children
and give them special treatment ; in the second case we would have to
decide to what extent our educational methods should encourage or
discourage the retention of the faculty.

To this important question it does not scem that psychology can
yet give a definite answer. The extreme ‘genetic’ theory as put forward
by Jaensch, is not very simple. He admits that all children have not
got eidetic images (loc. cit. p. 122) but makes a distinction between
manifest and latent eidetic images. According to this theory, percep-
tions and ordinary memory-images have an ‘eidetic component’,
present in every one. In the course of the perceptual process, the
latent eidetic images can ‘develop’ and thereby give concreteness to
the percept. Jaensch claims complete empirical proof for this theory
—he says, indeed, that ‘we are not dealing with theoretical questions
here at all; they are purely questions of fact, and I car only ask my
opponents over and again to test thesg facts for themselves. They have
been verified by us and by others so often, from such diverse points of
view, that I am quite content to take up a waiting attitude towards
their attacks’. He proceeds to give a final summary of his conclusions:

‘In our own investigations we followed the progress of many
young individuals through a number of years and noted the changes
thatdook place. In this way we came to the conclusion that the per-
ceptions pass through a building-up process. That this is so, has also
been sufficiently proved by the older empiricism, e.g. in its obser-
vations of people who were born blind and received sight later, and
of people who were operated upon and had to learn to see and to
I have already quoted his view that the visualizing f-culty is a natus al gift, present
in some young children, with a tendency to be inherited. This vould seem to
support the psychotic point of view, bringing cidetic images into line with hallu-
cinations. But on a later page (op. cit.. pp. 176-7). generally neglected because it
does not occur in the chapter on ‘Mental Imagery’, Galton writes: ‘The visualizing
tendency is much more common among sane people than is generally suspected.
In early life, it seems to be a hard lesson to an imaginative child to distinguish
betwecn the real and visionary world. If the fantasies are habitually laughed at
and otherwise discouraged, the child soon acquires the power of distinguishing
them; any incongruity or non-conformity is quickly noted, the visicas are found
out and discredited, and are no further attended to. In this way the narural
tendency 1o see them is blunted by repression.’ Galton has substituted the word
‘visions’ for ‘images’, but from the context it seems obvious that he had the one
phenomenon in mind-—-he cannot have thought that the child, already charged
with the difficulty of distinguishing between his percepts and his memory 'mages,
had the additional burden of distinguishing betwevi: memory-images and visions.

It scems clear, therefore, that Galton would have welcomed Jaensch's integral
and developmental concepticin of mental imagery.
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localize. The development of perceptions passes through several
phases. In each phase the perceptual world is as yet incomplete, and
is related to the final form as a rich, completed drawing is to the
original sketch. At each stage preceding the final completion, the
contents of perception offer certain sketches and outlines, which can

' make even a weak eidetic disposition active. This disposition will then
fill in the details with its products, however far removed these may be
from manifest eidetic phenomena. Detailed experimental investiga-
tions have shown us that all eidetic elements are casily fitted into the
external world, and from the point of view of the observer, become
part of it, if they find “points of contact” in the above-mentioned
sense (where, for instance, the data of perceptions to some extent
already include the contents of eidetic phenomena, so that they do
not arise out of nothing, but fill in a given frame, as a painting ariscs
out of the preliminary sketch).’

We see, therefore, why Jaensch gives the eidctic image an inter-
mediate place between the after-image and the memory-image. It
tends to resemble the after-image in its physiological characteristics
—that is to say, it is an object of visual scnsation, but it sharcs with
the memory-image a capacity to be rccalled by peripheral or asso-
ciative images, and is often, if not gencrally, an intensification or
clarification of a given memory-image.

It is this characteristic which gives the cidetic image its geneuc
function. ‘Its true function is performed only in the earlier ycars of
mental development, when by preserving and claborating sensory
data it enhances the meaning of the stimulus situation for the child
and enables him to perfect his adaptive responsecs.’??

5. EIDETIC IMAGERY AND EDUCATION

The pedagogical significance of eidetic imagery is obvious, and
Jaensch has not been slow to make his claims in this direction. ‘The
value that is placed on pedagogical work’, he writes, ‘the emphasis
that is given it, and the hopes that are centred in it, arc always
measured by tie degree of plasticity or educability that the psychic
organization is estimated to possess. It has always been correctly sup-
posed that the higher psychic events can be influenced with ease, but
the more elementary ones only with difficulty. But it was presup-

2 ‘Eidetic Imagery’, by Gordon W. Allport. Brit. J. Psych., XV (1924-5),
99-120.
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posed that this “plastic” nature of the psychic only began above the
perceptual sphere, which was almost always regarded as something
absolutely rigid and merely physiologically determined. The new re-
sults about the structure of perception show the range within which
human nature is “plastic” to be far wider than even the most opti
mistic were willing to admit. They show that even the perceptuas
sphere js plastic, although it has always been regarded as being the
most rigid and least plastic part of the mind’s inventory—-as, indeed,
it is. All this is not theory, but experimentally discovered fact.’®?

This claim means that educational methods can be devised, and
have becn successfully carried out, which ensure ‘that the eidetic
phase and the whole mental structure accompanying it, in particular
the perceptual structure peculiar to it’, can be preserved longer than
usual in children. These methods seem to consist of an extension of
the familiar ‘object lesson’; indeed, they are but an appreciation of
the principles long ago enunciated. by Rousscau: ‘Keep the child
dependent on things only’, and ‘Never show a child what he cannot
sc¢e’—-princin » which, as Jacnsch would admit, are already to some
extent embodicd in the Arbeitsschule of Germany and the similar
American schools described by John and Evelyn Dewey.?4

We are thus introduced to two very important and debatable
questions:

1. The relevance of visual imagery to educational development,
and, depending on our answer to this question:

2. The relative value of ‘sensationalism’ and ‘intellectualism’, not
only in the scholastic sphere, but for humanity generally.

6. THE RELEVANCE OF IMAGERY TO THINKING

The smaller problem has so far reccived the most attention: in-
deed, the relevance of visual imagery to processes of thought has
been one of the stock subjects for psychological investigation ever
since Galton first raised the question, and much experimental work
has been done on adults as well as on children. Up to the date of its

8 0p. cit., pp. 23-4.

M Schools of To-morrow (London, 1915). 1 emphasize the qualifying phrase ‘to
some extent’ because there is a prevalent fallacy, which must be dealt with later,
which confuses ‘doing things® (constructive activity) with ‘inventing things’
(imaginative activity). Koehler's chimpanzees were constructfve, and might with
benefit have attended an Arbeitsschule; but even Koehler would not claim that
they had creative imagination.

49



ON PERCEPTION AND IMAGINATION

publication (July 1927), an adequate survey of the problem was made
in a symposium contributed to the British Journal of Psychology

by Professors T. H. Pear, F. Aveling, and F. C. Bartlett,*® and from
my own review of the literature of the subject written before and
since that date, it seems that the ‘considerations’ then put forward by
Professor Pear still represent the most positive findings of this
research. Professor Pear made eleven propositions, namely: |

(1) That the characteristics of visual imagery are extremely numer-
ous and varied.

(2) That its development as a vehicle for thinking passes through
different stages; that these stages ought to reccive different names and
ought not to be confused.

(3) That, while at some of these stages the visual image is dis-
advantageous for efficient abstract thinking, other ways of arriving at
truth along visual routes may be uniquely efficient, and

(4) that this fact is more familiar to artists than to psychologists.

(5) That considering the patchy growth of recent psychology, it is
quite credible if less creditable that workers should differ about the
‘irrelevance’ or ‘discrepancy’ of visual imagery.

(6) That to the results of some experiments investigating the useful-
ness of imagery in thought an unjustifiably wide significance has been
attributed.

(7) That in considering the usc of visual imagery the ‘biological
importance’ of the situation in which it functions should not be
neglected.

(8) That in many experiments, the situations were alrcady ‘half-
abstracted’. and so might discourage visual imagery cven in a vis-
ualizer.

(9) That the apparent irrelevance of their imagery is sometimes
experienced by visualizers themsclves. Yet this irrclevance raises
problems which require for their solution the concept of the un-
conscious.

(10) That the distinction between ‘concrete’ and ‘abstract’ imagery
is not helpful.

(11) That the naturc of visual imagery makes it difficult to rccord,
that this hindrance may be minimized, with results which will be
shown, '

Professor Aveling’s criticism of thesc propositions was mainly
directed to the introspective methods by mcans of which they had

2 Vol. XVIII. pp. 1-29.
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been reached, and the conclusions he came to on the basis of his own
objective methods were as follows: ‘Thoughts may or may not be
accompanied by sensorial elements (images), and they remain un-
impaired while the imagery tends to become fragmentary, obscure,
and even to drop out of consciousness altogether. Images, accord-
ingly, are not relevant to thought in the sense of being necessary to
it; though they may be relevant as associated with thoughts or illus-
trative of them. Further, the ‘universal’ tends to be present to con-
sciousness as imagcless substantive content; the ‘individual’, on the
contrary, tends to be present as a concept in connection with sensorial
contents (images). Finally, I concluded that the image best securing
‘individual’ thought is the direct image or percept. (loc. cit. pp.
19-20.)

Professor Bartlett’s conclusion is not very diffcrent: ‘It will be ap-
parent . . . that I consider that most certainly the image :s, in general,
relevant to the process of thinking. [ would in fact go further and say
that in proportion as the form of thinking is to be given genuine
material to wotk with, so more and more must images be utilized in
our thinking process.

‘But to say that imagcs are relevant in gencral to the thinking pro-
cess, is not to say that the latter is simply the utilization of the former.
The Uevice of images has its numerous defezts which are the price of
its peculiar excellencies. To take two of thesc only: the image and, in
particular, the visual image, is apt to go farther in the direction of the
individualization of situations than is biologically useful, and the
principles of the combination of images have their own peculiarities,
resulting in constructions which are rclatively wild, jerky. and ir-
regular compared with the somewhat orderly march of thought.
(loc. cit., p. 27.)

Professor Bartlett would presumably allow us to identify the term
‘imagination’ as used by Coleridge and by literary critics generally
with his ‘principles of the combination of images’. There can, of
course, be no question of the relevance of imagery to the process of
imagination; but the point [ wish to make in passing is that a modern
psychologist is prepared to admit two distinct mental processes. pos-
sibly quite independent of each other—thinking and imagining. In
the essay just refcrred to, Professor Bartlett distinguishes ‘imaging’
and ‘thinking’?® but it seems to me that " - parallel mental activities

 ‘Imaging’ he defines as ‘the reference to a concrete object or situation in the
absence of peripherally arouscd stimulation adequate to account for this refer-
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are ‘imagining’ and ‘thinking’. The distinction is important because in
the process of imagining, the image may lose much of that ‘indi-
viduality’ or isolation which both Aveling and Bartlett regard as its
limitation; and the relative wildness, jerkiness and irregularity of the
imaginative process may not be any criterion of the value of the
construction eventually arrived at—to resort to an image oursclves,
it would be wrong to conclude that in its relatively wild, jerky and
irregular flight the bee was not nevertheless fulfilling its function,
which is to gather honey.

We shall return to the process of imagining presently, but first we
must finish with the question of the relevance of imagery to thinking.
We may take it as experimentally established that in the most abstract
kind of thinking (that concerncd with the relations of universals)
imagery has no useful function, and may indeed impede the cconomy
and efficiency of such thinking. But Galton’s conclusion that a per-
sistent indulgence in abstract thinking gradually leads to the atrophy
of the visualizing faculty, still seems to hold good-—and it therefore
remains to ask what on balance is lost or gained in a general biological
sensc by such an uneven development of the mind.

Apart from such purcly abstract thought, it is generally admitted
that the visualizing faculty may have an ancillary function in the
process of thinking—images are ‘visual aids’ to thought. As Galton
put it: “There can. . . be no doubt as to the utility of the visualizing
faculty when it is duly subordinated to the higher intellectual oper-
ations. A visual image is the most perfect form of mental representa-
tion wherever the shape, position, and rclations of objects in space
are concerned. It is of importance in every handicraft and profession
where design is required. Our bookish and wordy education tends to
repress this valuable gift of nature. A faculty that is of importance in
all technical and artistic occupations, that gives accuracy to our

ence. . . . “Image” is the name we give to the way in which the concrete object
or situation which is then referred to appears to us, when it appears in some
sensory (in so far as this discussion goes, in some visual) mode’. *Thinking® has
three outstandiag characteristics: (a) it is a capacity for dealing with situations
at a distance, and hence involves the use of signs, of which visual images arc one
sort; (b) it is a capacity for responding to the qualitative and relational features of
a situation in their general aspect, and hence involves the formulation of signs;
and (¢) in the gicat majority of cases it is a capacity for utilizing these general
qualitative and relational features in reference to a special situation, often or a
concrete naturc, and having a problematic significance. In other words, thinking
is not merely a reference to a past situation; it is a reference to & past situation
in such a way, as to attempt to solve a present problem. (/oc cir. p. 24.)
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perceptions, and justness to our generalizations, is starved by lazy
disuse, instead of being cultivated judiciously in such a way as will on
the whole bring the best return.” And Galton then adds, which points
to the direct relevance of this question to the subject of our inquiry:
‘I believe that a serious study of the best method of developing and,
utilizing this faculty, without prejudice to the practice of abstract
thought in symbols, is onc of the many pressing desiderata in the yet
unformed science of education.’??

This quotation from Galton has carried us rather too quickly into
the heart of our problecm: we should note first that the function of
imagery in thinking is not merely illustrational. We do not always
or necessarily think in abstract terms, and then translate these terms
into concrete images for the sake of clarity. A good dcal of thinking
goes on in the form of imagining, and much of modern physics, for
example, is stated in images, or at any rate images ar. offered as the
only alternative to mathematical symbols. Between the mental refer-
ence to a symbol and an image there may be only a difference of
degree: both aic ‘signs’. But the difference must then be one of sen-
sorial concreteness. The mathematician may claim concreteness for
the symbols G ,==2g,, as a representation of the law of gravitation;
but the process of thinking in Newton's brain which discovercd this
law’ actually involved the much more sersorial concreteness of the
falling apple. Either physics is a highly metaphorical science, or it is
the result of processes of thinking which have involved imagery to a
considerable extent. It is not enough to say that such processes have
been ‘accompanied by’ or ‘illustrated by’ images: images were an
integral part of the thinking. The laboratory experimeiits which tend
to disprove the relevancy of imagery to thinking scem to me to take
thought at a comparatively low level—the level of habitual conceptual
thought. The higher in the scalc of inventiveness or originality such
thought rises, the more readily it seems to resort to imagery, excepting
always the purely abstract consideration of ‘universals’.?%

27 Op. cit., pp. 113-4. I have dealt with this question at greater length in feon
and Idea (Cambridge, Mass., and London, 1955). The reader should consult
Ernst Cassirer’s The Philosophy of Symbolic Forms (3 vols., Yale University Press,
1953 7) for a full discussion of symbolic modes of thinking: also Susannc K.
Langer, Philosophy in a New Key (2nd ed., New York and Oxford, 1951) and
Feeling and Form (New York and London, 1953).

3 Cf. Bertrand Russell, The Analvsis of Mir * (London, 1921), p. 212: ‘Those
who have a relatively direct vision of facts are often incapable of translating their
visions into words, while those who possess the words have usuaily lost the vision.
It is partly for this rcason that the highest philosophical capacity is so rare: it
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see black and yellow striped caterpillars, but the tendency to run
away when it sees these caterpillars is acquired’.

The fourth type of development is also one which is obviously
of pedagogical interest; Koffka calls it ‘ideational behaviour’, and it is

+simply the ability to control our actions, not in relation to the phen-
omenal world actually present to the senses, but in relation to the
ideals we have formced about the world. This really includes the whole
field of purposive behaviour, intcllectual and ethical, and education
has had as its chief aim to teach the child how to discipline itself in
this purposive way.

Perceptions resulting in images, sensations resulting in feelings—
these are the elementary materials out of which we build our con-
ception of the world and our behaviour in the world. The purpose of
education is to assist the child in that process of learning and matur-
ation, and the whole question is whether our educational methods
are proper and adequate for that purpose. Obviously it would be
possible to intervene too late in the process—the child would have
acquired by its own efforts an accidental but fixed pattern or outlook,
which it would be difficult to dislodge. Obviously, too, it would be
possible to begin at the wrong end, and propose to the child standards
of intellectual or ethical conduct for which he had not yet acquired
the sensori-motor basis. That, according to the linc of criticism which
we shall adopt, is exactly what has happened.

8. THE LOGICAL BIAS

Let us begin with Jaensch's criticism:

‘The doctrines and institutions of educational practice have always
been dependent on current philosophies. This is true whether the men
engaged in cducational practice have sought counsel from philosophy
herself, or whether their basic philosophic views and attitude have
come to them along the countless and often untraccable channels of
general culture, which is, as we know, always founded on some
*“‘Weltanschauung”. Now, if we take a bird's cye view of the systems
prevalent during the last centurics—Ileaving out of account a few
smaller and less important counter-currents—we sce that ration-
alistic system. of thought cntirely predominate. The great philo-
sophic systems, in which the conception of life that underlics the
prevailing culture is always mirrored most faithfully, toa great extent
see in some form of logic the deepest and finally directive discipline.
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This conception appears in two substantially different forms. In the
one, the thought process as conceived by the science of logic is re-
garded as giving to our whole method of acquiring knowledge, and,
thercfore, to our whole specifically human conception of the world,
its deepest basis and final justification. At the same time, it lays down.
the forms that reality has to assume in order to become an object for
knowledge. (Logic as a system of ““innate ideas” or “‘rational truths”,
or even as “transcendental logic™.) But the basic rationalistic hypo-
thesis also appears in a second and more far-reaching form. Thought
as conceived by the science of logic is not only regarded as laying
down the forms and foundations for our methods of acquiring know-
ledge, and therefore for our conception of the world: Being, and the
world, arc themselves regarded as the products of such thought
(“mectaphysical logic” and “logical idealism’’).’30

The practical consequence of this rationalistic p.cjudice in the
wider ficld of knowledge will be considered presently, but in peda-
gogy as » result of this prejudice educational practice necessarily
took logic as its model. ‘Since the beginning of logic in Aristotle, it
has been bound up with grammar. Hence in the schools the ideal of
the logician was often fused with that of the grammarian. This is not
altered by the fact that logic was only rarely taught in the schools.
The point is that it expressed a fendency, and it is that that we are
here seeking to express in an extreme form. Where this tendency
predominates, the subjects that are taught appear as a framework of
logic filled with facts. Inner participation is not dirccted to the sub-
ject, but to the form of thought (formula, rule) which it expresses—
the pedagogical ideal of the logician rests on the untrie assumption
that productive logical thinking procceds because of the laws of logic
and also has its psychological basis in them, since it proceeds in
accordance with them, and its results agree with them.”

Then Jaensch brings to bear on this state of pedagogy the results of
his rescarches into eidetic imagery:

*The investigations into the structure of the personality of the
child in the cidetic phase of development have shown . . . that the
closest parallel to the structure of personality of the child is not the
mental structure of the logician, but that of the artist. If we advocate
that these facts should be recognized, we by no means wish to advo-
cate or to start a culture of aestheticisi , or a weakening of logical
thinking. Productive logical thinking, even in the most exact

30 Op. cit , pp. 41-2.
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sciences, is far more closely related to the type of mind of the artist
and the child, than the idcal of the logician would lead us to suppose.
That is shown in the loving attention to the matter in hand, in that
close union of object and subject in children and artists, of which
eidetic phenomena arc merely a particularly evident expression. It is
shown in the fusion of the person with the object, so that every
lifeless system of signs ranged in between is felt to be a hindrance.®!
The grammatical structures of language are such a system of signs,
unless concrete imagination infuses life into them. Only psycholog-
ical rescarch can discover how the thinking process takes place.
Logic represents to us thoughts arranged in their inner order and
deduces one from the other; but if we examine the autobiographies
of successful scientists, we find that productive thinking must have a
close relation to artistic production. . . .

*The “intellectualism™ of the older system doces not lic so much
in the emphasis laid on certain subjects (e.g. the scicnces in the uni-
versity), as in the predominance of the logician’s ideal, which per-
meates all subjects equally. A really fundamental change in this
respect is not to be expected so much from new curricula or a re-
adjustment of the relative importance of different subjects in the uni-
versitics, as from the substitution for that mislcading ideal of more
correct conceptions about the psychology of thinking, particularl§ the
thinking of the child.’s*

Such is Jacensch’s diagnosis of what is wrong with our cducational
system, and it is a criticism which has often been made on a priori

3 This is fully confirmed by Piaget’s rescarches. Cf. especially The Language
and Thought of the Child (London, 1926), passim. F.g., p. 182: *The child thinks
and observes as he draws. His mind attaches itself to things, to the contents of a
chain of thought rather than to its form--he contradicts himself rather than lose
his hold on reality.” It may be useful to quote here Piaget’s gencral description of
the ego-centric nature of child thought. ‘(1) It is non-discursive, and goes from
premises straight to conclusion in a single intuitive act, without any of the inter-
vening steps of deduction. This happens cven when thought is expressed verbally ;
whereas in the adult only invention has this intuitive character, exposition being
deductive in diffcrent degrees. (2) It makes use of schemes of imagery, and (3) of
schemes of analogy, both of which are extremely active in the conduct of thought
and yet extremcly elusive because incommunicable and arbitrary. These three
features charactcrize the very common phenomenon called the syncretism of
thought. This syncretism is generally marked by a fourth characteristic to which
we have already drawn attention, viz., a certain measure of belief gnd conviction,
enabling the subject to dispense very casily with any attempt at demonstration.”
(Op. cit. p. 127.) The nature of syncretistic perception, as furthgr cxplained by
Piaget, shows many points of contact with the hypothesis of cidetic imagery.

3 Op. cit., pp. 41-5. My italics.
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