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*‘fﬁﬂanmve men hve in‘a world of dernonlc PoWers.;__ E

3ubhuman or superhuman gods-or spooks Or. nnpersonal*-ﬂ e HE - ] .

maglc forces, good or bad luck that dwells in things like - 3§ | IR EEE o R
an electric charge, are the most lmpresswe realitiesof the &8 -~  EXPRESSIVENESS = = -
savage ’s world. The drive to artistic creation, which "<& -~ = .~ = o | | :
seems to be deeply prnmtwe 1n all human beings, first
begets its forms in the image of these all-surroundmg_~
Powers. The magic circle around. the altar or the totem &3
pole, the holy space inside the Kiwa or the temple, is the. - /8
natura} dance floor. There is nothmg unréasonable about -
that, In a 'world percewed as a realm of mysnc Powers, - &8
the first created image is the dynamic image; the first ; o
ob]ectlﬁcatlon of human nature ‘the first true art, is -y,
Dance. | '
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'WHEN we talk about “Art” ‘Wlth a capltal “A”—-—that is,
about any or all of the arts: painting, sculpture, architec- - o
ture, the potter’s and goldsrmth’s and- other de31gners L
arts, music, dance, “poetry, and prose ﬁctlon, drama and B
“film—it is a constant temptation to say things about
“Art” in this general sense that are true only in one
- special domain, or to assume that what holds for one
~art must hold for. another. For .instance, the fact that
~'music 1s made for performance for presentatlon to the
- . T nee - ear, and is sunply, not the same’ thing when it is given
S T only to the tonal imagination of a reader silently perusing
IR R B ~ the score, has ‘made some aesthet1c1ans pass straight to
_ El - -the conclusion that literature, too, must be physwally' |
. S © heard to be fully expenenced because words are origin-
I IR ‘ally spoken, not written; an obvious parallel but a/
o ' E BN careless and, I think, invalid one. It is dangerous to set
up principles by analogy, and generalize from a single
con51derauon. - o

" Bue 1t is natural, and safe enough to ask analogous' ‘
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PROBLEMS OF ART

questions: “What is the function of sound in music?
B What is the function of sound in poetry? What is the
function of sound in prose composition? What is the
function of sound in-drama?” The answers may be quite

EXPRESSIVENESS .

S T

A work of art is an exPre531ve form crea_ted for our

- iy iy ey :.,.ul‘.!-d.-__'n. e R S ) S e - —= A R

 perception_through sense or imagination, and. what it

e i g - A

expresses is human feehng The word “feeling” must be

“taken here in its broadest sense, meaning everything that

~ heterogeneous; and that is itself an important fact; a
guide to somethmg more than a simple and sweeping
theory. Such findings guide us. to exact relations and
abstract, variously exemplified basic principles.

At present, however, we are dealing with prmc;ples |

L%y P i -'”‘#“um

that have proven to be the_same in all the arts, when each

TN PP YU TURC UL U B m—,.},uﬁq“ vy,

Ikmd of art—pfastlc musical, balletic, poetic, and each

TH VA g ALl LR -.

ma]or mode such as literary and dramatic writing,  or

Letus consider first what is meant, in this context, by
pamnng, SCUImemg, bmldmg plastic Shapes—has been form “Fhe word has many meamngs all equally legiti-

studied 1n its own terms. Such candid study 1S more 0, mate for various purposes; even in connection with art
rewardmg than the usual passionate declaration that all it has several. It may; for instance—and often does—de-
the arts are alike, only their materials differ, their prin- note the familar, character1st1c structures known as the
ciples are all the same, their techmques all analogous etc. ‘sonnet form, the sestina, or the ballad form in poetry,
That 1s not only unsafe, but untrue. Itisinp ursumgk_ the | the sonata form, the madrigal, or the symphony in music,

Y the contredance or the classical ballet in choreography,

differences among them that one Eﬂsghmﬁnall .ata ;
Pomt where no more dlfferenc es_appear; then one has . and so on. This is not what I mean; or rather, 1t 1s only 2
‘ very small part of what I mean. There is another sense :

found, not ostulated their umty At thaz d?%hwl .
4n which artists speak of “form” when they say, for
instance, “form follows function,” or declare that the

menﬁ'h huP:.ﬁm-a SRaL L vw.:hmgﬂ A g

there is only one concept exempliﬁw d 1n all the dlfferent
one quahty shared by all good works of art 1s 51gn1ﬁcant
form,” or entitle a book The Problem of Form in Paint- |

arts, and that is the concept of Art.
ing and Sculpture, or The Life of Forms in Art, or

excitement and repose, to the most complex emotions,

intellectual tensions, or the steady feeling-tones of a !

conscious human life. In stating what a work of art s, T/

have just used the words “form,” expresswe, and | ;
“created”; these are key words. 0ne at a time, they will |

Keep us engaged

can be felt, from phy51cal sensation, pain and comfort, %
|
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The principles that obtain wholly and fundamentally -
- in every kind of art are few, but decisive; they determine - |
what is art, and what is not. Expressiveness in one B
definite and appropriate sense, is the same m all art works Search for Form. They are using “form” In a W1der’i
of any kind. What is created is not the same in any two sense, which on the one hand is close to the commonest,
*_dIStlnCt arts—this 1 1S, in fact what makes them dlStll’lCt——-_ Popu]ar meanlng, namely ]ust the shape of 2 thlng, and
,, b“t the PflﬂCl >_of créatien—is-the same.—And “li ing ~ | on the other hand to the quite unpopular meaning it has _._‘
| " ' - m science and philosophy, where it designates somethlng ;
1§
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. "*'moreﬁ abstract “form” i its most: absrrﬁct sense mesns,.h
o stmcture arueulatlon 2 whele resulnn ffom the ,rela- R 3_

The abstract sense, which is sometimes called “loglcal'

form,” is involved in the notion of expression, at least
the kind of expression .that characterizes art. That 1S .
“why artists, when they Speak of achieving “form;” use
the word with something of an abstract connotation, -
even when they are talking about a visible and tangl,ble:' L
. art object in- which that. form is embodied.

~ The more recondite concept of form 1s denved of

course, from the naive.one, that is, material shapé. Per-

haps the eameSt way to. grasp the: 1dea of “loglcal form

- is to trace its- dertvation. ‘ ¥
Let us consider the most obvlous sort " of form, the-..'-
- shape.of an object, say a lampshade. In any department -
- store you. will find.a wide choice of lsrnpshades mostly
monstrosities, and what is monstrous. is usually their. -
~shape. You select the least offensive one, miaybe even a-
goed one, but realize that the color, say violet, will not
fit into your room; so you loek about:for anethe:: shade
of the same. shape ‘but a different color, perhaps green.
- In recegnizing this same shape in another object,: possi-
- bly’ of another material as well as another color, you
~ have quite naturally and easrly abstracted the concept of -
.'th]S shape from your actual 1 1mpressmn of the ﬁrsflamp-
shade. Presently it may occur to you:that this shade.is
too big for your lamp; you ask whether they have this
~same shade (meaning another-one of this shape) .in a",
* smaller size. The clerk understands yeu. '
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- are not alike at all. But their shapesare etact-opposires.. .15

—

' 'same “evenin - g e -spal- ?

- of your two hands. Put one on. the table palm down, : “‘

| R A
* in which the list of stations 1s msrked “Esst‘bnund read s

3})1'0@%&@& £or ﬂnbnemf e:tr L
4ctual measures are alike;but: dxeteshapes are-congruent.. .. i
Then' X e-SPGCElVB Spatlﬂ.l f actors<are Pug together m the | m
same Way, so. they exemphfy the: same:form. - e 5

It'ss really astounding what ”eomphcated abseracnonsf o e
we make in our ordmary deahng Wlth forms—that 15
- to say, through what twists .and"- transformatlons we 0
. recognize the: same. logical: form Gons1der the similarity =~ - e

“superimpose the other, palm down,-as you may have - .
supenmposed cut-out geometric shapes mn sehnelmthey-fz‘f

~ Thir. respeefwe ehapes fit the same £ descnp 10D, pre vided:
~ that.the de SCription-is. mtd}ﬁedf by wpnncmple of: apphda-r-e R
tion: whereby the measures: are. read ‘one. way for oner b

~ hand and:the: other WEIY far the other—~like a timetable: - = .=

down; Wesrbound read-up.” | e
(As the two- hands exemphfy the same fcmn Wll:h a,-;f_ R !
p 1ciple: of reversal understoed, so the list of stations.
describes two: ways of mowng, indicated by the advice to
“read down tor-one and “read up’ * for the other. We. L
canall: abstract the .common. element ‘in:these wo
respectlve mps whlch 1S caIled the route. With a returT '-#'.f" g
ncket we may return only by thmeute. The same~
pnnmple relates .3 mold to the form «of .the thing that%’
is.cast in it,.and establishes thelr formal cnrre5pondence,

-or common: Ioglcal form, - . .
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' deflected or dried up, there remains the river bed, some-

times cut deeply in solid stone. That bed is shaped by the
flow, and records as graven lines the currents that have

‘ceased to exist. Its shape is static, but it expresses the

- dynamic_form of the niver. Agamn, we have two con-
- gruent forms, like a cast and its meld, but this time the
congruence is more remarkable because it holds between
a dynamic form and a static one. That relation is im-
portant; we shall be dealing with it again when we_ come

to consider the meaning of “living form” in art. -

The congruence of two given perceptible forms is not
always evident upon simple mspection. The common |
logical form they both exhibit may become apparent
onty when yeu know the principle whereby to relate

- them, as you compare the shapes of your hands not by
direct correspondence, but by correspondence of op-
Some dynamic forms, however, have more permanent posie Parts Where the b exemphﬁcatlons. of the
. . ) . | ! - single logical form are unlike in most other respects one |
manifestations, because the stuff that moves and makes =' R ' e ~ . |
them visible is constantlj’r replenished. A waterfall seems I ne-eds ) mle for matching P the relcvagt facF ors of one,
| -  with the relevant factors of the other; that is to say, a

to hang from the cliff, waving streamers of foam. Actu- o rule of translation, whereby one instance of the logical

; lly, of course, nothing stays there in mid-air; the water | form is shown to correspond-formally to the other.

IS :%lway S passing; but ‘?h‘?fe is more and more water The logical form itself 1S not ano);her thiﬁg but an

| tal((img t.h c gam; Eath-s, S0 we have a lasting shape made | abstract'conéept, of better.an abstractable conc:a t. We

?gmfnzl{;?;::ﬂvei ;; ,};?asssag;na; ige;;nnanll;e;tit(i)tf:;;rlel; . usually don’t abstract it .delibemtel)f, bpt only use it,
as we use our vocal cords in speech without first learning

fszng_ flit Wﬁumd elfiher go dry 0;1 becc;n?g 2 lake. Some _ all about their operation and then applying our knowl-
ty-ive hundred years ago, Heracleitos was struck edge. Most people perceive intuitively the similarity of

- S0 far we have considered only objects—lampshades,
hands, or regions of the earth—as having forms. These
have fixed shapes; their- parts remain in fairly stable
relations to each other. But there are also substances that
have no: definite shapes, such as gases, mist, and water,
which take the shape of any bounded space that contains
them. The interesting thing about such amorphous.
fluids is that when they are put into violent motion they

SR NI PR 3ty i o 122 B T
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do_exhibit. yisible orms, not. bouadMymy container.

Think of the momentary efflorescence of a bursting
rocket, the mushroom cloud of an. atomic bomb, the
- funnel of water or dust screwing upward in a whirl-
wind. The instant the motion s Ops, or even slows beyond

e 4 b et i, 1900, Bl et Tt

;
|
a_certain degree, those shapes collapse and the apparent |
|
:
I
|
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“thing” dlsappearsThey*arend"t 'shﬁapcs of things at all,

g
"""""!'Jﬁ#ﬂm-w e

but forms of motions: or dynamic forms.
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by the fact that you cannot ste ) twice into the | o : | : . 1.

riier at the same Xlscmf_l.m;ff.?»ﬂ]mww?wwjfﬂe -~ their two hands without thinking of, them as conversely |
] | 24CCo—dat 1cast, 1f the river means A - o o e
- S el e e e LLC - related; they can guess at the shape of the hollow inside

‘water, not its dynamic form, the flow.

T ek st . - | a wooden shoe from the shape of a human foot, without
~When a niver ceases t5 TIoW~because the water is : | -
18 | | _ - - I 19
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- any abstract study of t0pology But the first time ‘they
see a map in the Mercator projection—with parallel lines
of longitude, not meeting at the poles—they find it hard

in it. A child interested in a ‘globe will not say: “Thls
‘means . the earth,” but: ‘“Look, .this 1s the earth.” A
“similar identification of symbol and o underlies

to believe that this corresponds logically to the circular
map they used in school, where the meridians bulged
apart toward the equator and met. at both poles. The
visible 'shapes of the continents are different on the two

maps, and it takes abstract thinking to match up the
two representations of the same earth. If, however they- |

have grown up with both maps, they will probably see
the geographical relationships either way with equal

ease, because these relationships MWI)X either

the w1despread conception of holy names,' of the physical

| eﬂicacy of rites, and many other pnmitive but culturally

persxstent phenomena Ithasa bearmg on our perception
of artistic import; that is why I 'mention it here.

The most astounding and developed symbolic device
humamty has evolved is language. By means of language

~ we can conceive the intangible, incorporeal things we

call our ideas, and the equally inostensible elements of
our -perceptual world that we-call facts. It is by virtue of

map, but expressed, and expressed equally well by both;
For the two. maps are different projections of the same
- logical form, which the spherical earth exhibits in still
\_another—that is, a spherical——projection. |

An expressive form is any perceptible or 1magﬂnable

i et R g 14 i Pt i, Tt oy ST PEATE TS F AT T Py g, ity

language that we can think, remember, imagine, and
finally conceive a universe of facts. We can describe
| thmgs and represent their relations, express rules of their
< interactions, speculate and’ predict and carry on a long
.. symbolizing process known as reasoning. And -above

e g b A R AT e dtied f

whole that exhibits relationships of parts, or_points, o S all, we can communicate, by producmg a serried array
even qualities or aspects \ﬂthm the whole, so that 1t Ko of audible or visible words, in a pattern commonly
Enay be taken to represent some other whole whose ele- known, and readily understood to reflect our multi-

ments have analogous relations. The reason for usmg

AT e 5wl k ﬂmmmhw M“ e,

farious concepts and. percepts and their interconnections. /™~

* This use of language is discourse; and the pattern of dis- j
course is known as discursive form. It is a highly versa-

tile, amazmgly powerful pattern, Tt has impressed itself
“on our tacit thinking, so that we call all systematlc re-

such a form as a symbol is usually that the thing it
represents is not perceivable or readily imaginable. We
cannot see the earth as an object. We let 2 map or a
little globe express the relationships of places on the earth,

|
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and. think about the earth by means of 1it. Ehe under-
standing of one thing through another seems to be a

| deeply intuitive process-in the human brain; it IS SO natu-

" flection “discursive thought.” It has made, far more than
“most people know, the very. frame of our sensory ex-

perience—the frame of objective facts in which we

ral that we often have difficulty in distinguishing thesym-

bolic expressive form from what it conveys. Y he symbol - Yet even the discursive pattern has its limits of use- -

seems to be the thing itself, or contain it, or be contained - A fulness. An expresswe form can express any complex of
20 | ' o |

carry on the practical business of life.
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- that is what we sometimes call the_subjective aspect of

tions that normally accompany their occurrence. Only

'de&gnable emotion. The ways we are moved are as

PROBLEMS OF ART

conceptions” that, via some rule of projection, appears
congruent with i, that is, appears to be of that form.

‘Whatever there 1s 1n experience that will not take the

unpress—-dtrectly or mdtrectly-—-of discursive form, is
not dlscurswely commumcable or, in the strictest sense

.I loglcally thinkable. It 1s unspeakable ineffable; accord-

mg to practically all serious phllosoph1cal theories today,
it is unknowable.

" Yet there is a great deal of expenence that is knowable, .
not only as immediate, formless, meaningless impact,
but as one aspect of the intricate web of life, yet defies -
discursive formulation, and therefore verbal cXpression:

Lot B B

of 1t—what it 1S hke to be

RO b .
waking and moving, to be rowsy, slowing down,. or to

xpenence the dn*ect feelm

be sociable, or to feel self-sufficient but a_lone,‘ what it
feels like to pursue an elusive thought or to have a big

idea. All such directly felt experienees usually have no - - |
names—they are named, 1f at all, for the outward condi-

the most strtkmg ones have names hike anger & “hate ?
“love ” “fear,” and are collecttvely called “emotion.”
But we feel many things that never develop INto any

various as the hights in a forest; and they may intersect,
sometimes without cancelling each other, take shape and
dissolve, conflict, explode into passion, or be transﬁgured
All these 1ns Mpmah“lwewelen}_e}ngwof__ﬁsqh]weﬂgpu_g&reah com-
pose what we call the “inward life” of human belngs.

A T T AT RPN S e 0 T M . W D M t»r-r-q-rww rana % S et s 16 TYRED

The usual factoring of that life-stream into mental, emo-

- - e —— .w - "

~ tional, and sensory units is an arbitrary scheme of

22 | | | *
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smphﬁcatlon that makes scientific treatment possible to
a considerable extent; but we may already be close to the .
limit of its usefulness, that is, close to the point where
its simplicity becomes an obstacle to further question-
ing and discovery instead of the revealing, ever-suitable
loglcal pro]ecuon it was expected to be. | |

4
Whatever. resists. .proiect 1QR..10LQ.. |

1¢, discursive form
d.to.hold.1n.co cetlon and’
inialiia w“ﬁm
e amunicate, in the proper and
¢ of the word

comggrcate *"But fortunat ly
M
intuition, o, toMm- Icspuion.. 5. 62

knowledgg—gegnme B,LI.Q}K e..anderstanding-==is.cor

sxcigﬂgaal?_lLW1der than our dlscourse Even in the use of
language, if we want to name something that is too new.
to have a name- (e.g., a newly invented gadget or a
newly discovered creature), or want to express a rela-
tionship for which there is no verb or other connective

word we resort to metaphorI we mention 1t or describe

-.-n—.___\_.-‘-.

) »
l ) l i v A
e P, l AT . bl Fra -

it as somethmg else, something analogous. The pnnmple "
of metaphor 15 simply the pr1nc1ple of saying one thing |

and meaning another, and expecting to be understood
to mean the other. A gL hor_ 1S not langualg“&mlt 1S an

ﬂtw'”

Adea gxpressed wx,lg,ggﬁ_ age, an idea that in its turn func-

tons..as.a.symbol go. express something. It is not dis-

cursive and therefore does not really make a statement
~of the idea 1t conveys; but it formulates 2 new con—f

cgptlon for our dlrec agmatlve grasp.
Sometimes our cornprehens1on of a total expenence 1S
mediated by a metaphorical symbol because the-experi-

ence is new, and language has words and phrases only for

23
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PROBLEMS OF ART

familiar notions. Then an extension of l'anguage wil_l |

gradually follow the wordless insight, and discursive
expression will supersede the non-discursive pristine
symbol. This is, I think, the normal advance of human
thought and language in that whole realm of knowledge
where discourse is possible at all. | |

Bgt the symbolic presentation of subjective realil.y for

- y mMH__:..“-

-contemPlsition iS not on

s,
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y tentauvely beyond the reach
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of language—that is, not merely beyond the words we
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have; 1t is impossible in the essential frame of language.
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That 1s why those semanticists who recognize only dis-
course as a symbolic form must regard the whole life

of feeling as formless, chaotic, capable only of sympto- -

matic expression, typified in exclamations like “Ah!”
| “Oug:h!” “My sainted aunt!” They usually do believe
that art is an expression of feeling, but that “expression”
in art is of this sort, indicating that the speaker has an
emotion, a pain, or other personal experience, perhaps
also giving us a clue to the general kind of experience it
s—pleasant or unpleasant, violent or mild—but not
setting that piece of inward life objectively before us so

we may understand its intricacy, its rhythms and shifts

of total appearance. The differences in feeling-tones or
other elements of subjective experience are regarded as
differences in quality, which must be felt to be appre-
ciated. Furthermore, since we have no intellectual access
to pure squcctivity, the only way to study it is to study
‘the symptoms of the person who is having subjective
experiences. This leads to physiological psychology—a
- very important and interesting field. But it tells us noth-

24

rred Baa B ARG 2 Y Y e e ey N

- e And ——

EXPRESSIVENESS

ing about the phenomena of subjective life, and some-

times simplifies the problem by saying they don’t exist.

Now, I believe the expression of feeling 1n a work of
art—the function that makes the work an' expressive

~ forméSis not sEmEtomatic at alD An artist working on a

tragedy n‘eed‘ not be in personal despair or violent up-

heaval; nobody, indeed, could work in such a state of -

mind. His mind would be occupied with the causes _of

his emotional upset. Self-expression.. dogs..DQLLEGULLE,

composition and lucidity; a screaming baby gives his

TN L .-F'ﬂ'mﬁe'ﬁ!!hﬁ RN AL AN

? - » ,
feeling far more release than any musician, but‘ we don_t
go into a concert hall to hear a baby scream; in fact, if

that baby is brought in we Ia'r_e likely to go out. We don’t
want self-expression. | . o
A work of art presents feeling (in the broad-sense 1

i it L L Gt i) 1o MLy TR g RN g i+

mentioned before, as-exerything that.can be felt! or our
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contemplation, making.it.visible.or.audible.or.in.some
way perceivable through a symbol. not inferable from a

symptom. Artistic form is congruent with the dynamic *
symptom. Arust cong the dy

“forms of our direct sensuous, mental, and emotional life;
- works of art are projections of “felt life,” as Henry
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James_called it, into spatial, temporal, and poetc struc- .
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our cognition. . What..is.artistically...good..is.. whatever.
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“articulates and presents feelill_lgﬁr_‘gp our understanding.
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Artistic forms are more complex than any other sym-
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" bolic forms we know: Theéy are, indeed, not abstractable

from the works that exhibit them. We may abstract a
_ sh_gpclf_i'pﬁ__‘;‘, an object that has this shape, by disregarding
color, weight and texture, even size; but to the total
effect that is an artistic form, the color matters, th;
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thickness of lines matters, and the appearance of texture

and weight. A given triangle is the same in any position,_

but to an arustic form its location, balance, and sur-

roundings are not indifferent. Jorm, in the sense in which

L, - . e ey
arusts speak of “significant form” or “expressive form.”

vital processes of sense and emotion that 2 good work
of art expresses_seem to the beholder to be directly con-
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tained in it, not Symbolized but really presented, The
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- congruence is so striking that symbol and meaning appear
as one reality. Actually, as one psychologist who is also

a musician has written, “Music sounds as feelings feel.”
And likewise, in good painting, sculpture, or b%ﬁmg,

balanced shapes and colors, lines and masses look as emo-

tions, vital tensions and their resolutions feel. -

-An.arust, then, expresses feeling, but not in the way a
politician blows off steam or a baby laughs and cries. He
formulates that elusive aspect of teality that is commonly
taken to be amorphous and chaotic; that is, he gbjectifies
the subjective, realm. What he expresses is, therefore,
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not his own actual feelings, but what he knows about
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b_‘gi%n?feeling. Once he 1s 1 possession o a r_1chs‘“5f:ff1-
- bolism, that knowledge may actually exceed his entire
personal experience. A work of art €XpIEsseS a con-
‘ception of life, emotion, inward reality. But it is neither
a confessional nor a frozen tantrum; it is 3;51335_{93&1
metaphor, a non-discursive symbol that articulates what
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is verbally ineffable—the logic of consciousness itself,
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1s not an _abstracted structure, but an apparition; and the

IT 15 customary to 'speak. of an artist’s work as:creatui?.“ _.
A painter “creates” a painting. A dancer crea:les a
dance, a poet “creates” a poem. If he slumps and gets
nothing done he is apt to worry about.nqt being “crea-
tive” (which usually makes him even more m}creauve) .
But when a factory worker, say a candy dipper or 2
weaver, has a sore throat and stays away from work he

1 “u ive”; in fa ~ take that
i not called “uncréative”; in fact, he may take t

professionally idle’ day at .hom'e_ to play pmno———gvlu;h
doesn’t produce/any material object at : ll-—-;-and then (; .
is said to be creating music. Why?‘Wh is a piece 0

music a creation and a shoe usually just a p od'uct? The
distinction, though it is protested by some philosophers
who are/anxious champions of democracy, like .:Ioh.n‘
Dewey, 1s 2 commonly accepted one. An autom 01311&;5
not created on the conveyor belt, but manufacture l. We
don’t create bricks, aluminum pots, or t00thpastef, we
simply make such things. But we create works ? Art.
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