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PREFACE AND APOLOGY

I HAve tried in this hittle volume to explain @sthetic
preference, particularly as regards vimble shapes,
by the facts of mental science But my explanation
18 addressed to readers in whom I have no night to
expect a previous knowledge of psychology, parti-
cularly 1n 1ts more modern developments. I have
therefore based my explanation of the problems
of xsthetics as much as possible upon mental facts
famihiar, or at all events easily intelhgible, to the
lay reader. Now mental facts thus available are
by no means the elementary processes with which
analytical and, especially experimental, psychology
has deahngs They are, on the contrary, the every-
day, superficial and often extremely confused views
which practical life and 1ts wholly unscientific
vocabulary prescnt of those ascertamed or hypothe-
tical scentific facts, I have indeed endeavoured
(for mnstance 1 the analysis of perception as dis-
tingmished from sensation) to mmpart some rudi-
ments of psychology 1n the course of my ssthetical
explanation, and I have avoided, as much as possible,
nusleading the reader about such fearful complexes
and cruxes as memory, associabion and wmagination.

v



vi THE BEAUTIFUL

But I have been obliged to speak in terms intelligible
to the lay reader, and I am fully aware that these
terms correspond only very approximately to what
is, or at present passes as, psychological fact. I
would therefore beg the psychologist (to whom I
offer this little volume as a possible shght addition
even to s stock of facts and hypotheses) to under-
stand that in speaking, for instance, of Empathy
as mvolving a thought of certain activities, I mean
merely that whatever happens has the same result
as 1f we thought ; and that the processes, whatever
they may be (also mn the cagse of measuring, com-
paring and co-ordinating), translate themselves,
when they are detected, into thoughts , but that I do
not 1n the least pre-judge the question whether the
processes, the ‘ thoughts,” the measuring, com-
panng etc exist on subordinate planes of conscious-
ness or whether they are mainly physiological and
only occasionally abutting in conscious resultants
Similarly, lack of space and the need for clearness
have obhiged me to write as 1f shape-preference in-
variably necessitated the detailed process of ocular
perception, instead of bemng due, as 1s doubtless
most often the case, to every kind of associative
abbreviation and equivalence of processes,
VERNON LEE

MAIANO near FLORENCE,
Faster 1913
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THE BEAUTIFUL

CHAPTER 1

1]

THE ADJECTIVE ‘' BEAUTIFUL ”’

Tais httle book, hke the great branch of mental
science to which 1t 18 an mtroduction, makes no
attempt to ““ form the taste” of the pubhc and
still less to direct the doings of the artist. It deals
not with ought but with s, leaving to Criticism the
inference from the latter to tho former. It does
not pretend to tell how things can be made beautiful
or even how we can recognise that things are beauti-
ful Tt takes Beauty as already existing and enjoyed,
and seeks to analyse and account for Beauty’s
existence and enjoyment. More strictly speaking,
it analyses and accounts for Beauty not inasmuch
as existing in certain objects and processes, but
rather as calling forth (and being called forth by)
a particular group of mental activities and habits,
It does not ask . What are the pecuharities of the
things (and the proceedings) which we call Beautsful ?
but : What are the peculiarities of our thinking and
A 1
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feehng when in the presence of a thing to which we
apply this adjective ?  The study of single beautiful
things, and even more, the comparison of various
categories thereof, 18 indeed one-half of all scientific
msthetics, but only masmuch as it adds to our
knowledge of the particular mental activities which
such ‘‘ Beautitul ” (and vice versa * Ugly ”’) things
ehicit in us  For 1t 18 on the nature of this active
response on our own part that depends the applica-
tion of those terms Beaufiful and Ugly m every
single instance; and indeed their applcation in
any instances whatsoever, their very existence in
the human vocabulary.

In accordance with this programme 1 shall not
starl with a formal defimtion of the word Beautiful,
but ask * on what sort of occasions we make use of
1t. Ewidently, on occasions when we feel satis-
faction rather than dissatisfaction, satisfaction mean-
mg willingness either to prolong or to repeat the
particular experience which has called forth that
word ; and meanmng also that if 1t comes to a choice
between two or several experiences, we prefer the
experience thus marked by the word Beautiful.
Beautiful, we may therefore formulate, wmplies on
our part an athtude of satisfaction and preference.
But there are other words which 1mply that much ;
first and foremost the words, i reality synonyms,
USEFUL and Goob. I call these synonyms because
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good always implies good for, or good in, that is to
say fitness for a purpose, even though that purpose
may be masked under conforming to a standard or
obeying a commandment, since the standard or
commandment represents not the caprice of a com-
munity, a race or a divimty, but some (real or
imaginary) utility of a less immediate kind. So
much for the meaning of good when implying
standards and commandments, ninety-nine times
out of a hundred there is, however, no such imphea-
tion, and good means nothing more than satisfactory
wn the way of use and advantage Thus a good road
18 a road we prefer because 1t takes us to our destina-
tion quickly and easily A good speech iz one we
prefer because 1t succeeds 1n explaining or persuad-
mg. And a good character (good friend, father,
husband, citizen) is one that gives satisfaction by
the fulfilment of moral obhgations.

But note the difference when we come to Beaufiful,
A beautrful road 18 one we prefer because 1t affords
views we hke to look at, 1ite being devious and
inconvement will not prevent its bemg beautrful,
A beautrful speech 18 one we hike to hear or remember,
although it may convince or persuade neither us
nor anybody. A beautiful character is one we hke
to think about but which may never practically
help anyone, if for instance, 1t exists not i real
hie but in a novel. Thus the adjective Beautiful
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implies an attitude of preference, but not an attitude
of present or future turnwng to our purposes. There
is even a significant lack of symmetry in the words
employed (at all events in Englsh, French and
German) to distinguish what we hke from what we
dishike 1n the way of weather For weather which
makes us uncomfortable and hampers our comings
and goings by rain, wind or mud, 1s described as
bad ; while the opposite kind of weather 18 called
beautrful, fine, or fasr, as if the greater comfort,
convenience, usefulness of such days were forgotten
in the hLvely satisfaction afforded to our mere
contemplation.

Our mere contemplation ! Here we have struck
upon the main difference between our attitude
when we use the word good or useful, and when we
use the word beautyful And we can add to our
partial formula * beautiful imphes satistaction and
proference ’—the distinguishing predicate—‘‘of a
contemplatwe kind ” This general statement wall
be confirmed by an everyday anomaly mn our use of
the word beautiful, and the examination of this
seeming exception will not only exemplhfy what I
have said about our attitude when employing
that word, but add to this mformation the name
of the ¢motion corresponding with that attitude:
the emotion of admaration. For the selfsame
object or proceeding may sometimes he called good
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and sometimes beautiful, according as the mental
attitude is practical or contemplative. While we
admomsh the traveller to take a certain road because
be will find 1t good, we may hear that same road
described by an enthusiastic coachman as beauteful,
anglicé fine or splendid, because there is no question
of immediate use, and the road’s qualities are merely
being contemplated with admiration Similarly, we
have all of us heard an engineer apply to a piece
of machinery, and even a surgeon to an operation,
the apparently far-fetched adjective Beautiful,
or one of the various oquvalents, fine, splendid,
glorous (even occasionally jolly /) by which Enghsh-
men express their admiration. The change of word
represents a change of attitude The engineer 1s
no longer bent upon using the machine, nor the
surgeon estimating the advantages of the operation
Each of these bighly practical persons has switched
off his practicality, if but for an imperceptible
fraction of time and in the very middle of a practical
estimation or even of practice itself. The machine
or operation, the skill, the inventiveness, the fitness
for 1ts purposes, are bemg considered apart from
action, and advantage, means and time, to-day or
yesterday , plafonically we may call 1t from the
first great teacher of ssthetics. They are bemng,
in one word, contemplated with admiration. And
admiration is the rough and ready name for the



6 THE BEAUTIFUL

mood, however transient, for the emotion, how-
ever faint, wherewith we greet whatever makes us
contemplate, hecause contemplation happens to
give satisfaction The satisfaction may be a mere
skeleton of the ““ I'd rather than not”’ description ,
or 1t may be a massive alteration in our being,
radiating far beyond the present, evoking from
the past similar conditions to corroborate 1t ; storing
itself up for the future, penctrating, like the joy
of a fine day, mto our animal spirits, alterg pulse,
breath, gait, glance and demeanour, and trans-
figuring our whole momentary outlook on bhfe.
But, superficial or overwhelming, this kind of satis-
faction connected with the word Beauvtiful 1s always
of the Contemplative order.

And upon the fact we have thus formulated
depend, as wo shall see, most of the other facts
and formule of our subject

This essentially unpractical attitude accompanying
the use of the word Beautiful has led metaphysical
m-theticians to two famous, and 1 think, quite mis-
leading theories The first of these defines msthetic
appreciation as dwsinterested anferest, gratuitously
identifying self-interest with the practical pursuit
of advantagos we have not yet got, and overlooking
the fact that such appreciation implies enjoyment
and 1s so far the very reverse of disinterested The
second philosophical theory (originally Schiller’s,
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and revived by Herbert Spencer) takes advantage
of the non-practical attitude connected with the
word Beautiful to define art and its enjoyment as
a kind of play Now although leisure and freedom
from cares are necessary both for play and for
ssthetic approciation, the latter differs essentially
from the former by 1ts contemplative nature. For
although 1t may be possible to watch other people
playing football or chess or bridge m a purely con-
templative spirit and with the deepest admiration,
even as the engincer or surgeon may contemplate
the perfections of a machme or an operation, yet
the concentration on the aim and the next moves
constitutes on the part of the players themselves
an emmently practical state of mind, one diametri-
cally opposed to contemplation, as I hope to make
evident 1 the next scction.



CHAPTER 11

CONTEMPLATIVE SATISFACTION

Wz have thus defined the word Beautiful as implymg
an attitude of contemplative satsfaction, marked
by a feehng, sometimes amounting to an emotwon,
of admiration, and so far contrasted 1t with the
practical attitude impled by the word good But
we require to know more about the distinctive
peculianties of contemplation as such, by which,
moreover, 1t 18 distinguished not merely from the
practical attitude, but also from the scientafic one

Let us get some rough and ready notions on this
subject by watching the behaviour and listening to
the remarks of three imagmmary wayfarers in front
of a view, which they severally consider in the
practical, the scientific and the @sthetic manner,
The view was from a hll-top in the neighbourhood
of Rome or of Edinburgh, whichever the Reader
can best realise, and in 1ts presence the three
travellers halted and remamned for a moment
absorbed each mm lus thoughts

“ It will take us a couple of hours to get home on
foot ”—began one of the three. ‘ We might have

been back for tea-time if only there had been a
8
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tram and a funicular. And that makes me think :
Why not start a joint-stock company to bwuild them ?
There must be water-power i these hills; the
hill people could keep cows and send milk and butter
to town Also houses could be built for people
whose work takes them to town, but who want good
air for thewr children; the hire-purchase system,
you know It might prove a godsend and a capital
investment, though I suppose some people would
say 1t spoilt the view The 1dea 13 quite a good
one. I shall get an expert—— "

“ These hills,” put in the second man—* are said
to be part of an ancient volcano. I don’t know
whether that theory 18 true! It would be interesting
to examine whether the summits have been ground
down 1n places by 1ce, and whether there are traces
of volcamic action at different geological epochs ;
the plain, I suppose, has been under the sea at no
very distant period It 18 also wnteresting to notice,
as we can up here, how the situation of the town
18 explamned by the niver affording easier shipping
on a coast poor in natural bharbours, moreover,
this has been the nevitable meeting-place of sea-
faring and pastoral populations These investiga-
tions would prove, as I smd, remarkably full of
mterest

“1 wish "—complained the third wayfarer, but
probably only to himself—* T wish these men would
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hold their tongues and let one enjoy this exqusite
place without diverting one’s attention to what
maght be done or to how it all came about. They
don’t seem to feel how beautsful it all 18” And
he concentrated himself on contemplation of the
landscape, his delight brought home by a stab of
reluctance to leave

Meanwhile one of bi» companions fell to wondering
whether there really was sufficient pasture for dairy-
farming and water-power for both tramway and
funicular, and where the necessary capital could
be borrowed , and the other one hunted about for
marks of stratification and upheaval, and ransacked
his memory for historical data about the various
tribes originally imhabiting that country

“T1 suppose you’re a pamter and regretting you
haven't brought your sketching materials 2’ sard
the scientific man, always interested in the causes
of phenomena, even such trifing ones as a man
remaining quiet before a landscape

“I reckon you are one of those literary fellows,
and are planning out where you can use up a descrip-
tion of this place ”—corrected the rapid insight of
the practical man, accustomed to weigh people’s
motives 1n case they may be turned to use

“1 am mot a pamter, and I'm not a wnter ”
—exclaimed the third traveller, “and I thank
Heaven I'm not! For if I were I might be trying
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to engineer a picture or to match adjectives, instead
of merely enjoying all this beauty. Not but that
I should hike to have a sketch or a few words of
description for when I've turned my back upon 1t
And Heaven help me, I really beheve that when
we are all back 1n London I may be quite glad to
hear you two talking about your tramway-funicular
company and your volcanic and glacial action,
because your talk will evoke im my mind the re-
membrance of this place and moment which you
have done your best to spoil for me -—"

“ That’s what 1t 18 to be aesthetic ”"—said the two
almost 1n the same breath.

“ And that, I suppose’—answered the thud
with some anmmosity—° 1 what you mean by being
practical or scientific.”

Now the attitude of mind of the practical man
and of the man of science, though differing so
obviously from one another (the first bent upon
producing new and advantageous s esults, the second
examining, without thought of advantage, nto
possible causes), both differed mn the same way from
the attitude of the man who was merely contemplat.-
mg what he called the beauty of the scene They
were, as he complained, thinking of what maght
be done and of how it had all come about. That 1s
to say they were both thimking away from that
landscape. The scientafic man actually turned his
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back to it 1n examining first one rock, then another.
The practical man must bhave looked both at the
plain in front and at the hill he was on, since he
judged that there was pasture and water-power, and
that the steepness required supplementing the
tramway by a funmicular But besides the different
items of landscape, and the same items under
different angles, which were thus offered to these
two men’s bodily eyes, there was a far greater variety,
and rapider succession of items and perspectives
presented to the eyes of their spint . the practical
man’s mental eye seeing not only the hills, plain,
and town with details not co-existing in perspective
or even In time, but tram-lines and fumculars in
various stages of progress, dairy-products, pasture,
houses, dynamos, waterfalls, offices, advertisements,
cheques, etc, etc, and the scientific man’s mner
vision glancing with equal speed from volcanoces
to 1cc-caps and seas 1n various stages of geological
existence, besides minerals under the microscope,
mhabitants 1w prehistoric or classic garb, let alone
probably pages of books and mteriors of hbrares.
Moreover, most, 1if not all these mental images
(blocking out from attention the really existing
landscape) could be called 1mages only by courtesy,
swished over by the mental eye as by an express
tram, only just enough seen to know what 1t was,
or perhaps nothing seen at all, mere words filing
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up gaps in the chain of thought. So that what
satisfaction there might be in the case was not due
to these rapidly scampered through items, but to
the very fact of getting to the next one, and to a
looming, dominating goal, an ultimate desired
result, to wit, pounds, shillings, and pence 1n the one
case, and a coherent explanation in the other In
both cases equally there was a kaleidoscopic and
cinematographic - succession of aspects, but of
aspects of which only one detail perhaps was noticed.
Or, more strictly speaking, there was no interest
whatever in aspects as such, but only in the possi-
bilities of action which these aspects i1mpled ;
whether actions future and personally profitable,
hke buldirg tram-lnes and floating jomnt-stock
companies, or actions mainly past and quite im-
personally mteresting, hike those of extinct volcanoes
or prelistoric civilisations.

Now let us examne the mental attitude of the
third man, whom the two others had first mistaken
for an artist or wnter, and then dismissed as an
sesthetic person.



CHAPTER III

ASPECTS VERSUS THINGS

Having settled upon a particular pomnt of view as
the one he Iiked best, he remained there in contempla-
tion of the aspect 1t afforded him  Had he descended
another twenty mnutes, or looked through power-
ful glasses, he would have seen the plain below as
a juxtaposition of emerald green, raw Sienna, and
pale yellow, whereas, at the distance where he chose
to remawn, 1ts colours fused imto indescribably
lovely hlacs and russets Had he moved freely
about he would have become aware that a fanhke
arrangement of sharply convergent Lines, tempting
his eye to run rapidly mto their vamnous angles,
must be thought of as a chessboard of dikes, hedges,
and roads, dull as if drawn with a ruler on a slate
Also that the foothills, mmstead of formimg a monu-
mental mass with the mountains behind them, lay
m a totally different plane and distracted the
attention by their aggressive projection. While,
as 1f to spoll the aspect still more, he would have
been forced to recogmse (as Ruskin explamns by
his drawing of the cottage roof and the Matterhorn
peak) that the exquisitely phrased skyline of the
1
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furthermost hills, picked up at rhythmical intervals
into sharp crests, dropping down merely to rush
up again in long concave curves, was merely an 1illu-
ston of perspective, nearer lines seeming higher and
further ones lower, let alone that from a balloon
you would see only flattened mounds. But to how
things might look from a balloon, or under a micro-
scope, that man did not give one thought, any more
than to how they might look after a hundred years
of tramways and funiculars or how they had looked
before thousands of years of volcanic and glacial
action He was satisfied with the wonderfully
harmonised scheme of light and colour, the pattern
(more and more detailed, more and more co-ordinated
with every additional exploring glance) of keenly
thrusting, delicately yielding lines, meeting as
purposefully as if they had all been alive and execut-
1ng some great, mtricate dance He did not concern
himself whether what he was looking at was an
aggregate of things , still less what might be these
things’ other properties He was not concerned
with things at all, but only with a particular appear-
ance (ha did not care whether 1t answered to reality),
only with one (he did not want to know whether
there might be any other) aspect

For, odd as 1t may sound, a Thing 15 both much
more and much less than an Aspect Much more,
because & Thing really means not only qualties of
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its own and reactions of ours which are actual and
present, but a far greater number and variety
thereof which are potential Much less, on the other
hand, because of these potential qualities and reac-
tions constituting a Thing only a mimmum need be
thought of at any given time; instead of which,
an aspect 18 all there, i1ts qualties closely inter-
pendent, and our reactions entirely taken up 1in
connecting them as whole and parts A rose, for
instance, 18 not merely a certamn assemblage of curves
and straight Ines and colours, seen as the painter
sees 1t, at a certamn angle, petals masking part ot
stem, leaf protruding above bud 1t 18 the possi-
bility of other combinations of shapes, mncluding
those seen when the rose (or the person looking)
18 placed head downwards Sumilarly 1t 18 the
possibility of certain sensations of resistance, soft-
ness, moisture, pricking if we attempt to grasp 1t,
of a certaan fragrance if we breathe in the air,
It 18 the possibibty of turning into a particular
fruit, with the possibihty of our finding that fruit
bitter and non-edible, of bewg developed from
cuttings, pressed in a book, made a present of or
cultivated for lucre Only one of these groups of
possibilities may occupy our thoughts, the rest not
glanced at, or only glanced at subsequently, but
if, on trial, any of these grouped possibilities disap-
point us, we decide that this 1s not a real rose, but
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a paper rose, or a paimnted one, or no rose at all,
but some other thing. For, so far as our conscious-
ness is concerned, things are merely groups of
actual and potential reactions on our own part,
that is to say of expectations which experience
has linked together in more or less stable groups.
The practical man and the man of science in my
fable, were both of them dealng with Things:
passing from one group of potential reaction to
another, hurrying here, dallying there, till of the
actual aspect of the landscape there remained
nothing 1n their thoughts, trams and fumculars in
the future, volcanoes and 1cecaps in the past, having
entirely altered all that; only the material con-
stituents and the geographical locality remaining
as the unshifted 1tem n those much pulled about
bundles of thoughts of possibilities.

Every thing may have a great number of very
different Aspects, and some of these Aspects may
invite contemplation, as that landscape invited
the third man to contemplate 1t, while other
aspects (say the same place AFTER a proper course
of tramways and fumculars and semi-detached
residences, or before the needful volcanic and glacial
action) may be such as are dismissed o1 slurred as
fast as possible. Indeed, with the exception of a
very few cubes not in themselves especially attractive,
I cannot remember any things which do not present
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quite as many displeasing aspects as pleasing ones.
The most beautiful bwlding is not beautiful if stood
onits head ; the most beautiful picture 1s not beauti-
ful looked at through a microscope or from too far
off, the most beautiful melody is not beautiful
if begun at the wrong end . Here the Reader
may interrupt  What nonsense! Of course the
bullding 7s a bwlding only when right side up;
the picture 18n’t a picture any longer under a micro-
scope ; the melody sn’t a melody except begun
at the beginning ”—all which means that when
we speak of a bulding, a picture, or a melody, we
are already imphoeitly speaking, no longer of a
Thing, but of one of the possible Aspects of a thing ;
and that when we say that a thing 1s beautrful, we mean
that 1t affords one or more aspects which we contemplate
with satwsfaction. But if a beautrful mountain or a
beautiful woman could only be contemplated, 1f the
mountamn could not also be climbed or tunnolled,
if the woman could not also get married, bear
children and have (or not have ') a vote, we should
say that the mountamn and the woman were not
real things. Hence we come to the conclusion,
paradoxical only as long as we fail to define what
we are talking about, that what we contemplate as
beauteiful is an Aspect of a Thing, but never a Thing
tiself. In other words - Beautiful is an adjective
apphcable to Aspects not to Things, or to Things only,
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masmuch as we consider them as possessing (among
other potentialities) beautiful Aspects So that we
can now formulate: The word beautiful mphes
the satwsfaction derwed from the contemplation not
of things but of aspects

This sumnung up has brought us to the very core
of our subject, and I should wish the Reader to
get 1t by heart, until he grow famiharsed therewith
1n the course of our further examinations Before
proceeding upon these, I would, however, ask him
to reflect how this last formula of ours bears upon
the old, scenungly endless, squabble as to whether
or not beauty has anything to do with trath, and
whether art, as certain moralists contend, 15 a school
of lying  For true or false1s a judgment of existence ,
1t refers to Things , 1t imphes that besides the quahtics
and reactions shown or described, our further action
or analysis will call forth certain other groups of
qualities and reactions constituting the thing which
18 sad fo exsst. But aspects, in the case m which
1 have used that word, are what thoy are and do
not necessattly 1mply anything beyond their own
pecubianties The words true or false can be apphed
to them only with the meaning of aspects Lruly
erwsting or not truly existing, ve aspects of which
1t 18 true or not to say that they erist  But as to an
aspect being true or false in the sense of musleading,
that question refers not to the aspect itself, but to
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the THING of which the aspect 18 taken as a part
and a sign Now the contemplation of the mere
aspect, the beauty (or ughness) of the aspect, does
not 1tself necessitate or imply any such reference
to a thing Our contemplation of the beauty of a
statue representing a Centaur may mdeed be dis-
turbed by the reflexion that a creature with two
sets of lungs and digesiive organs would be a monster
and not likely to grow to the age of having a beard.
But this disturbing thought need not take place.
And when 1t takes place 1t is not part of our con-
templation of the aspect of that statue , 1t 15, on the
contrary, outside 1t, an excursion away from 1t
due to our imveterate (and very necessary) habit of
interrupting the contemaplation of Aspects by the
thinking and testing of Things The Aspect never
impled the existence of a Thing beyond 1tself;
it did not affirm that anyvthing was true, 1 e that
anything could or would happen besides the fact
of our contemplation In other words the formula
that beautiful ws an adjective applying only to aspects,
shows us that art can be truthful or untruthful
only 1n so far as art (as 15 often the case) delibcrately
sets to making statemonts about the existence and
nature of Things It Art says “ Coentaurs can be
born and grow up to man’s estate with two sets
of respiratory and digestive organs ’—then Art is
telling hes. Only, before accusing 1t of being a liar,
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better make sure that the statement about the
possibility of centaurs has been intended by the
Art, and not merely read mto 1t by ourselves.

But more of this when we come to the examination
of Subject and Form.



CHAPTER IV

SENSATIONS

In the contemplation of the Aspect before him,
wbat gave that cesthetic man the most immediate
and undoubted pleasure was 1ts colour, or, more
correctly spealking, its colours. Psycho-Physiol-
ozists bave not yet told us why colours, taken
singly and apart from theiwr juxtaposition, should
possess 8o extraordinaiy a power over what used to
be called our amimal spirits, and through them over
our moods, and we can only guess from analogy
with what 15 observed in plants, as well as from
the nature of the phenomenon 1tself, that various
kinds of luminous stimulation must bave some
deep chemical repercussion throughout the human
organism, The same apples, though m lesser
degree, to sounds, quite ndependent of thewr
juxtaposition as melodies and harmomes. As there
are colours which feel, 7.e. make us feel, more or
less warm or cool, colours which are refreshing or
stifing, depressing or exhilarating quite independent
of any associations, so also there are qualities of
sound which enliven us like the blare of the trumpet,

or harrow us hke the quaver of the accordion.
22
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Similarly with regard to immediacy of effect the
first chords of an organ will change our whole mode
of being like the change of ight and colour on first
entering a church, although the music which that
organ 18 playing may, after a few seconds of hstening,
bore us beyond endurance; and the architecture ot
that church, once we begin to take stock of 1t,
entirely dispel that first impression made by the
church’s ight and colour. Tt 18 on account of this
doubtless physiological power of colour and sound,
this way which they have of invading and subjugat-
ing us with or without our consent and long before our
conscious co-operation, that the Man-on-the-Hill’s
pleasure in the aspect before him was, as I have
gaid, first of all, pleasute in colour Also, because
pleasure in colour, ke pleasure in mere sound-
quality or tumbre, is accessible to people who never
go any further in their ssthetic preference Children,
as every one knows, are sensitive to colours,
long before they show the faintest sensitiveness for
shapes. And the timbre of a perfect voice in a
simgle long note or shake used to bring the house
down in the days of our grandparents, just as the
subtle orchestral blendings of Wagner entrance
hearers incapable of distinguishing the notes of a
chord and sometimes even incapable of following
a modulation.

The Man on the Hill, therefore, received immediate
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pleasure from the colours of the landscape. Received
pleasure, rather than ook 1t, since colours, like smells,
seem, as I have said, to invade us, and insist upon
pleasing whether we want to be pleased or not. In
this meanmng of the word we may be said to be
passize to sound and colour quality : our share in
the effects of these scnsations, as 1n the effect of
agreeable temperatures, contacts and tastes, is a
question of bodily and mental refiexes in which our
conscions activity, our voluntary attention, play
no part we are not doiwng, but done to by those
stimulations from without, and the pleasure or
displeasure which they set up in us is therefore
one which we receive, as distingmished from one which
we tfake

Before passing on to the pleasure which the Man
on the Hil did take, as distingmshed from thus
passively recerving, from the aspect before him,
before investigating into the activities to which thig
other kind of pleasure, pleasure taken, not received,
is due, we must dwell a hittle longer on the colours
which delighted him, and upon the importance or
ummportance of those colours with regard to that
Aspect he was contemplating.

These colours — particularly a certain rain-
washed blue, a pale hlac and a faded russet—gave
hmm, as I said, immediate and massive pleasure
hke that of certain dehcious tastes and smells,
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indeed anyone who had watched him attentively
might have noticed that he was making rather the
same face as a person rolling, as Meredith says, a
fine vintage against his palate, or drawing in deeper
draughts of exquisitely scented air, he himself, if
not too engaged in looking, might have noticed the
accompanying sensations i his mouth. throat and
nostrils, all of which, his only active response to
the colour, was merely the atlempt to receive more
of the already received sensation But this pleasure
which he received from the mere colours of the land-
scape was the same pleasure which they would have
given him if he had met them mm so many skeins
of slk, the more complex pleasure due to their
juxtaposition, was the pleasure he might have had
if those skeins, mnstead of beirg on separate leaves
of a pattern-book, had been lying tangled together
in an untidy work-basket He might then probably
have said, “ Those are exactly the colours, and
in much the same combination, as in that landscape
we saw such and such a day, at such and sucb a
season and hour, from the top of that hill.” But
he would never have said (or been crazy if he had)
‘“ Those skeins of silk ARE the landscape we saw in
that particular place and on that particular ocea-
sion ” Now the odd thing 18 that he would have
used that precise form of words, “that 1s the
landscape,” etc etc., 1f you had shown him a pencil
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drawing or a photograph taken from that particular
place and point of view, And similarly if you had
made him look through stained glass which changed
the pale blue, pale hlac and faded russet into
emerald green and blood red. He would have
exclaimed at the loss of those exquisite colours
when you showed lim the monochrome, and perhaps
have sworn tbat all his pleasure was spoilt when
you forced him to look through that atiocious glass
But he would have identified the aspect as the one
he had seen before, just as even the least musical
person would identity * God save the King ** whether
played with three sharps on the flute or with four
flats on the trombone

There 18 therefore mm an Aspect something over
and above the quality of the colours (or in a ptece
of music, of the sounds) m which that aspect 1s,
at any particular moment, embodied for your senses,
something which can be detached from the particular
ocolours or sounds and re-embodied 1n other colours
or sounds, existing meanwhile 1n a curious potential
schematic condifion mn our memory. That some-
thing 18 Shape.

It 18 Shape which we contemplate; and it is only
because they enter mto shapes that colours and
sounds, as distinguished from temperatures, textures,
tastes and smells, can be said to be contemplated
at all. Indeed if we apply to single isolated colour-
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or sound-qualities (that blue or russet, or the mere
timbre of a voice or an orchestra) the adjective
beautiful while we express our Iiking for smells,
tastes, temperatures and textures merely by the
adjectives agreeable, delicious, this difference in our
speech 18 doubtless due to the fact that colours or
sounds are more often than not connected each
with other colours or other sounds mto & Shape and
thereby become subject to contemplation more
frequently than temperatures, textures, smells and
tastes which cannot themselves be grouped into
shapes, and are thereforc objects of contemplation
only when associated with colours and sounds, as
for instance, the smell of burning weeds 1n a descrip-
tion of autumnal sights, or the cool wetness of a
grotto 1n the perception of its darkness and 1ts
murmur of waters.

On dismissing the practical and the scientific
man because they were thinking away from aspects
to things, 1 attempted to wuventory the aspect in
whose contemplation their @sthetic companion had
remained absorbed. There weie the colours, that
dehcious recently-washed blue, that hilac and russet,
which gave the man his immediate shock of passive
and (as much as smell and taste) bodily pleasure
But besides these my inventory contained another
kind of item . what I doseribed as a fan-like arrange-
ment of sharply convergent lines and an exquisitely
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phrased sky-hne of mlls, picked up at rhythmical
intervals into sharp crests and dropping down
merely to rush up agamn i long rapid concave
curves And besides®ml] this, there was the outline
of a distant mountain, rising flamelike against the
sky. It was all these items made up of lnes (sky-
hne, outlne, and lnes of perspective!) which
remained unchanged when the colours were utterly
changed by looking through stamned glass, and un-
changed also when the colouring was reduced to
the barest monochrome of a photograph or a pencil
drawing , nay remained tho same despite all changes
of scale m that almo<t colourless presentment of
themm Those items of the aspect were, as we all
know, Shapes. And with altered colours, and
colours dimimshed to just enough for each line to
detach 1tself from 1ts ground, those Shapes could
be contemplated and called beautiful



CHAPTER V
PERCEPTION OF RELATIONS

Way should this be the case ? Briefly, because
colours (and sounds) as such are forced upon us by
external stimulation of our organs of sight and
hearing, neither more nor less than various tempera-
tures, textures, tastes and smells are forced upon
us from without through the nervous and cerebral
mechamsm connected with our skin, muscle, palate
and nose. Whereas shapes instead of being thus
nilly wally seen or heard, are, at least until we know
them, looked at or histened to, that 18 to say taken wn
or grasped, by mental and bodily activities which
meet, but may also refuse to meet, those sense
stimulations Moreover, because these mental and
bodily activilies, bemng our own, can be rehearsed
1n what we call our memory without the repetition
of the sensory stimulations which origmally started
them, and even in the presence of different ones.
In terms of mental science, colour and sound,
hke temperature, texture, taste and smell, are
sensations, while shape 13, i the most complete
sense, a perception. This distinction between sensa~
tion and perception is a technicality of psychology ;
29
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but upon it rests the whole question why shapes
can be contemplated and afford the satisfaction
connected with the word beautiful, while colours
and sounds, except as grouped or groupable into
shapes, cannot Moreover this distinction will
prepare us for understanding the main fact of all
psychological =msthetics namely that the satisfac-
tion or the dissatisfaction which we get from shapes
18 satisfaction or dissatisfaction in what are, directly
or mdirectly, activities of our own

Etymologically and hterally, perception means
the act of grasping or taking 1n, and also the result
of that action But when we thus percewe a shape,
what 15 1t precisely that we grasp or take m ? At
first 1t might seem to be the sensations in which that
form 18 embodied But a moment’s reflection will
show that this cannotl be the case, since the sensations
are furmshed us simply without our performing
any act of perception, thrust on us from outside,
and, unless our sensory appalatus and its correlated
brain centre woere out of order, received by us
passively, nilly willy, the Man on the Hill bemng
mvaded by the sense of that blue, that hlac and that
russet exactly as he mught have been invaded by
the smell of the hay 1n the fields below. No what
we grasp o1 take 1n thus actively are not the sensa-
tions themselves, but the selations between these
sensations, and 1t is of these relations, more truly
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than of the sensations themselves, that a shape s,
i the most literal sense, made up And it is this
making up of shapes, this graspmng or taking in of
their conatituent relations, which is an active
process on our part, and one which we can erther
perform or not perform  When, nstead of merely
seeing a colour, we look at a shape, our eye ceases
to be merely passive to the action of the various
Light-waves, and becomes active, and active in a
more or less compheated way , turning its differently
sensitive portions to meet or avoid the stimulus,
adjusting 1ts focus hke that of an opera glass, and
hike an opera glass, turming 1t to the right or left,
higher or lower.

Moreover, except in dealing with very small
surfaces, our eye moves about in our head and
moves our head, and sometimes our whole body,
along with 1t An analogous active process un-
doubtedly distinguishes lisfensng from mere kearing ,
and although psycho-physiology scems still at a
loss for the precise adjustments of the nner ear
corresponding to the mmute adjustments of the eye,
1t 18 generally recognised that auditive attention
18 accompanmed by adjustments of the vocal parts,
or preparations for such adjustments, which account
for the mmpression of fellowing a sequence of notes
as we follow the appearance of colours and hght,
but as we do not follow, in the sense of connecting
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by our activity, consecutive sensations of taste or
smell. Besides such obvious or presumable bodily
activities requisite for looking and lstening as
distingmshed from mere seemng and hearing, there
is moreover 1n all perception of shape, as in all
grasping of meaning, a mental activity involving
what are called attention and memory. A primer
of @sthetics 1s no place for expounding any of the
vattous psychological definitions of either of these,
let us call them, faculties Besides I should prefer
that these pages deal only with such mental facts
as can be found m the Reader’s everyday (however
unnoticed) experience, instead of requiring for their
detection the artificial conditions of specialised
introspection or laboratory expennment So I shall
give to those much fought over words aftention
and memory merely the rough and ready meanmg
with which we ate famibar in everyday language,
and only beg the Reader to notice that, whatever
psychologists may eventually prove or disprove
attention and memory to be, these two, let us un-
scientifically call them faculties, are what chiefly
distinguishes perception from sensation. For -
stance, in grasping or taking stock of a visible
or an audible shape we are doing something with
our attention, or our attention s doing something
m us. a travelling about, a returming to starting
pownts, a summing up. And a travelling about
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not merely between what is given simultaneously
i the present, but, even more, between what has
been given in an immediately prozimate past,
and what we expect to he given in an 1mmediately
proximate future; both of which, the past which
is put belund us as past, and the past which is
projected forwards as future, necessitate the activity
of memory There 18 an adjustment of our feelings
as well as our muscles not merely to the present
sensation, but to the future one, and a buzz of con-
tinuing adjustment to the past. There 18 a holding
over and a holding on, a reacting backwards and
forwards of our attention, and quite a hittle drama,
of expectation, fulfilment and disappointment, or
as psychologists call them, of tenmons and relaxa-
tions  And this httle drama involved in all look-
ing or hstemng, particularly in all taking stock of
visible or audible (and I may add ntellectual or
verbal) shape, has 1ts appropriate accompaniment of
emotional changes . the ease or difficulty of under-
standing producing feelings of victory or defeat
which we shall deal with later. And although the
various perceptive activities remain unnoticed in
themselves (so long as easy and uninterrupted),
we become aware of a lapse, a gap, whenever our
mind’s eye (if not our bodily one ') neglects to sweep
from sde to side of a geometrical figure, or from
centre to circumference, or again whenever our
c
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mind’s ear omits following from some particular
note to another, just as when we fall asleep for a
second during a lecture or sermon. we have,
common parlance, missed the hang of some detail
or passage What we have missed, in that lapse
of attention, is a relation, the length and direction
of a lne, or the span of a musical interval, or, in
the case of words, the references of noun and verb,
the co-ordination of tenses of a verb And 1t is
such relations, more or less intricate and hierarchic,
which transform what would otherwise be meaning-
less juxtapositions or sequences of sensations into
the significant entities which can be remembered
and recognised even when their constituent sensa-
tions are completely altered, namely shapes To
our previous formula that beaufiful denotes satisfac-
tion in contemplating an aspect, we can now add
that an aspect consists of sensations grouped together
mto relations by our active, our remembering and
foreseeing, perception



CHAPTER VI

ELEMENTS OF SHAPE

LET us now examine some of these relations, not
in the genealogical or hierarchic order assigned to
them by expermmental psychology, but in so far
as they constitute the elements of shape, and more
especially as thoy illusirate the general principle
which 1 want to impress on the Reader, namely :
That the perception of Shape depends primarly
upon movements which we make, and the measure-
ments and comparisons which we mstitute.

And first we must examine mere exlension as such,
which distinguishes our active dealings with visual
and audible sensations from our passive reception
of the sensations of taste and smell  For while in the
case of the latter a succession of similar stimulations
affects us as ““ more taste of strawberry ” or * more
smell of rose” when imiermittent, or as a vague
* there 18 a strong or faint taste of strawberry ** and a
“there 18 a smell of lemon flower ”—when continuous ;
our organ of sight being mobile, reports not * more
black on white ” but ¢ 80 many inches of black line
on a white ground,” that is to say reports a certain

extension answering to its own movement. This
35
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quality of extension exists also in our sound-
perceptions, although the explanation is less evident.
Notes do not indeed exist (but only sounding bodies
and air-vibrations) in the space which we call
“ real "’ because our eye and our locomotion coincide
mn their accounts of 1t ; but notes are experienced,
that 18 thought and felt, as existing in a sort of 1mita-
tion space of their own This “ musical space,”
as M. Dauriac has rightly called 1t, has hmats corre-
sponding with those of our power of hearing or
reproducing notes, and a central region correspond-
ing with our habitual experence of the human
voice; and m this “ musical space” notes are
experienced as moving up and down and with a
centrifugal and centripetal direction, and also as
existing at defimite spans or wntervals from one
another ; all of which probably on account of
presumable muscular adjustments of the inner and
auditive apparatus, as well as obwvious sensations
1n the vocal parts when we ourselves produce, and
often when we merely think of, them In visual
perception the sweep of the glance, that 1s the
adjyustment of the muscles of the mner eye, the
outer eye and of the head, 18 susceptible of being
either interrupted or continuous like any other
muscular process; and 1ts continuity 18 what
unites the mere successive sensations of colour
and hight into a unity of extension, so that the
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same successive colour-and-hght-sensations can be
experienced either as one extension, or as two or
more, according as the glance is continuous or
mterrupted ; the eye’s sweep, when not excessive,
tending to continuity unless a new direction requires
a new muscular adjustment  And, except in the case
of an extension exceeding any single movement
of eye and head, a new adjustment answers to
what we call a change of dwrechion  Extension
therefore, as we have forestalled with regard to
sound, has various modes, corresponding to some-
thing belonging to ourselves a maddle, answering to
the middle not of our field of vision, since that 1tself
can be raised or lowerced by a movement of the head,
but to the middle of our body, and an above and
below, a rght and a left referable to our body also,
or rather to the adjustments made by eye and head
in the attempt to see our own extremities , for, as
every prumer of psychology will teach you, mere
sight and 1ts muscular adjustments account only
for the dunensions of height (up and down) and
of breadth (right and left) while tho third or cubic
dimension of depth 15 a highly complex result of
locomotion i which I iclude prehension And
masmuch as we are dealing with aspects and not
with things, wo have as yot nothing to do with this
cubic or third dimension, but are confining ourselves
to the two dimensions of extension in height and
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breadth, which are sufficient for the existence, the
identity, or more correctly the gquiddily, of visible
shapes

Such a shape 1s therefore, primanly, a series of
longer or shorter exfensions, given by a separate
glance towards, or away from, our own centre or
extremitics, and at some definite angle to our own
axis and to the ground on which we stand But
these acts of extension and onentation cease to be
thought of as measured and orientated, and indeed
as accomplished, by ourselves, and are translated
mmto objective terms whenever our attention 1s
turned outwards thus we say that each line 18 of
a given longth and divection, so or so much off the
horizontal or vertical

So far we havo ostabhshed relations only to
ourselves  We now compare the acts of extension
ono agamnst the other, and wo also measure the
adjustment requisite to pass from one to anothor,
continuing to refer them all to our own axis and
contre , 1 everyday specch, we perceive that the
various lines are simelar and dissunilar 1 length,
direction and orientation  We compare ; and com-
parmmg we combine them i the unity of our
mtention thought of together they are thought
of as belonging together Meanwhile the process
of such comparnson of the relation of each lne
with us to the analogous relation to us of its
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fellows, produces yet further acts of measurement
and comparison. For in going from one of our hnes
to another we become aware of the presence of—how
shall T express 1t ?—well of a nothing between them,
what we call blank space, because we experience a
blunk of the particular sensations, say red and black,
with which we are engaged 1n those ines. Between
the red and black sensations of the hnes we are
looking at, there will be a possibility of other
colour sensations, say the white of the paper, and
these whito sensations we shall duly receive, for,
except by shutting our eyes, we could not
avoid receiving them But though reccived these
white sensations will not be attended to, because
they are not what we are busied with We shall he
passive towards the white sensations while we are
active towards the black and red ones, we shall
not measure the white, not sweep our glance along
it as we do along the red and the black And as
celeris paribus our tense awareness of active states
always throws imnto msigmificance a passive state
sandwiched beitween them , so, bent as we are upon
our red and black extensions, and their comparative
lengths and directions, we shall treat the uninterest-
mg white extensions as a blank, a gap, as that which
separates the objects of our active interest, and
takes what existence 1t has for our mmd only from
1ts relation of separating those interesting actively
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measured and compared lines Thus the difference
between our active perception and our merely passive
sensation accounts for the fact that every visible
shape 18 composed of lines (or bands) measured and
compared with reference to our own ocular adjust-
ments and our axis and centre, lines existing, as
we express it, 1n blank space, that 18 to say space
not similarly measurcd, lnes, moreover, enclosing
between each other more of this blank space, which
18 not measured in 1tself but subjected to the measure-
ment of 1ts enclosing lines And similarly, every
audible Shape consists not merely of sounds enclosing
sulence, but of heard tones between which we are
aware of the intervening blank wnierval which maght
have been occupied by the intermediary tones and
semitones In other words, visible and audible
Shape 1s composed of alternations between aclive,
that 13 mowmng, measuring, referring, comparing,
attention, and passwe, that 1s comparatively
sluggish reception of mere sensation,

This fact mmplies another and very mmportant
one, which I have indeed already hinted at If
percerving shape means comparnng hnes (they may
be bands, but we will call them lines), and the hnes
are measured only by consecutive eye movements,
then the act of comparison ewidently includes
the co-operation, however infimtesimally brief, of
memory The two halves of this cluppendale
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chair-back exist simultaneously in front of my
eyes, but I cannot take stock simultaneously of the
lengths and orientation of the curves to the right
and the curves of the left. I must hold over
the image of one half, and unite it, somewhere 1n
what we call “ the nmund "—with the other, nay,
I must do this even with the separate curves con-
stituting the patterns each of which 18 measured
by a sweep of the glance, even as I should measure
them successively by applymmg a tape and then
remembering and comparing their various lengths,
although the ocular process may stand to the tape-
process as a munute of our time to several hundreds
of years This comes to saymng that the perception
of visiblo shapes, even like that of audible ones,
takes place wn fume, and requires therefors the
co-operation of memory Now memory, paradoxical
as 1t may sound, practically implies erpeciation

the use of the past, to so speak, 1s to become that
visionary thing we call the future Hence, while
we are measuring the extension and direction of
one line, we arc not only remembering the extent
and direction of another previously measured line,
but we are also expecting a sumlar, or somewhat
similar, act of measurement of the nexf hne, even
ag mn * following a melody *’ we not only remember
the proceding tone, but expect the succeeding ones.
Such interplay of present, past and future 18 requsite
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for every kind of meaning, for every unit of thought ;
and among others, of the meaning, the thought,
which we contemplate under the name of shape.
It is on account of this interplay of present, past
and future, that Wundt counts feelings of tension
and relazation among the elements of form-perception.
And the mention of such feelings, 1e rudiments of
emotion, brings us to recogmse that the remembering
and foresceing of our acts of measurement and
orientation constitutes a microscopic psychological
drama—shall we call 1t the drama of the souL
MOLECULES ’—whose first famibar examples are
those two peculiarities of visible and audible shape
callod Symmetry and Rythm.

Both of these niean that a measurement has been
made, and that the degree of 1ts span 1s kept mn
memory to the cxtent of our expecting that the next
act of measurement will be similar  Symmelry exists
quite as much m Twme (hence in shapes made up
of sound-relations) as i Space, and Rythm, which
18 commonly thought of as an especially musical
relation, exists as much 1n Space as in Tvme , because
the perception of shape requires Time and movement
equally whether the relations are between objectavely
co-existent and durable marks on stone or paper,
or between objectively successive and fleeting sound-
waves  Also because, while the single relations
of lines and of sounds require to be ascertained
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successively, the combination of those wvarious
single relations, their relations with one another
as whole and parts, require to be grasped by an
intellectual synthesis; as much 1n the case of notes
as 1 the case of limes. If, 1 either case, we did not
romember the first measurement when we obtained
the second, there would be no perception of shape
however elementary, which 1s the same as saying
that for an utterly oblivious mmd there could be
no relationships, and therefore no meaning In the
cage of Symmetry the relations are not merely the
lengths and directions of the single hnes, that s
to say their relations to ourselves, and the relation
established by companson between these single
hnes, there 18 now also tho relation of both to a
third, 1tself of course related to ourselves, indeed,
as regards visible shape, usually answering to our
own axis The oxpectation which 1s hable to ful-
fillng or balking 1s therefore that of a repetition of
this double relationsbip remembered between the
lengths and directions on one side, by the lengths
and diections on the other, and the repetation of
a common relation to a central item

The case of RyTHM 1s more complex For,
although we usually think of Rythm as a relation of
two 1tems, 1% 18 1 reality a relation of four (or more ),
because what we remember and expect 18 a mixture
of simlanty with dissimianty between lengths,
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directions or impacts. Or Impacrs. For with
Rythm we come to another pomt illustrative of the
fact that all shape-elements depend upon our own
activity and its modes A rythmical arrangement
is not necessarily one between objectively alternated
elements like objectively longer or shorter lines
of a pattern, or objectively higher or lower or longer
and shorter notes Rythm exsts equally where
the objective data, the sense stimulations, are
uniform, as 18 the case with the ticks of a clock
These ticks would be registered as exactly similar
by appropnate instruments But our mind 1s not
such an impassive instrument our mind (whatever
our mind may really be) 1s subject to an alternation
of more and less, of vund and less vived, wmportant
and less wmportant, of strong and weak, and the
objectively sinnlar stimulations from outside, of
sound or colour or lhght, are perceived as vivid
or less vivid, important or less important, accord-
ing to the beat of this mutual alternation with which
they comcide thus the unmiform ticking of the
clock will be perceived by us as a succession m which
the stress, that 1s the importance, 18 thrown upon
the first or the second member of a group, and
the recollection and expectation are thercfore of a
umty of dissmular mmportance We hear sSTRONG-
WEAK , and remembering strong-weak, we make a
new strong-weak out of that objective uniformty.
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Here there is no objective reason for one rythm
more than another ; and we express this by saying
that the tickings of a clock have no mtrinsic form.
For Form, or as I prefer to call it, Shape, although
it exsts only 1n the mind capable of estabhishing
and correlating its constituent relationships, takes
an objective existence when the maternal stimula-
tions from the outer world are such as to force
all normally constituted minds to the same series
and combinations of perceptive acts , a fact which
explains why the artist can transmut the shapes
existing 1 his own mind to the mind of a beholder
or hearer by combining certain objective stimulations,
gay those of pigments on paper or of sound vibra-
t1ons 1n time, so a8 to provoke perceptive activities
similar to those which would, ceteris paribus, have
been provoked m himself if that shape had not
existed first of all only 1in his nuind

A further 1llustration of the principle that shape-
perception 18 a combination of active measurements
and comparsons, and of remembrance and expec-
tations, 18 found m & fact which has very great
importance mn all artistic deahings with shapes. 1
have spoken, for stmplicity’s, sake, as if the patches
of colour on a blank (1e. uninterestiag} ground
along which the glance sweeps, were invanably con-
tiguous and continuous. But these colour patches,
and the sensations they afford us, are just as often,
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discontinuous in the highest degiee ; and the lines
constituting a shape may, as for mstance in con-
stellations, be entirely imagmary. The fact 1s that
what we fecl as a hne is not an objective continuity
of colour-or-lght-patches, but the continuity of our
glance’s sweep which may either accompany this
objecltive continuity or replace 1t Indeed such
imagmary hnes thus established between isolated
colour patches, are sometimes felt as more vividly
existing than real ones, because the glance 18 not
obliged to take stock of their parts, but can rush
freely from extreme pomnt to extreme pommt More-
over not only half the eflectiveness of design, but
more than half the efficiency of practical life, 1s
duc to our establishing such mmagiary lines We
are mevitably and perpetually dividing visual space
(and something of the sort happens also with
“ musical space ”’) by objectively non-existent hnes
answering to our own bodily orientation Every
course, every trajectory, 18 of this sort And every
drawing executed by an artist, every landscape,
offered us by “ Nature,” is felt, because 1t is measured,
with reference to a set of imaginary horizontals or
perpendiculars  While, as I remember the late
Mr G. F Watts showing me, every curve which we
look at 18 felt as being part of an imagmary circle
into which 1t could be prolonged Our sum of
measuring and comparing activities, and also our
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dramas of remembrance and expectation, are there-
fore multipled by these imaginary lines, whether
they connect, constellation-wise, a few 1solated
colour indications, or whether they are established
as standards of reference (horizontals, verticals, etc.)
for other really exmssting lines; or whether agan
they be thought of, like those circles, as wholes of
which objectively perceived series of colour patches
might possibly be parts. In all these cases imaginary
hnes are felt, as exwsting, inasmuch as we feel the
movement by which we bring them mto existence,
and even feel that such a movement might be made
by us when 1t 18 not.

So far, however, 1 have dealt with these imagimary
limes only as an additional proof that shape-percep-
tion 18 an establishment of two dimensional relation-
ships, through our own aclivities, and an active
remembering, foreseeing and combining thereof



CHAPTER VII

FACILITY AND DIFFICULTY OF GRASPING

Or this we get further proof when we proceed to
another and less elementary relationship implied
1in the perception of shape the relation of Whole
and Parts

In deahng with the ground upon which we perceive
our red and black patches to be extended, I have
already pointed out that our operations of measuring
and comparing are not applied to all the patches
of colour which we actually see, but only to such as
we look at; an observation equally appheable to
sounds In other words our attention selects certain
sensations, and hmits to these all that establishing of
relations, all that measuring and comparing, all that
remembering and oxpecting, the other sensations
bemng excluded Now, while whatever 18 thus
merely seen, but not looked at, 18 excluded as so much
blank or otherness, whatever 1s, on the contrary,
tncluded 18 thereby credited with the quality of
belonging, that 1s to say being included, together
And the more the attention alternates between the
measuring of wncluded extensions and directions

and the expectation of equivalent (symmetrcal
48
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or rythmical) extensions or directions or stresses,
the closer will become the relation of these items
included by our attention and the more foreign will
become the excluded otherness from which, as we
feel, they detach themselves. But—by an amusing
paradox—these lines measured and compared by
our attention, are themselves not only excluding
so much otherness or blank , they also tend, so soon
as referred to one another, to include some of this
uninteresting blankness, and 1t 1s across this more
or less completely mcluded blankness that the eye
(and the imagmation !) draw such imaginary lines
ag I have pointed out with reference to the con-
stellations. Thus a circle, say of red palches,
excludes some of the white paper on which it 1s
drawn , but 1t encludes or encloses the rest Place
a red patch somewhere on that enclosed blank ;
our glance and attention will now play not merely
along the red circumference, but to and fro between
the red circumference and the red patch, thereby
estabhshing 1maginary but thoroughly measured
and compared lines between the two Draw a red
lme from the red patch to the red circumference ,
you will begin expecting sumilar lengths on the other
sides of the red patch, and you will become aware
that these imaginary lines arc, or are not, equal,
in other words, that the red patch 18, or 18 not,
equidistant from every pomt of the red circum-
D
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ference. And if the red patch 1s not thus imn the
middle, you will expect, and imagine another
patch which s, and from this wmaginary centre
you will draw imagmary Lnes, that 18 you wall
make by no means imaginary glance-sweops, to the
red circumference Thus you may go on adding
real red hnes and imagmary lines connecting them
with the circumferonce , and the more you do so
the more you will feel that all these real Iines and
inagmary hines and all the blank space which the
latter measure, are connected, or susceptible of
being connected, closer and closer, every occasional
excursion beyond the boundary only bringing you
back with an increased fecling of this interconnexion,
and an mcreased expectation of realismg it 1n further
detarls, But i on one of these glance-fhickings
boyond the ciicumference, your attention is caught
by some colour patch or sories of colour patches
outside of 1t, you will either cease being interested
m the circle and wander away to the new colour
patches , or more probably, try to connect that
outlying colour with the circle and 1ts radn, or
agan failing that, you will “ overlook 1t," us, 1n a
pattern of concentric circles you oveilook a colour
band which, as you express 1t “ has nothmg to do
with 1t,”" that 13 with what yvou are looking at  Or
again listening to Tor if a church-bell mixes its
tones and rythm with that of a sympbony you are
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Listening to, you may try and bring them in, make
a place for them, expect them among the other tones
or rythms Faihng which you will, after a second
or two, cease to notice those bells, cease to hsten to
them, giving all your attention once more to the
sonorous whole whence you have expelled those
ntruders , or else, again, the intrusion will become
an mterruption, and the bells, once lstened fo, will
prevent your hstening adequately to the symphony

Moreover, if the number of extensions, directions,
real or imagmary lines or musical intervals, alterna-
tions of something and nothing, prove too great for
your powers of measurement and comparison,
particularly if 1t all surpass your habitual inwerplay
of recollection and expectation, you will say (as
before an over intricate pattern or a piece of music
of unfarmliar harmonies and rythm) that * you can’t
grasp 1t "—that you ““ miss the hang of 1t~ And
what you will feel 1s that you cannot keep the parts
within the whole, that the boundary vanmshes, that
what has beer mcluded unites with the excluded, in
fact that all shapc wclters into chaos  And as if to
prove once more the truith of our general prmeiple,
you will have a hateful feeling of having boen tnfled
with What has been balked and wasted are all
your various activities of measuling, companng
and co-ordinating , what has heen trnfled with ae
your expectations. And so far from contemplating
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with satisfaction the objective cause of all this
vexation and disappointment, you will avoid con-
templating 1t at all, and explain your avoidance by
calling that chaotic or futile assemblage of lines or
of notes “ ugly”

We seem thua to have got a good way in our
explanation, and indeed the older psychology, for
instance of the late Grant Allen, did not get any
further But to explain why a shape difficult to
perceive should be dishked and called * ugly,” by
no means amounts to explaining why some other
shape should be hked and called ** beautiful,”
particularly as some ugly shapes happen to be far
easier to grasp than some beautiful ones. The
Reader will indeed remember that there is a special
pleasure attached to all overcoming of difficulty,
and to all understanding. But this double pleasure
is shared with form-perception by every other
successful grasping of meaning, and there 18 no
reagon why that pleasure should be repeated in the
one case more than n the other , nor why we should
repeat looking at (which 18 what we mean by con-
templating) a shape once we have grasped it, any
more than we continue to dwell on, to reiterate
the mental processes by which we have worked out
a geometrical proposition or unravelled a meta-
physical crux. The sense of victory ends very soon
after the sense of the difficulty overcome ; the sense
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of illumination ends with the acquisition of a piece
of information ; and we pass on to some new obstacle
and some new riddle. But 1t 18 different n the case
of what we call Beautijul Beaut:ful means satis-
factory for contemplation, e. for reiterated
perception ; and the very essence of contemplative
satisfaction is 1ts desire for such reiteration The
older psychology would perhaps have explained
this reiterative tendency by the pleasurableness of
the sensory elements, the mere colours and sounds
of which the easily perceived shape 18 made up
But this does not explain why, given that other
shapes are made up of equally agreeable sensory
elements, we should not pass on from a once per-
cerved shape or combination of shapes to a new one,
thus obtaining, in addition to the sensory agreeable-
ness of colour or sound, a constantly new output
of that feeling of victory and illumination attendant
on every successful intellectual effort. Or, 1n other
words, seemng that painting and music employ
sensory elements already selected as agreeable, we
ought never to wish to see the same picture twice,
or to continue looking at 1t ; we ought never to wish
to repeat the same piece of music or its separate
phrases , still less to cherish that picture or piece
of music in our memory, going over and over again
as much of its shape as had become our permanent
possession.
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We return therefore to the fact that although
balked perception 18 enough to make us reject a
shape as ugly, 1+ e such that we avoid entering into
contemplation of 1t, easy perception 18 by no means
suffictent to make us cherish a shape as beautrful,
1 e. such that the reiteration of our drama of per-
ception becomes desirable And we shall have to
examine whether there may not be some other factor
of shape-perception wherewith to account for tlus
preferenco of reiterated looking at the same to look-
g at something else,

Meanwhile wo may add to our set of formule
difficulty mn shape-perception makes contemplation
disagrocable and impossible, and hence earns for
aspects the adjective ugly DBut facility 1n percep-
tion, like agreoableness of sensation by no means
suffices for satisfied contemplation, and hence for
the use of the adjective Beautiful.



CHAPTER VIII
SUBJECT AND OBJECT

But beforc proceeding to this additional factor in
shape-perception, namely that of Empathic Inter-
pretation, I require to forestall an objection which
my Rcader has doubtless been making throughout
my last chapters, mote particularly that in clearing
away the ground of this objection 1 shall be able
to lay the toundations of my further edifice of
explanation The objection 18 thus  if the man on
the hill was aware of performing any, let alone all,
of the various operations described as constituting
shape-perception, neither that man nor any other
human being would be able to enjoy the shapes
thus perceived

My answer 1s

When did I say or mmply that he was aware of
doing any of 1t ? It 18 not only possible, but ex-
tremely common, to perform processes without
being aware of performing them The man was not
aware, for mstance, of making eye adjustments and
eye movements, unless indeed his sight was out of
order Yet his eye movements could have been

cinematographed, and his eye adjustments have been
56
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described minutely in a dozen treatises. He was
no more aware of doing any measuring or comparing
than we are aware of doing our digestion or circula-
tion, except when we do them badly. But just as wo
are aware of our digestive and circulatory processes
in the sense of being aware of the ammal spirits
resulting from their adequate performance, so he
was aware of his measuring and comparing, inasmuch
as he was aware that the hne A—B was longer than
the lme C—D, or that the point E was half an mch
to the left of the point F For so long as we are
neither examining nto ourselves, nor called upon to
make a choice between two possible proceedings,
nor forced to do or suffer something difficult or
distressing, mn fact so long as we are attending to
whatever absorbs our attention and not to our
processes of attending, those processes are replaced
in our awareness by the very facts—for instance
the proportions and relations of hnes—resulting
from their activity. That these results should not
resemble their cause, that mental elements (as they
aro called) should appear and disappear, and also
combine nto unaccountable compounds (Browning’s
“pot a third sound, but a star ”’) according as we
attend to them, 18 indeed the besetting dufficulty
of a science carried on by the very processes which
it studies But it 18 so because 1t 18 one of Psy-
chology’s basic facts. And, so far as we are at
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present concerned, this difference between mental
processes and their results is the fact upon which
psychological =sthetics are based And 1t 1s not 1n
order to convert the Man on the Hill to belief in his
own acts of shape-perception, nor even to explain
why he was not aware of them, that I am insisting
upon this point. The principle I have been ex-
pounding, let us call 1t that of the merging of the
perceptwe actinbies of the subject wn the qualities of
the object of perception, explains another and quite
as important mental process which was going on
mn that unsuspecting man

But before proceeding to that I must make it
clearer how that man stood in the matter of aware-
ness of hwmself. He was, indeed, aware of himself
whenever, during his contemplation of that Jandscape,
the thought arose, “ well, I must be going away,
and perhaps I shan’t see this place agamn ”—or
some infinitely abbreviated form, perhaps a mere
sketched out gesture of turning away, accompanied
by a slight feeling of clinging, he couldn’t for the
hfe of him say in what part of his body. He was
at that moment acutely aware that he did not want
to do something which it was optional to do. Or,
if he acquiesced passively in the necessity of going
away, aware that he wanted to come back, or at all
events wanted to carry off as much as possible of
what he had seen. In short he was aware of himself
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either making the effort of tearing himself away,
or, if some other person or mere habit, saved him
this effort, he was aware of himself making another
effort to impress that landscape on s memory,
and aware of a future sclf making an effort to return
to 1t 1 call 1t effort, you may, if you prefer, call
1t WiLL , at all events the man was aware of himself
as nommative of a verb to cling to, (in the future
tense) return to, to choose as against some other
alternatwwe , a8 nominative of a verb brnefly, to
Iike or love And the accusative of these vorbs
would be the landscape But unless the man’s
contemplation was thus shot with similar 1deas of
some action o1 choice of his own, he would express
the mtuation by raying ““ this landscape 15 awfully
beautaful ”

Thie 18 I want you to notico thbe formula,
by which the Jandscape, ceasing to be the accusative
of the man’s looking and thinking, becomes the
nomimative of a verb lo be so-and-so That gram-
matical tiansformation 18 the sign of what I have
designated, in philosophical language, as the merging
of the actwities of the subject 1n the object It takes
place already m the domamn of simple sensation
whenever, instead of saymmg “/ taste or I smell
something mnice or nasty ” we say—‘ this lhing
tastes or smells mice or nasty.”” And I have now
shown you how this tendency to put the cart before
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the horse increases when we pass to the more com-
plex and active processes called perception , turning
“1 measure this hne "—"1 compare these two
angles ” 1nto ““ this line extends from A to B”
—‘“these two angles are equal to two nght
angles.”

But before getting to the final mversion— this
landscape ¢ beaut:iful ” mnstead of “ I hke thms
landscape —there 15 yet another, and far more
curious merging of the subject’s activities mn the
qualities of the object This further putting of the
cart before the hoige (and, you will see, attuhuting
to the cart what only the horse can be doing !) falls
under the head of what German psychologists call
Eunfublung, or ** Infeeling ’—which Prof Titchencr
has translated Empathy Now this new, and com-
paratively newly discovered element in our percep-
tion of shape 15 the one to which, lecaving out of
account the pleasantness of mere colour and sound
sensations as such, we probably owe the bulk of
whatever satwsfaction we connect with the word
Beautiful And I have alrcady given the Reader
an example of such Empathy when I described
the landscape seen by the man on the hill as
consisting of a skyline “ dropping down merely
to rush up agan n rapd concave curves”’ , to
which I might have added that there was also a
plain which extended, a valley which wound along,
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paths which clumbed and roads which followed
the undulations of the land But the best ex-
ample was when 1 said that opposite to the
man there was a distant mountain rsing against
the sky.



CHAPTER IX

EMPATHY

Tur mountarn rises What do we mean when we
employ this form of words? Some mountains,
we are told, have originated in an wpheaval But
even f this particular mountain did, we never
saw 1t and geologists are still disputing about
wow and WHETHER So the rising we are talking
about 1s evidently not that probable or improbable
upheaval. On the other hand all geologists tell us
that every mountain 18 undergoing a steady lowering
through 1ts particles being weathered away and
washed down, and our knowledge of landshps and
avalanches shows us that the mountamn, so far
from rising, 15 descending  Of course we all know
that, objects the Reader, and of course nobody
1magines that the rock and the earth of the mountain
18 msing, or that the mountain 1s getling up or
growing taller! All we mean 18 that the mountain
looks as 1f 1t were rising

The mountain Iooks ' Surely here 13 a case of
putting the cart before the horse No, we cannot
explain the mountain ristng by the mountain

looking, for the only looking in the business is our
61
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looking at the mountam. And it the Reader objects
again that these are all figures of speech, 1 shall
answer that Empathy is what explains why we
employ figures of speech at all, and occasionally
cmploy them, as 1n the case of this 11s1ng mountain,
when we know perfectly well that the figure we have
chosen expresses the exact reverse of tho objective
tiuth, Very well, then, (says the Reader) we will
avoid all figures of speech and say meiely when
we look at the mountan we somehow or other think
of the action of nsing Is that sufficiently hteral
and indisputable ?

So hiteral and indisputable a statement of the case,
I answer, that 1t explams, when we come Lo examine
1t, why we have said that the mountain rises  For
if the Reader remembers my chapter on shape-
pereeplion, he will have no difficulty mn answering
why we <hould have a thought of 1ming when we
look at the mountain, since we cannot look at the
mountam, nor at a lice a tower or anything of
which we simularly say that 1t rises, without hfting
our glance, rawing our cye and probably rawing
our head and neck, all of which 1asi0g and lifting
unrtes mto a general awateness of something rising
The rising of which we arc awate 18 gomng on in us
But, as the Reader will temember also, when we
ate engrossed by sometlung outside ourselves, as
we are engrossed i looking at the shape (for we
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can look at only the shape, not the substunce) of that
mountain we cease thinking about ourselves, and
cease thinking about ourselves exactly in proportion
as we are thinking of the mountain’s shape What
becomes therefore of our awareness of raising or
hfting or msing ¢ What can become of it (so long
as 1t continues to be there ') except that 1t coalesces
with the shape we are looking at, in short that
the rising contusuing to be thought, but no longer
to be thought of with reference to ouselves (since
we aren’t thinking of ourselves), 18 thought of in
reference to what we are thinking about, namely
the mountamn, or rather the mountamn’s shape,
which 18, so to speak, responsible for any thought
of 11ming, since 1t obliges us to hft, rase or rise our-
selves m order to take stock of it. It 18 a case
exactly analogous to our transferring the measuring
done by our cye to the hine of which we say that 1t
extends from A to B, when in rcality the only ea-
tending has been the eatending of our glance It 1
a case of what T have called the tendency to merge
the actiehies of the perceiving subject with the
(uaalities of the perceived object Indeed if I
mswted 8o much upon this tendency of our mind,
1 did so largely because of its being at the bottom
of the phenomenon of Empathy, as we have just
seen 1t exemphfied in the mountain whach rises.

If this is Empathy, says the Reader (reheved and
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reassured), am 1 to understand that Empathy is
nothing beyond attributing what goes on in us when
we look at a shape to the shape wself ?

I am sorry that the matter is by no means so
simple] If what we attmbuted to each single
shape was only the precise action which we happen
to be accomplshing i the process of looking at
it, Empathy would indeed be a simple business,
but 1t would also be a comparatively poor one
No The rsing of the mountain 1s an 1dea started
by the awareness of our own hfting or rawsing of
our eyes, head or neck, and 1t 18 an 1dea containing
the awareness of that lifting or rawsing. But it is
far more than the i1dea mecrely of that hfting or
raising which we are doing at this particular present
moment and 1n connexion with this particular
mountain That present and particular raising and
hfting 18 mercly the nucleus to which gravitates
our remembrance of all similar acts of raising, or
rising which we have ever accomplished or seen
accomphshed, rawsing or rising not only of our eyes
and head, but of every other part of our body, and
of every part of every other body which we ever
perceived to be nsing. And not merely the thought
of past msing but the thought also of future rising
All these msings, done by ourselves or watched in
others, actually experienced or merely 1magined,
have long since united together mn our nund, con-
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stituting a sort of composite photograph whence
all differences are eliminated and wherein all
similanties are fused and intensified the general
idea of rwsing, not ‘I rise, rose, will mse, 1t rises,
has msen or will rise ”” but merely rsing as such,
risng as it 18 expressed not in any particular tense
or person of the verb fo rise, but in that verb’s
infimmtaive It 1s this umversally apphcable notion
of riging, which 1s started in our mind by the aware-
ness of the particular present acts of rawsmg or
risimg nvolved in our looking at that mountain,
and 1t 18 this general 1dea of rsing, 1e of wpward
movement, which gets transferred to the mountain
along with our own particular present activity of
raising some part of us, and which thickens and
enriches and marks that poor httle thought of a
definite raising with the interest, the emotional
fullness gathered and stored up 1n 1ts long mamfold
exwstence. In other words what we are trans-
ferrmg (owing to that tendency to merge the
activities of the percerving subject wath the qualities
of the perceived object) from ourselves to the
looked at shape of the mountain, 13 not merely the
thought of the rising which 1s really bemng done
by us at that moment, but the thought and emotion,
the dea of rsing as such which had been accumulat-
ing i our mind long before we ever came mto the
presence of that particular mountain Aund 1t 18
E
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this complex mental process, by which we (all
unsuspectingly) invest that inert mountain, that
bodiless shape, wath the stored up and averaged and
essential modes of our activity——t 18 this process
whereby we make the mountamn raise wself, which
constitutes what, accepting Prof Titchener’s transla-
tion! of the German word Ewnfuhlung, I have called
Empathy

The German word Ewnfuhlung *‘ feeling into "—
derived from a verb to feel oneself wnto something
(“sich m Etwas em fuhlen ) was in current use
even before Lotze and Vischet apphed 1t to @sthetics,
and somc years before Lipps (1897) and Wundt
(1903) adopted 1t mmto psychological termunology ,
and as 1t is now consecrated, and no better occurs
to me, I have had to adopt 1t, although the hiteral
connotations of the German word have surrounded
1ts central meaning (as I have just defined 11) with
soveral mschiovous mmsinterpretations — Against
two of these 1 think 1t worth while to warn the
Reader, especially as, while so doing, 1 can, in
showing what 1t 18 not, make 1t even clearer what
Empathy really 1s. The first of these two main
msinterpretations 18 based upon the reflexive form
of the German verb “ sich emmfublen™ (to feel
oneself nto) and 1t defines, or rather does not define,

Empathy m;d mgtaphysical and quasi-mythological
ﬁ v and wdoxw, ¥rafor
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projection of the ego into the object or shape under
observation, a notion mcompatible with the fact
that Empathy, being only another of those various
mergings of the activities of tho perceiving subject
with the qualties of the perceived object wherewith
weo have already dealt, depends upon a comparative
or momentary abeyance of all thought of an ego, if
we became aware that 1t 15 we who are thinking the
rising, we who are feeling the rnsing, we should not
think or feel that the mountain did the rising The
other (andd as we shall later see) more justifiable
misinterpretation of the word Empathy 18 based on
its analogy with sympathy, and turns 1t into a kind
of sympathetic, or as 1t has been called, nner, 1 e
merely felt, mwmacry of, for nstance, the mountain’s
risng  Such mumicry, not only nner and felt,
but outwardly mamfold, does undoubtedly often
result from very hvely empathic imagination
But as 1t 18 the mumicking, inner or outer, of move-
ments and actions which, hke the rwsing of the
mountain, take place only mn our imagmation, 1t
presupposes such previous anmmation of the mani-
mate, and cannot therefore be taken cither as
constituting or explaiming Empathy itself.

Such as I have defined and exemplfied 1t 1n our
Rising Mountain, Empathy 1s, together with mere
Sensation, probably the chief factor of preference,
that is of an alternative of satsfaction and dis-
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satisfaction, 1n sesthetic contemplation, the muscular
adjustments and the measuring, comparnng and co-
ordinating activities by which Empathy 18 started,
bemng indeed occasionally difficult and distressing,
but giving 1n themselves hittle more than a negative
satisfaction, at the most that of difficulty overcome
and suspense relieved But although nowhere so
{ostered as 1n the contemplation of shapes, Empathy
exists or tends to exist throughout our mental Iife.
It 18, indeed, one of our sunpler, though far from
absolutely elementary, psychological processes,
entering mto what 1s called imagination, sympathy,
and also mto that inference from our own mner
experience which has shaped all our conceptions
of an outer world, and given to the mtermittent
and heterogencous sensations received from without
the framework of our constant and highly unmified
mnet expeiience, that 1s to say, of our own activities
and aims  Empathy can be traced m all of modes
of speech and thought, particularly 1n the umversal
attribution of doing and having and fending where
all we can really assert 1s successive and vaned
besng Science has 1ndeed explained away the
anthropomorphic implications ot Force and Energy,
Attraction and Repulsion, and philosophy has
reduced Cause and Effect from implying intention
and effort to meaning mere constant succession
But Empatby still belps us to many valuable ana-
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logies , and 1t is possible that without its constantly
checked but constantly renewed action, buman
thought would be without logical cogency, as 1t
certainly would be without poetical charm. Indeed
if Empathy is so recent a discovery, this may be
due to its being part and parcel of our thinking,
so that we are surprised to learn its existence, as
Moliére’s good man was to hear that he talked
prose.



CHAPTER X

THE MOVEMENT OF LINES

Any tendency to Empathy 1s perpetually beng
checked by the need for practical thinking, We
are made to think 1in the most summary fashion
from one to another of those grouped possibilities,
past, present and future, which we call a Thing,
and 1 such discursive thinking we not only leave
far behind the aspect, the shape, which bas started
a given scheme of Empathy, a given movement of
lines, but we are often faced by facts which utterly
contradict 1t When, instead of looking at a particular
aspect of that mountain, we set to chmbing 1t our-
selves, the mountain ceages to ‘“ mse ”’ | 1t becomes
passive to the activity which our muscular sensations
and our difficulty of breathing locate most unmis-
takably in ourselves Besides which, m thus dealing
with the mountain as a thing, we are presented with
a series of totally different aspects or shapes, some
of which saggest empathic activities totally different
trom that of rismg And the mountain mn question,
seen from one double 1ts height, will suggest. the
empathic activity of spreading itself out Moreover

practical lhife hustles us into a succession of more
0
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and more summary perceptions , we do not actually
see more than 18 necessary tor the bare recogmtion
of whatever we are deahng with and the adjustment
of our actions not so much to what 1t already 1s, as
to what 1t 18 hkely to become And this which is
true of seemg with the bodily eye, 18 even more
so of seeing, or ratber not seemng but recogmising,
with the eye of the spirit The practical man on
the hill, and his scientific companion, (who 18 merely,
50 to speak, a man unpractically concerned with
practical causes and changes) do not thoroughly see
the shapes of the landscape before them , and still
less do they see the precise shape of the fumculars,
tramways, offices, cheques, volcanocs, 1ce-caps and
prehistoric imhabitants of their thoughts There 18
not much chance of Empathy and Empathy’s
pleasures and pains m their hghtning-speed, touch-
and-go visions !

But now let us put ourselves 1n the place of their
esthetically contemplative fellow-traveller And,
for sunplieity’s sake, let us 1magine him contemplat-
mg more especially one shape in that landscape,
the shape of that distant mountain, the one whose
“ rising “~—came to an end as soon as we set to
chmbmng 1t The mountamn 18 so far off that its
detail 18 entirely lost, all we can see 18 a narrow
and pomnted cone, perhaps a little toppling to one
side, of umform hyacinth blue delaching itself from
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the clear evening sky, mto which, from the paler
misty blue of the plain, 1t 713¢s, a mere bodiless shape.
It riscs There 18 at present no doubt about 1ts
nisng. It rises and keeps on msing, never stopping
unless we stop looking at 1t It rses and never
has risen  Its drama of two lines strunng (one with
more suddenness of energy and purpose than the
other) to arriwe at a particular imaginary powmnt in
the sky, arresting cach other's progress as they meet
in their endeavour, this simplest empathic action
of an 1rregular and by no means rectilmear triangle,
goes on repeating itself, hke the parabola of a
steadily spirting fountain : for ever accomphshing
itself anew and for ever accompamed by the same
effect on the feelings of the beholder

It 15 this reiterative nature which, joined to 1its
schematic defimteness, gives Empathy its extra-
ordmary power over us  Empathy, as T have tried
to make clear to the Reader, 18 duc not ounly to the
movements which we are actually making mn the
course of shape-perception, to present movements
with thewr varous modes of speed, intensity and
facihty and their accompanying mtentions , 1tis due
at least as much to our accumulated and averaged
past experence of movements of the same kind,
also with the:r cognate various modes of speed,
mtensity, facihity, and thewr accompanying intentions
And bemng thus residual averaged, and essential,
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this empathic movement, this movement attributed
to the hines of a shape, 18 not clogged and mmhibited
by whatever clogs and inbibits each separate concrete
experience of the kind , still less 18 1t overshadowed
In our awareness by the result which we foresee as
goal of our real active proceedings F¥or unless
they mvolve bodily or mental strain, our real and
therefore transient movements do not affect us as
pleasant or unpleasant, because our attention 1s
always outrunning them to some momentary goal ,
and the famnt awareness of them 18 usually mixed
up with other items, sensations and perceptions,
of wholly different characters Thus, in themselves
and apart from their aims, our bodily movements
are never nteresting except masmuch as requiring
new and difficult adjustments, or again as producing
perceptible repercussions i our circulatory, breath-
mg and balancing apparatus a waltz, or a dive
or a gallop may indeed be highly exciting, thanks
to 1ts 1esultant orgamic perturbations and 1its con-
comtants of overcome difficulty and danger, but
even a dancing dervish’s intoxicating rotations
cannot afford him much of the specific interest of
movement as movement Yet every movement
which we accomplish implies a change m our debit
and credit of vital economy, a change 1 our balance
of bodily and mental expenditure and replenish-
ment , and this, if brought to our awareness, 18 not
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only interesting, but interesting in the sense either
of pleasure or displeasure, since 1t 1mphes the more
or less furtherance or hindrance of our hfe-processes
Now 1t 18 this complete awareness, this brimfull
mnterest 1n our own dynamic changes, in our various
and variously combined facts of movement inas-
much as energy and wnfention, 1t 18 this sense of the
values of movement which Empathy, by 1ts schematic
simpheity and 1ls reiteration, 18 able to reinstate
The contemplation, that 18 to say the :solating and
reuferating perception, of shapes and 1n so far of the
qualities and relations of movement which Empathy
mvests them with, therefore shields our dynamc
sense from all competing interests, clears 1t from
all varying and irrelevant concomitants, gives it,
as Faust would have done to the instant of happi-
ness, a sufficient duration, and reinstating it 1n the
centre of our consciousness, allows 1t to add the
utmost 1t can to our satisfaction or dissatisfaction

Hence the mysterious mmportance, the attraction
or repulsion, possessed by shapes, audible as well
ae visible, according to their empathic character ,
movement and encrgy, all that we feel as being Iife,
is furnshed by them in 1ts essence and allowed to
fill our consciousness This fact explains also
another phenomenon, which 1n 1ts turn greatly adds
to the power of that very Empathy of which 1t 15 a
result I am speaking once more of that pheno-
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menon called Inner Mumacry which certain observers,
themselves highly subject to 1l, have indeed con-
sidered as Empathy’s explanation, rather than its
result In the hight of all I have said about the
latter, 16 bhecomes intelligible that when empathic
mmagimation (tself varymng from ndividual to
mdividual) happens to be umted to a lugh degree
of (also individually very varying) muscular re-
sponsiveness, there may be set up reactions, actual
or incipient, eg. alterations of bodily attitude or
muscular tension which (unless indeed they with-
draw attention from the contemplated object to
our own body) will necessarily add to the sum of
activity empathically attributed to the contemplated
object There are moreover mndividuals 1n whom
gsuch “ numetlic ” accompaniment consists (as 18
so frequently the case in hstening to music) in
changes of the bodily balance the breathing and
heart-beats, in which cases additional doses of
satisfaction or dissatiefaction result from the parti-
apation of bodily functions themselves so pro-
vocative of comfort or discomfort. Now 1t 1s obvious
that such mimetic accompamments, and every other
assoclative repercussion mto the seat of what our
fathers correctly called * animal spints,” would
be 1mmpossible unless rerteration, the reiteration of
repeated acts of attention, had allowed the vanous
empathic significance, the various dynamic values,
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of given shapes to sink so deeply into us, to become
8o habitual, that even a rapid glance (as when we
percerve the upspringing hnes of a mountain from
the window of an express train) may suffice to evoke
their familiar dynamic associations Thus con-
templation explains, so to speak, why contemplation
may be so brief as to seem no contemplation at all -
past repetition has made present repetition un-
necessary, and the empathic, the dynamic scheme
of any particular shape may go on working long
after the eye 18 fixed on something else, or be started
by what 1s scarcely a perception at all, we feel
joy at the mere foot-fall of some beloved person,
but we do so because he is already beloved Thus
does the reiterative character essential to Empathy
explain how our contemplative satisfaction in shapes,
our pleasure 1n the variously combined mnovements
of lines, wrradiates even the most practical, the
apparently least contemplative, moments and
occupations of our existence

But this 18 not all This reiterative characte:
of Empathy, this fact that the mountain 15 always
nsing without ever beginning to sink or adding a
single cubit to 1its stature, joned to the abstract
(the infimtwe of the verb) nature of the suggested
activity, together account for art’s high impersona-
hity and 1ts existing, n a manner, sub specte aeterns-
tatvs The drama of lines and curves presented
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by the humblest design on bowl or mat partakes
indeed of the strange immortahty of the youths
and maidens on the Grecian Urn, to whom Keats,
as you remember, says .—

¢ Fond lover, nevei, nover canst thou kiss,

Though winmng neax the goul  Yet, do not grieve,

She cannot fade, though thou hast not thy bhss,
For ever wilt thou love, and she be faxr

And thus, in considering the process of Aisthetic
Empathy, we find ourselves suddenly back at our
origmal formula  Beautiful means satisfactory
i contemplation, and contemplation not of Things
bul of Shapes which are only Aspects of them



JHAPTER X1
THE CIARACTER OF SHAPHS

In my example of the Rising Mountam, I have
been speaking as if Empathy mmvested the shapes
we look at with only one mode of activity at a time.
This, which I have assumed for the simplcity of
exposition, 1s undoubtedly true m the casc either of
extremely simple shapes requiring few and homo-
geneous pereeptive activities It 18 tiue alo m
the case of shapes of which famhanty (as explained
on p 76) has made the actual perception very
summary , for mstance when, walking quickly
among trees, we notice only what 1 may call their
dommant empathic gesture of thrusting or drooping
their branches, because habit allows us to pick
out the most charactenstic outhnes But, except
mn these and similar cases, the movemeni with whach
Empathy mvests shapesis a great deal more complex,
mdeed we should speak more correctly of movements
than of movement of lmes Thus the mountan
rises, and does nothing but rise so long as we are
taking stock only of the relation of its top with the
plam, referring its lines solely to real or imaginary

honzontals But if, instead of our glance making
8
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a single swish upwards, we look at the two sides of
the mountain successively and compare each with
the other as well as with the plain, our impression
(and our verbal description) will be that one slope
goes up while the other goes down. When the empathic
scheme of the mountain thus ceases to be mere
msing and becomes rissng plus descending, the two
movements with which we have thus invested that
shape will be felt as being interdependent, one
side goes down because the other has gone up, or
the movement rises «n order to descend And if we
look at a mountain chain we get a stil more com-
plex and co-ordinated empathic scheme, the peaks
and valleys (as in my description of what the Man
saw from his Hillside) appearing to us as a sequence
of nemgs and sinkings with corrclated intensities ;
a slope springing up i proportion as the previously
seen one rushed down, the movements of the eye,
slight and sketchy m themselves, awakening the
composite dynamic memory of all our experience
of the impetus gammed by switch-back descent
Moreover this sequence, bemng a sequence, will
awaken expectation of repetition, hence semse of
rythm , the long chan of peaks will seem to perform
a dance, they will furl and unfurl hke waves Thus
as soon as we get a combination of empathic forces
(for that 18 how they affect us) these will henceforth
be in definite relation to one another. But the
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relation need not be that of mere give and take and
rythmical cooperation Lines meeting one another
may conflict, check, deflect one another, or agan
resist each other’s eflort as the steady determiation
of a circumference resists, opposes a “ Quos cgo!”
to the rushing mmpact of the spokes of a wheel-
pattern  And, along with the empatluc suggestion
of the mechanical forces experienced mn ourselves,
will come the empathic suggestion of spiritual
characteristics the lines will have aims, intentions,
desires, moods, thewr various httle dramas of
endeavour, victory, defeat or peacemaking, will,
according to therr dominant empathic suggestion,
be highthearted or languid, serious or futile, gentle
or brutal , mexorable, forgiving, hopeful, despairing,
plammtive or proud, wvulgar or digmfied, 1n fact
patterns of wisible lines will possess all the chief
dynamic modes which deternune the expressive-
ness of music But on the other hand there will
remain 1nnumerable emphatic combinations whose
poignant significance eoscapes verbal classification
because, as must be clearly understood, Empathy
deals not directly with mood and emotion, but with
dynamic conditions which enter mto moods and
emotions and take their names from them. Be
this as 1t may, and definable or not in terms of
human feehng, these various and varously combined
(into coordmnate scenes and acts) dramas enacted
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by lnes and curves and angles, take place not n
the marble or pigment embodying those contem-
plated shapes, but solely in ourselves, in what we
call our memory, 1magination and feelng. Ours
are the energy, the effort, the vietory or the peace
and cooperation, and all the mamifold modes of
swiftness or gravity, arduousness or ease, with which
their every minutest dynamic detail 13 fraught.
And since we are their only real actors, these em-
pathic dramas of hines are bound to affect us, either
as corroborating or as thwarting our vital needs
and habits , either as making our felt hfe easier or
mote difficult, that 18 to say as bringing us peace
and joy, or depression and exasperation

Qute apart therefore from the convemence or
not of the adjustments requsite for their ocular
measurement, and apart cven trom the facility or
difficulty of comparng and coordinating thesc
measuiements, certamn shapes and elements of shape
are made welcome to us, and other ones made un-
welcome, by the sole working of Empatby, which
1dentifies the modes of being and moving of linecs
with our own. For this reason meetings of lines
which affect us as neither victory nor honourable
submission nor willing cooperation are felt to be
neffectual and foolish Lines also (like those of
meufficiently tapered Dorie columns) which do
not rese with enough wmpetus because they do not

F
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seem to start with sufficient pressure at the base ;
oblique hnes (as in certain mmtation Gothic) which
lose thewr balance for lack of a countervailing thrust
against them, all these, and alas many hundreds
of other possible combinations, are detestable to
our feclngs And similarly we are fussed and
bored by the tentative hncs, the uncoordated
directions and impacts, of inferior, even if techmecally
expert and reahstically learned draughtsmen, of
artists whose work may charm at first glance by
some vivid likeness or poetic suggestion, but reveal
with every additional day their complete insignific-
ance as movement, their utter empathic nullity
Indeed, if we analyse the censure ostensibly based
vpon engmeering considerations of material -
stability, or on wrong perspective or anatomical
“ out of drawing,” we shall find that much of this
hostile criticism 18 really that of empathic un-
satisfactoriness, which escapes verbal detection
but 1s revealed by the finger following, as we say
(and that 1s 1tself an instance of empathy) the
movement, the development of, boring or fussing
Iines.

Empathy explains not only the umversally exist-
ing preferences with regard to shape, but also those
particular degrees of hking which are matters of
personal temperament and even of momentary
mood (¢f. p 131) Thus Mantegna, with his pre-
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ponderance of horizontals and verticals will appeal
to one beholder as grave and reassuring, but repel
another beholder (or the same mn a different mood)
as dull and lifeless , while the unstable equilibrium
and syncopated rythm of Botticell may either
fascinate or repel as morbidly excited And
Leonardo’s systems of whirling interlaced circles
will merely baffle (the * emigmatic ” quahty we
hear 80 much of) the perfunctory beholder, while
rewardmg more adequate empathic 1magination
by allowing us to live, for a while, in the modes of
the mtensest and most purposeful and most
harmonious energy

Intensmity and purposefulness and harmony.
These are what everyday lLife affords but rarely to
our longings And this 18 what, thanks to this
strange process of Empathy, a few mches of pamnted
canvas, will sometimes allow us to reahse completely
and uninterruptedly = And 1t 18 no poetical metaphor
or metaphysical figment, but mere psychological
fact, to say that if the interlacing circles and pen-
tacles of a Byzantine floor-pattern absorb us 1n
satisfied contemplation, this 18 because the modes
of being which we are obliged to invest them with
are such as we vamnly seek, or experience only to
lose, 1n our scattered or hustled existence,



CHAPTER XII
FROM THE SHAPE TO THE THING

SucH arc the satisfactions and dissatisfactions,
mmpersonal and unpractical, we can recelve, or 1n
reality, give ourselves, m the contemplation of
shape

But Life has httle leisure for contemplation, it
demands recognition, inference and readiness for
active adaptation Or rather Iife forces us to deal
with shapes mainly mmasmuch as they indicate the
actual or possible existence of other groups of
qualities which may help or hurt us Lafc hurnes
us 1nto recogmising T'hings

Now the first pecuharity distingmshing things
from shapes is that they can occupy more or less cubic
space we can hit up aganst them, displace them
or be displaced by them, and m such process of
displacing or resisting displacement, we become
aware of two other pecuhanties distingmshing
things from shapes they have weight mn varying
degrees and texture of various sorts Otherwise
expressed, things have body, they exist in three
dimensional space, while shapes although they
are often aspects of things (say statues or vases)

84
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having body and cubic existence, shapes as shapes
are two dimensional and bodiless.

So many of the critical applications of zesthetic,
as well as of the historical problems of art-evolution
are connected with this fact or rather the continued
misunderstanding of 1t, that 1t is well to remind
the Reader of what general Psychology can teach
us of the perception of the Third Dimension A
very slight knowledge of cubic existence, in the
sense of relief, 18 undoubtedly furmished as the
stereoscope furmshes 1t, by the mewitable shght
divergence between the two eyes, an even more
mfimtesimal dose of such knowledge 18 claimed
for the surfaces of each eye separately But what-
ever notions of three-dimensional space might have
been developed from such rudiments, the perception
of cubic existence which we actunally possess and
employ, 18 undeniably based upon the incomparably
more unportant data afforded by locomotion, under
which term I include even the tiny pressure of a
finger against a surface, and the exploration of a
hollow tooth by the tip of the tongue The muscular
adjustments made in such locomotion become
assoclated by repetition with the two-dimensional
arrangements of colour and hight revealed by the
eye, the two-dimensional being thus turned into
the three-dimensional mm our everyday experience.
But the mistakes we occasionally make, for mnstance
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taking a road seen from above for a church-tower
projecting out of the plain, or the perspective of a
mountam range for its cubic shape, occasionally
reveal that we do not really see three-dimensional
objects, but merely tnfer them by connecting visual
data with the result of locomotor experience The
truth of this commonplace of psychology can be
tested by the expeniment of making now one, now
the other, colour of a floor pattern seem convex or
concave according as we think of 1t as a hght flower
on & dark ground or as a white cavity banked
by a dark rnidge And when the philistine (who
may be you or me!) exclaims against the “ out of
drawmg > and false perspective of unfamihar styles
of panting, he 15, mne times out of ten, merely
expressing his inabihty to identify two-dimensional
shapos as * representing ’ three-dimensional thigs ,
go far proving that we do not decipher the cubic
relations of a picture until we have guessed what
that picture 1s supposed to stand for And this
18 my reason for saymg that visible shapes, though
they may be aspects of cubic objects, bave no body ,
and that the thought of their volume, their weight
and their texture, 18 due to an interruption of our
contemplation of shape by an excursion among the
recollections of qualities which shapes, as shapes,
cannot possess

And here I would forestall the Reader’s objection
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that the feeling of effort and resistance, essential
to all our empathic dealings with two-dimensional
shapes, must, after all, be due to wewght, which we
have just described as a quality shapes cannot
possess My answer 18 that Empathy has extracted
and schematised effort and resistance by the elimina-
tion of the thought of weight, as by the elimination
of the awareness of our bodily tensions ; and that
1t is just this eltmination of all incompatible qualities
which allows us to attribute activities to these two-
dimensional shapes, and to feel these activitics, with
a vividness undiminished by the thought of any
other circumstances

With cubic existence (and its correlative three-
dimensional space), with weight and texture we
have therefore got from the contemplated shape
to a thought ahen to that shape and 1ts contempla-
tion The thought, to which life and its needs and
dangers has given precedence over every other.
What T'heng 18 behind this shape, what qualities
must be inferred from this aspect? After the
possibility of occupying so much space, the most
mportant quahty which things can have for our
hopes and fears, 18 the possibility of altering thewr
occupation of space, not our locomotion, but thewrs.
I call 1t locomotion rather than movement, because
we have dwrect experience only of our own move-
ments, and wnfer simlar movement m other beings
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and objects because of their change of place either
across our motionless eye or across some other
obiject whose relation to our motionless eye remains
unchanged T call 1t locomotion also to accentuate
its diufference from the movement attributed to the
shape of the Rising Mountain, movement felt by us
to be gomng on but not expected to result in any
change of the mountain’s space relations, which are
precisely what would be altered by the mountain’s
locomotion,

The practical question about a shape 18 therefore
Does 1t warrant the inference of a thing able to
change 1ts position 1n threc-dimensional space ?
to advance or recede from us ? And if so in what
manner 2 Wil 1t, like a loose stone, fall upon us ?
Iike flame, rise towards us? hke water, spread
over us ? Or will 1t change 1ts place only if we
supply the necessary locomofion ? Briefly 1s the
thing of which we see the shape mnert or active ?
And if this shape belongs to a thing possessing
activity of 1ts own, 18 1ts locomotion of that slow
regular kind we call the growth and spreading of
plants ? Or of the sudden, wilful kind we know
mm ammals and men ? What does thus shape tell
us of such more formidable locomotion ¢ Are these
detaals of curve and colour to be interpreted nto
jointed Iimbs, can the thing fling out laterally, run
after us, can it catch and swallow us? Or 18 1t



FROM THE SHAPE TO THE THING 89

such that we can do thus by it 2 Does this shape
suggest the thing’s possession of desires and
purposes which we can deal with *  And if so, why
18 1t where 1t 18? Whence does i1t come ? What
18 1t gomng to do? What is it thinking of (f 1t
can think) ? How will it feel towards us (if it can
feel) * What would 1t say (if 1t could speak) ?
What will be 1ts future and what may have been
its past ¢ To sum all up What does the presence
of this shape lcad us to think and do and feel ?

Such are a few of the thoughts started by that
shape and the possibihity of 1ts belonging to a thing.
And even when, as we shall sometimes find, they
continually return back to the shape and play
round and round 1t in centrifugal and centripetal
alternations, yet all these thoughts are excursions,
however brief, from the world of definite unchanging
shapes mto that of various and ever varying things ;
nterruptions, even if (as we shall later see) intensify-
ing mterruptions, of that concentrated and co-
ordinated contemplation of shapes, with which we
have hitherto dealt And these excursions, and
a great many more, from the world of shapes into
that of things, are what we shall deal with, when we
come to Art, under the heading of representation
and suggestion, or, as is usually said, of subject and
expression as opposed to form.



CHAPTER XII1

FROM THE THING TO THE SHAPE

THE necessities of analysis and exposition have led
us from the Shape to the Thing, from aesthetic
contemplation to discursive and practical thinking
But, as the foregoing chapter itsclf suggests, the real
order of precedence, both for the individual and
the race, 18 mevitably the reverse, since without a
primary and dominant mterest in things no creatures
would have survived to develop an interest in
shapes

Indeed, considening the mmperative need for an
ever abbreviated and often automatic system of
human reactions to sensc data, 1t 19 by no means
easy to understand (and the problem has therefore
been utterly neglected) how mankind ever came to
evolve any process as lengthy and compheated
as that form-contemplation upon which all asthetic
preference depends I will hazard the suggestion
that fanuharity with shapes took its omginal evolu-
tional utihty, as well as 1ts origin, from the dangers
of over rapid and uncritical inference concerning
the qualities of things and man’s proper reactions

towards them It was nccessary, no doubt, that
%
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the roughest suggestion of a bear’s growl and a
bear’s outhne should send our earhest ancestors
mto their sheltering caves But the occasional
discovery that the bear was not a bear but some
more harmless and edible animal must have brought
about a comparison, a discrimination between the
visible aspects of the two beasts, and a mental
storage of thewr difference in shape, gait and colour
Similarly the deluding resemblance between
poisonous and nutritious fruits and roots, would
result, as the resemblance between the nurse’s
finger and nipple results with the infant, 1n attention
to wvisible details, until the acqusition of wvid
mental 1mages became the chief 1tem of the savage
man's education, as 16 still 18 of the self-education
of the modern child This evolution of interest 1n
visible aspects would of course increase tenfold as
soon as mankind took to making things whose
usefulness (ze thewr still non-existent qualities)
might be jeopardised by a mistake concermng therr
shape For long after over and under, strawght and
oblique, right and left, had become habitual percep-
tions m dealmg with food and fuel, the effective
amm of a stone, the satistactory fhight of an arrow,
would be discovered to depend upon more or less of
what we call horizontals and perpendiculars, curves
and angles, and the stabihty of a fibrous tissue
upon the intervals of crossing and recrossing, the
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rythmical or symmetrical arrangements revealed
by the hand or eye In short, making, being in-
evitably shaping, would have developed a more
and more accurate perception and recollection of
every detail of shape And not only would there
arse a comparison between one shape and another
shape, but between the shape actually under one’s
eyes and the shape no longer present, between the
shape ag it really was and the shape as 1t ought to
be Thus mn the very course of practical making
of things there would come to be httle mterludes,
recognised as useful, first of more and more careful
looking and comparing, and then of real contempla-
tion contemplation of the arrow-head you were
chupping, of the mat you were weaving, of the pot
you were rubbing mto shape, contemplation also
of the other arrow-head or mat or pot existing only
in your wishes, of the shape you were trying to
obtamn with a premomtory emotion of the effect
which 1its pecuhbarities would produce when once
made vimble to your eye! For the man cutting
the arrow-head, the woman plaiting the mat, be-
comuing famihar with the appropriate shapes of each
and thinking of the various mdividual arrow-heads
or mats of the same type, would become aware of
the dufferent effect which such shapes had on the person
who looked at them Some of these shapes would
be 8o dull, increasing the tecdiousness of chippmng
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and filng or of laying strand over strand ; others
go alert, entertaiming and likeable, as if they were
helping in the work, others, although equally
compatible with utility, fussing or distressing one,
never domng what one expected their lines and curves
to do To these suppositions 1 would add a few
more suggestions regarding the evolution of shape-
contemplation out of man’s perfunctory and
semi-automatic seemng of “Things ” The handi-
craftsman, armourer, weaver, or potter, benefits by
his own and his forerunners’ practical experience
of which shape 13 the more adapted for use and
wear, and which way to set about producing it ;
his techmcal skill becomes half automatic, so that
his eye and mind, acting as mere overseers to his
muscles, have plenty of time for contemplation so
long as everything goes right and no new moves
have to be made And once the bandicraftsman
contemplates the shape as 1t 1ssues from his fingers,
his mind will be gripped by that hling or disliking
expressed by the words ‘‘ beautiful ” and “ugly ”
Neither is this all. The owner of a weapon or a
vessel or piece of tissue, 18 not always intent upon
employing it, mn proportion to 1its usefulness and
durability and to the amount of time, good luck,
skill or strength required to make or to obtamn 1t,
this chattel will turn from a slave into a comrade.
It 18 furbished or mended, displayed to others,
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boasted over, perhaps sung over as Alan Breck
sang over s sword The owner’s eye (and not
less that of the man envious of the owner !) caresses
its shape , and 1ts shape, all 1ts well-known 1ns-
and-outs and ups-and-downs, haunts the memory,
ready to start mto vividness whenever similar
objects come under comparnson Now what holds
good of prim®val and savage man holds good also
of civihzed, perbaps even of ourselves among our
machine made and easily replaced properties The
shape of the things we make and use offers 1tself
for contemplation m those mterludes of inattention
which are half of the rythm of all healthful work.
And it 18 this normal rythm of attention swinging
from effort to ease, which explains how art has come
to be a part of life, how mere aspects have acquired
for our feelings an importance rivalling that of
things.

1 therefore commend to the Reader the now
somewhat unfashionable hypothesis of Semper and
his school, according to which the first preference
for beauty of shape must be sought for m those
arts hke stone and metal work, pottery and weaving,
which give opportumties for repetition, reduphca-
tion, hence rythm and symmetry, and whose mater:al
and techmque produce what are called geometric
patterns, meaning such as exigt in two dimensions
and do not imitate the shapes of real objects. This
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theory has been discredited by the discovery that
very primitive and savage mankind possessed a
kind of art of totally different nature, and which
analogy with that of chuldren suggests as earler
than that of pattern the art which the ingenious
hypothesis of Mr Henry Balfour derives from recogui-
tion of accidental resemblances between the shapes
and stamns of wood or stone and such creatures
and objects as happen to be uppermost 1n the mind
of the observer, who cuts or pamts whatever may
be needed to complete the likeness and enable others
to perceive the suggestion Whether or not this
was 1ts origin, there seems to have existed in earhest
times such an art-of a stnetly representative kind,
serving (hke the spontaneous art of children) to
evoke the 1dea of whatever was mteresting to the
craftsman and his chents, and doubtless prac-
tically to have some desirable magic effect upon
the realhties of things But (to return to the hypo-
thesis of the esthetic primacy of geometric and
non-representative art) 1t 1s certain that although
such ea1ly representations occasionally attain mar-
vellous Iife-likeness and anatomical correctness,
yet they do not at first show any corresponding care
for symmetrical and rythmical arrangement The
bisons and wild boars, for mstance, of the Altamira
cave fiescoes, do mdeed display vigour and beauty
m the hines constituting them, proving that successful
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dealing with shape, even if appealing only to practical
interest, inevitably calls forth the empathic 1magina-
tion of the more gifted artists, but these marvellously
drawn figures are all huddled together or scattered
as out of a rag-bag , and, what s still more sigmficant,
they lack that msistence on the feet which not
only suggests ground beneath them but, 1n so dong,
furnishes a horzontal by which to start, measure
and take the bearnngs of all other hnes These
astonishing paleohthic artists (and indeed the very
earhest Egyptian and Greek ones) seemn to have
thought only of the living models and their present
and future movements, and to have cared as Little
for hnes and angles as the modern children whose
drawings have been mstructively compared with
theirs by Levinstein and others. I therefore venture
to suggest that such wsthetically essential attention
to direction and composition must have been apphed
to representative art when its reahstic figures were
gradually incorporated into the patterns of the
weaver and the potter Such “ stylhisation ” 1s still
described by art historians as a “ degeneration ”’
due to unintelligent repetition, but 1t was on
the contrary the integrating process by which
the representative element was subjected to such
msthetic preferences as had been established 1 the
manufacture of objects whose usefulness or whose
production mvolved accurate measurement and
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equilbrium as in the case of pottery or weapons,
or rythmical reduplhcation as m that of textiles.

Be this question as 1t may (and the incieasing
study of the origin and evolution of human faculties
will some day seitle 1t !) we already know enough
to affirm that while in the very carhest art the
gshape-element and the element of representation
are usually separate, the two get gradually com-
bined as civibsation advances, and the shapes
originally interesting only masmuch as suggestions
(hence as magical equivalents) or things, and
employed for rehgious, recording, or self-expressive
purposes, become subjected to selection and re-
arrangement by the habit of avoiding disagrecable
perceptive and empathic activities and the desire
of giving scope to agreeable ones Nay the whole
subsequent history of pamnting and sculpture could
be formulated as the perpetual starting up of
new representative interests, new interests 1n things,
their spatial cxistence, locomotion, anatomy, their
reaction to hght, and also their psychological and
dramatic possibilities, and the subordination of
these ever-changing interests 1n things to the
unchanging habit of arranging visible shapes so as
to diminish opportunities for the contemplative
dissatisfaction and increase opportumties for the
contemplative satisfaction to which we attach the
respective names of ** ugly ~’ and ‘‘ beautaful ”’

¢



CHAPTER XIV

THE AIMS OF ART

W1 have thus at last got to Art, which the Reader
may have expected to be dealt with at the outset
of a pumer on the Beautiful

Why this could not be the case, will be more and
more apparent in my remaining chapters And,
i order to make those coming chapters easier to
gragsp, I may as well forestall and tabulate the
views they embody upon the relation between the
Beautiful and Art These generalisations arc as
follows

Although 1t 18 historically probable that the habit
of avoiding ughness and seching beauty of shape
may have been originally established by utilitarian
attention to the non-mmitative (*° geometrical )
shapes of weaving, pottery and mplement-making,
and transferred from thesc crafts to the shapes
mntended to represent or imitate natural objects,
vet the distinction between Beautiful and Ugly
does not belong erther solely or necessanly to what
we call Art  Therefore the satisfaction of the shape-
perceptive or wmsthetic preferences must not be

confused with any of the many and varous other
8
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aims and activities to which art 18 due and by
which 1t 18 carried on  Conversely although 1n 1ts
more developed phases, and after the attamnment
of techmical facility, art has been differentiated
from other human employment by 1its foreseeing
the possibility of shape-contemplation and therefore
submitting 1tself to what I have elsewhere called
the @sthetic imperative, yet art has invariably started
from some deswre other than that of affording
satisfactory shape-contemplation, with the one excep-
tion of cases where 1t has been used to keep or
reproduce opportunities of such shape contempla-
tion already accidentally afforded by natural shapes,
say, those of flowers or ammals or landscapes,
or even occasionally of human bemgs, which had
already been enjoyed as beautiful All art there-
fore, except that of children, savages, 1gnoramuses
and extreme innovators, invanably avoids ugly
shapes and sceks for beautiful ones, but art does
this while pursuing all manner of different awms
These non-msthetic aims of art may be 1oughly
divided 1nto (A) the making of useful objects ranging
from clothes to weapons and from a pitcher to a
temple, (B) the registering or transmitting of facts
and their visualising, as 1n portraits, historical
prctures or lhiterature, and book illustration, and
(C) the awakemmng, mtensifying or maintaining of
definite emotional states, as especially by music
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and hterature, but also by pamnting and architecture
when employed as ““ aids to devotion.” And these
large classes may again be subdivided and connected,
if the Reader has a mind to, into utiitanan, social,
rnitual, sentimental, scientific and other aims, some
of them not countenanced or not avowed by con-
temporary morality

How the @sthetic imperative, 1e the necessities
of satisfactory shape-contemplation, qualifies and
deflects the pursuit of such non-msthetic aims of
art can be shown by comparng, for instance, the
mere audible devices for conveymng conventional
meaning and producing and keeping up emotional
conditions, viz the hootings and screechings of
modern mndustriahism no less than the ntual noses
of savages, with the arrangements of well constituted
pitch, rythm, tonahty and harmony in which mih-
tary, rehgious or dance music has disguised 1ts non-
wsthetic functions of conveying signals or acting
on the nerves Whatever 1s unnecessary for either
of these motives (o1 any others) for making a nose,
can be put to the account of the desire to avod
uglness and onjoy beauty But the workings of
the ssthetic imperative can best be studied in the
Art of the visual-representative group, and especially
m painting, which allows us to follow the interplay
of the desire to be told (or tell) facts about things
with the desire to contemplate shapes, and to con-
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template them (otherwise we should nof contem-
plate !) with sensuous, intellectual and empathic
satisfaction

This brings us back to the Third Dimension, of
which the possession is, as have we seen, the chief
difference between Things, wnich can alter their
aspect 1 the course of their own and our actions,
and Shapes, which can only be contemplated by
our bodily and mental eye, and neither altered nor
thought of as altered without more or less jeopards-
ing their 1dentity

I daresay the Reader may not have been satisfied
with the 1eference to the locomotor nature of cubic
perception as sufficient justification of my thus
connecting cubic existence with Things rather than
with Shapes, and my implyving that wsthetic prefer-
ence, due to the sensory, intellectual and empathic
factors of perception, 18 apphcable only to the two
other dimensions And the Reader’s incredulity
and surprise will have been all the greater, because
recent art-criticism bas sedulously inculeated that
the suggestion of cubic existence 18 the chief function
of pictorial gemus, and the reahsation of such cubic
existence the highest delight which pictures can
afford to their worthy beholder This particular
notion, entirely opposed to the facts of wvisual
perception and visual empathy, will repay discus-
sion, mmasmuch as 1t accidentally affords an easy



102 THE BEAUTIFUL

entrance into a subject which has hitherto presented
inextricable confusion, namely the relations of
Form and Subject, or, as I have accustomed the
Reader to consider them, the contemplated Shape
and the thought-of Thing

let us therefore exammne why art-criticism
should lay so great a stress on the suggestion and
the acceptance of that suggestion, of three-dimen-
sional evistence mn pantings In pantings For
this alleged @sthetic desideratum ceases to be a
critenion of merit when we come to sculpture about
wlnch critics are more and more persistently teaching
(and with a degree of reason) that one of the greatest
nments of the artiwt, and of the greatest desiderata
of the beholder, 1s precisely the reduction of real
cubic exstence by avoiding all projection beyond
a unified level, that 1s to say by making a sohd
block of stone look as if 1t were a representation
on a flat surface This contiadiction explams
the ongin of the theory giving supreme pictorial
importance to the Third Dimension For art
cnbicism though at length (thanks especially to
the sculptor Hildebrand) busymng itself also with
plastic art, has grown up mamnly mn connexion
with pamtmg Now m panting the greatest
scientific problem, and techmical difficulty, has
been the suggestion of three-dimensional existences
by pigments appled to a two-dimensional surface ,
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and thie problem has naturally been most successfully
handled by the artists possessing most energy and
imagination, and equally naturally shirked or
bungled or treated parrot-wise by the artists of less
energy and imagination And, as energy and
immagination also show themselves in finer perception,
more vivid empathy and more complex dealngs
with shapes which are only two-dimensional, 1t has
come about that the efficiert and original solutions
of the cubic problem have comncided, ceteris paribus,
with the production of pictures whose two-dimen-
stonal qualities have called forth the adjective
beautiful, and beautiful m the most intense and
comphicated manner Hence successful treatment
of cubic suggestion has become an habitual (and
threatens to become a rule-of-thumb) criterion of
pctorial merit , the more so that quahtics of two-
dimensional shape, being intunsic and specific,
are difficult to run to ground and describe , whereas
the quality of three-dimensional suggestion 1s
ascertainable by mere comparison between the
shapes in the picturc and the shapes afforded by
real things when seen 1n the same perspective and
hghting  Most people can judge whether an apple
in a prcture “looks as if 7 1t were sold, round,
heavy and hkely to roll off a sideboard 1n the same
picture, and some people may even, when the
picture has no other clanins on their interest,
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experience 1ncipient muscular contractions such as
would eventually interfere with a real apple roll-
mg off a real sideboard Apples and sideboards
offer themselves to the meanest experience and can
be dealt with adequately in everyday language,
whereas the precise curves and angles, the precise
relations of directions and impacts, of parts to
whole, which together make up the identity of a
two-dimensional shape, are mdeed percerved and
felt by the attentive beholder, but not habitually
analysed or set forth m words Moreover the
creation of two-dimensional shapes satisfying to
contemplation depends upon two very different
factors on traditional experience with regard to
the more general airangements of lnes, and on
individual energy and sensitiveness, 1e on genius
n carrymg out, and ringing changes on, such tradi-
tional arrangements And the possession of tradi-
tion or gemus, although no doubt the most inportant
advantage of an artist, happens not to be one to
which he can apply himself as to a problem On
the other hand a problem to be solved is eternally
being pressed upon every artist, pressed on him
by his chents, by the fashion of lns time and also
by his own self imnasmuch as he 18 a man mterested
not only n shapes but i things And thus we are
back at the fact that the problem given to the
pamnter to solve by means of lines and colours on a
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flat surface, 18 the problem of telling us something
new or something important about things. what
things are made of, how they will react to our
domngs, how they move, what they feel and think ;
and above all, I repeat 1t. what amount of space
they occupy with reference to the space similarly
occupied, 1 present or future, by other things
meluding ourselves

Our enquiry into the excessive importance attri-
buted by critice to pictorial suggestion of cubic
existence has thus led us back to the conclusion
contained 1n previous chapters, namely that beauty
depending negatively on ease of visual perception,
and positively upon emphatic corroboration of our
dynamic habits, 18 a quality of aspects, independent
of cubic existence and every other possible quahty
of things, except in so far as the thought of three-
dimensional, and other, quahties of things may
mterfere with the freedom and readiness of mind
requistte for such highly active and sensitive pro-
cesses as those of empathic form mterpretation
But the following chapter will, I trust, make 1t
clear that such mterference of the Thought about
Thangs with the Contemplation of Shapes 18 essen-
tial to the rythm of our mental hfe, and there-
fore a chief factor mn all artistic production and
appreciation



CHAPTER XV

ATTENTION TO SHATES

To explain how art in general, and any art in par-
ticular, succeeds m reconciling these contradictory
demands, I must remund the Reader of what I saxd
(p 93) about the satwsfactory or unsatisfactory
possibilities of shapes having begun to be noticed
n the moments of slackened attention to the pro-
cesses of manufacturing the objects embodying
those shapes, and 1n the intervals between practical
employment of these niore or less shapely objects
And T must ask him to connect with these remarks
a previous passage (p 44) concerning the inter-
mittent nature of normal acts of attention, and their
alternation as constituting on-and-off beats The
deduction from these two converging statements
18 that, contrary to the a-prior1 theores making
acsthetic contemplation an exception, a kind of
bank holiday, to daily Iife, 1t 18 1 reahty one-half
of daily hfe’s natural and healthy rythm That the
real state of affairs, as revealed by psychological
experiment and observation, should have escaped
the notice of so many astheticians, 18 probably due

to their theories starting from artistic production
108
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rather than from esthetic appreciation, without
which art would after all probably never have come
Into existence.

The production of the simplest work of art
cannot indeed he thought of as one of the alterna-
tions of everyday attention, because 1t 13 a long,
complex and repeatedly resumed process, a whole
piece of lfe, mcluding in 1itself hundreds and
thousands of alternations of doing and looking, of
discursive thinking of aims and ways and means
and of contemplation of msthetie results For even
the humblest a1tist has to think of whatever objects
or processes s work auns at representing, con-
veymmg or faciitating, and to think also of the
objects, marble, wood, paints, voices, and of the
processes, drawing, cutting, harmonic combining,
by which he attempts to compass one of the above-
mentioned results The artist 18 not only an
asthetically appreciative person, he 18, mm his
own way, a man of science and a man of practical
devices, an expert, a craftsman and an engmeer
To produce a work of art 18 not an mterlude in
his Ife, but lis hfe’'s mam business, and he
therefore stands apart, as every busy speciahst
must, from the business of other speciabsts, of
those ministerng to mankind’s scientific and prac-
tical interests

But while 1t takes days, months, sometimes years
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to produce a work of art, 1t may require (the process
has been submitted to exact measurement by the
stop-watch) not minutes but seconds, to take stock
of that work of art in such manner as to carry away
its every detal of shape, and to continue dealing
with 1t 1n memory  The unsuspected part played
by memory explains why ssthetic contemplation
can be and normally 18, an mtermittent function
alternating with practical domng and thinking It
18 1m memory, though memory dealing with what
we call the present, that we gather up parts mnto
wholes and turn consecutive measurements 1nto
simultancous relations , and it 1s probably 1n memory
that we deal empathically with shapes, investing
their already perceived directions and relations
with the remembered qualities of our own activities,
sims and moods And similarly it 1> thanks to
memory that the buef and mmternuttent acts of
wsthetic appreciation are combimed mto a net-
work of contemplation which intermeshes with our
other thoughts and doings, and vet remains different
from them, as the restorative functions of hfe
remamn differtent fiom lfe’s expenditure, although
mtetwoven with them Every Reader with any
habit of self-observation knows how poignant an
mmpiession of beauty may be got, as through the
window of an express train, in the mtermittence of
practical busmess or abstract thmking, nay even
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in what I have called the off-beat of deepest personal
emotion, the very stress of the practical, intellectual
or personal instant (for the great happenings of hfe
are measured 1 seconds ') apparently driving in
by contrast, or conveymng on 1ts excitement, that
irrelevant eesthetic contents of the off-beat of
attention. And while the practical or mtellectual
mterest changes, while the personal emotion sub-
sides, that @sthetic umpression remains, remains
or recws, united, through every intermittence, by
the fechng of identity, that identity which, hke
the rising of the mountain, 18 due to the reiterative
nature of shape-contemplation the fragments of
melody may be interrupted m our memory by all
manner of other thoughts, but thev will recur and
coalesce, and recurring and coalescing, bring with
them the particular mood which therr rythms and
intervals have awakened m us and awaken once
more

That diagrammatic Man on the Hill in reality
thought away from the landscape quite as much as
his practical and scientific companions, what he
did, and they did not, was to think back to 1t , and
think back to 1t always with the same references
of lines and angles, the same relations of directions
and mmpacts, of paits and wholes And perhaps
the restorative, the healing quahty of asthetic
contemplation 18 due, in large pait, to the tact that,
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in the perpetual flux of action and thought, 1t
represents reiteration and therefore stability

Be that as 1t may, the intermuttent but recurrent
character of shape contemplation, the fact that it
15 nconceivably brief and amazingly repetitive,
that 1t has the essential quality of 1dentitv because
of reiteration, all this explains also two chief ponts
of our subject First bow an @sthetic 1mpreesion,
tentionally or accidentally conveyed 1n the course
of wholly different interests, can become a constant
accompaniment to the shifting preoccupations of
cxistence, hike the remembered songs which sing
themselves mlently in our mind and the remembered
landscapes becoming an mtangible background to
our cver-varying thoughts And, secondly, 1t ex-
plans how art can fulfil the behests of our changing
and discursive nterest m things while satisfying
the 1mperious unchangmg demands of the con-
templated preference for beautful aspects And
thus we return to mv starting-pont in dealing with
art  that art 13 conditioned by the desire for beautv
while pursuing entirely different a1ns, and executing
any one of a varncty of wholly independent non-
aesthetic tasks



CHAPTER XVI
INFORMATION ABOUT THINGS

Amona the facts which Paimnting 1s sct to tell us
about things, the most 1mportant, after cubic exist-
ence, 18 Locomotion  Indced 1n the development of
the race as well as in that of the individual, prctorial
attention to locomotion seems to precede attention
to cubic existence For when tbe palmolithic, or
the Egvptian draughtsman, or even the Sixth
Century Greek, unites profile legs and head with a
full-face chest, and when the modern child sup-
plements the msufficiently projecting full-face nose
by a profile nose tacked on where we expect the
ear, we are apt to think that these mistakes are
due to indifference to the cubic natwie of things
The reverse 18, however, the case  The primitive
draughtsman and the cluld are rccording nnpies-
sions recerved 1n the course of the locomation cither
of the thing looked at or of the spectator When
they unite whatever consecutive aspects are most
significant and at the same time easiest to copy,
they are mn the clutches of themwr cubic experience,
and what they are indifferent about, perhaps un-

conscious of, 18 the two-dimensional appearance
mt
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which a body presents when 1its parts are seen
smultaneously and therefore from a single point
of view The progress of pamnting 1s always from
representing the Consccutive to representing the
Simultancous , perspective, foreshortening, and
later, hight and shade, bemng the scientific and
technical means towards this end

Upon our knowledge of the precise stage of such
pictorial development depends our correct recogni-
tion of what things, and particularly what spatial
rcelations and locomotion, of things, the panter 1s
intended to represent Thus when a Byzantine
draughtsman puts his figures 1 what look to us as
superposed tiers, he 13 merely trymng to convey
thewr existence belind one another on a common
level And what we take for the claborate con-
tortions of athletes and Athenas on Sixth Century
vases turne out to he nothing but an archaic repre-
sentation of ordinary walking and running

The suggestion of locomotion depends further-
more on anatomy What the figures of a painting
are intended to be domng, what they are intended to
have just done and to be going to do, mn fact all
questions about their action and business, are
answered by reference to their bodily structure and
1ts real or supposed possibilities The same applies
to expression of mood

The impassiveness of archaic Apollos 15 more hkely
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to be due to anatomical difficulties 1n displacing
arms and legs, than to lack of emotion on the part
of artists who were, after all, contemporaries either
of Sappho or Pindar And 1t 18 more prohable that
the sculptors of Agna were still embarrassed about
the modelling of lips and cheeks than that, having
Homer by beart, they mmagimed his heroes to diwe
silently and with a smirk

I have entered into this question of perspective
and anatomy, and given the above examples, be-
cauge they will bring home to the reader onc of the
chief principles deduced from our previous examina-
tion mto the psychology of our subject, namely
that all thinking about things 1s thinking away from
the Shapes suggesting those things, since it involves
knowledge which the Shapes wn themselves do not
afford  And I have msisted particularly upon the
dependence of rcpresentations of locomotion upen
knowledge of three-dimensional existence, because,
before proceeding to the relations of Subject and
Form m painting, I want to impress once more upon
the reader the distinction between the locomotion
of things (locomotion active or passive) and what,
in my example of the mountawin which rises, I have
called the empathic movement of lines Such move-
ment of lines we have seen to be a scheme of activity
suggested by our own activity m taking stock of a
two-dimensional-shape , an tdea, or feeling of activity

H
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which we, bemng normally unaware of its origin m
ourselves, project mto the shape which has suggested
it, precisely as we project our sensation of red from
our own eve and mind 1nto the object which has
deflected the 1ays of hght in such a way as to give
us that red scnsation  Such empathic, atiributed,
movements of lines ate thercfore ntrinsic qualities
of the shapes whosc active perception has called
them forth i our 1magination and feehng, and
being qualities of the shapes, they mevitably change
with every alteration which a shape undergoes,
every shape, actively perceived, having 1ts own
special movement of lLines, and every movemenl of
lines, o1 combination of movements of lines cxisting
i proportion as we go over and over agan the
particular shape of which 1t 18 a quahty  The
casce 1s absolately reversed when we perceive or
think of, the locomotwon of things The thought
of a thwng’s locomotion, whether locomotion done
by 1teelf or inflicted by something else, necessi-
tates our thiking away from the particular shape
before us to another shape more or less different
In other words locomotion necessanly alters what
we are looking at or thinking of If we think of
Michel Angelo’s seated Moses as getting up, we think
away from the approximately pyramidal shape ot
the siatue to the elongated oblong of a standing
figute  If we think of the horse of Marcus Aurehus
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as taking tbe necxt step, we think of a straightened
leg set on the ground instead of a curved leg sus-
pended 1 the air  And if we think of the Myronian
Discobolus as letting go his quoit and ** recovering,”
we think of the matchless spiral composition as
unwinding and straightening itself mto a shape as
different as that of a tree 18 different from that of
a shell

The pictorial representation of locomotion affords
therefore the extreme example of the difference
between discursive thinking about things and
contemplation of shape Bearmng tlhis example
mm nmund we cannot faill to understand that, just as
the thought of locomotion 13 opposed to the thought
of movement of lines, 80, 1n more or less degiee, the
thought of the objects and actions 1epresented by
a pieture or statue, is hikely to divert the nund from
the pictorial and plastic shapes which do the repre-
senting And we can also understand that the
problem unconsciously dealt with by all art (though
by no means consciously by covery artist) 18 to
execute the order of suggesting interesting facts
about things 1n a manner such as to satisfy at
the same tune the msthetic demand f{oi shapes
whiuch shall be satisfactory to contemplate Unless
this demand for sensonally, intellectually and
empathically desirable shapes be comphed with
a work of art may be inteicsting as a diagram, a
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record or an illustration, but once the facts have
been conveyed and assimilated with the rest of our
knowledge, there will remain & shape which we shall
never want to lay eyes upon 1 cannot repeat too
often that the diflerentiating charactenstic of art
18 that 1t gives 1ts works a value for contemplation
mdependent of their value for fact-transmission,
their valuc as nerve-and-emotion-excitant and of
their value for mmmedate, for practical, utility
This cesthetic value, depending upon the unchanging
processes of perception and cmpathy, asserts itself
i answer to every act of contemplative attention,
and 18 as enduring and intrinsic as the other values
are apt to be momentary and relative A Greck
vase with its bottomn knocked out and with a scarce
mtclhgible meident of obsolete mythology portrayed
upon 1t, has claims upon our fechngs which the
inost useful modern mechanism ceases to have even
i the intervals of 1ts use, and which the newspaper,
crammed full ot the most important tidings, loses
as soon as we have taken m 1ts contents,



CHAPTER XVII
THE CO-OPERATION OF THINGS AND SHAPES

During the Middle Ages and up to recent tumes
the chief task of pamnting has been, ostensibly, the
telling and re-telling of the same Scripture stories ,
and, 1ncidentally, the telling them with the addi-
tion of constantly new items of mformation about
things  their volume, position, structure, locomo-
tion, hght and shade and intersctions of texture
and atmosphere, to which items must be added
others of psychological or (pseudo)-historical kind,
how 1t sll came about, mn what surroundings and
dresses, and accompanied by what feelings. This
task, official and unofficial, 15 1n no way different
from those fulfilled by the man of science and the
practical man, both of whom are perpetually dealing
with additional items of mmformation. But mark
the difference in the artist’s way of accomplishing
this task a scientafic fact 18 embodied 1n the pro-
gressive mass of knowledge, assimilated, corrected ,
a practical fact 1s taken 1n consideration, built upon ,
but the treatise, the newspaper or lctter, once 1t
has conveyed these facts, 18 forgotten or duscarded.

The work of art on the contrary 1s remembered and
117
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cherished , or at all events 1t 13 made with the
intention of being remembered and cherished. In
other words and as T shall never tire of repeating,
the differcntiating charactenstic of art 1s that 1t
makes you think back to the shape once that shape
has conveyed 1ts message or done 1ts business of
calling vour attention or exciting your emotions
And the first and foremost problem, for instance
of pamnting, 1s that of preventing the beholder’s
cye from bemg carned, by lines of perspective,
outside the frame and cven persictently out of the
centre of the picture, the sculptor (and this 18 the
real reason of the sculptor Hildebrand’s rules for
plastic composition) obeymng a similar necessity of
keeping the beholder’s eye upon the mamn masses
of bis statue, instead of diverting 1t, by projections
at different distances, hke the sticking out arms
and hands of Roman figures So much for the eye
of the body the beholder’s curiosity must simi-
larly not be carried outside the woik of art hy, for
instance, an mcomplete figure (legs without a body ')
or an unfinished gesture, this being, 1t scems to me,
the only rcal reason agamnst the representation of
extremely rapid action and transitory positions.
But when the task of conveying information mnphes
that the beholder’s thoughts be deliberately led
from what 18 represented to what 18 not, then this
centrifugal action 1s dealt with so as to produce a
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centripetal one back to the work of art  the painter
suggests questions of how and why which get their
answers 1n some item oblizing you to take fresh
stock of the picture What 1s the meaning of the
angels and cvidently supernatural horseman 1 the
foreground of Raphael’s Helrodorus? Your mind flies
to the praying High Priest in the central recess of
the temple, and in going backwards and forwards
between him, the mam group and the scattered
astonished bystanders, you atc cffectually enclosed
within the arches of that marvellous composition,
and mduced to explore every detail of 1ts lovely and
noble constituent shapes

The methods employed thus o keep the beholder’s
avtention msde the work of art while suggesting
things beyond 1t, naturally vary with the cxact
nature of the non-xsthetic task which has been
set to the artist , and with the artist’s mndividual
endowment and even more with the traditional
artistic formulse of his country and titme Raphael’s
devices in Helwodorus could not have been com-
passed by Giotto, and, on the other hand, would
have been rejected as ““ academic ' by Manet But
whatever the methods employed, and however
obviously they reveal that satisfactory form-
contemplation 18 the one and mvariable condition
as distinguished from the mnumerable varymng
awms, of all works of art, the Reader will find them
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discussed not as imethods for securing attention
to the shape, but as methods of employing that
shape for some non-msthetic purpose, whether
that purpose be inducing you to drink out of a cup
by making 1ts shape convement or suggestive,
or inducing you to buy a particular commodity by
branding 1ts name and virtucs on your mind, or
fixing vyour thoughts on the Madonna's sorrows,
or awakmg jour sympathy for Isolde’s love
tragedy And yet it 8 evident that the artst
who shaped the cup or designed the poster would
be hornbly disappointed if you thought only of
dimmking or of shopping and never gave another
look to the cup or the poster, and that Perugino
or Wagner would have died of despair 1f his sugges-
tion of the Madonna's sorrows or of Isolde’s love-
agonics had been so efficacious as to prevent anybody
from looking twice at the fresco or listening to the
end of the opera  This inversion of the question
18 worth inquinng into, because, hike the analogous
paradox about the pictorial ** realisation " of cubic
existence, 1t affords an illustration of some of the
psychological 1ntricacies of the relation between
Art and the Beautiful This 18 how I propose to
explan 1t

The task to which an artist 18 set varies from
one work to another, while the shapes employed
for the purpose are, as already said, hinuted by his
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powers and especitally by the precise moment 1n
artistic evolution The artist therefore thinks of
his available shapes as something given, as means,
and the subject he 18 ordered to represent (or the
emotion he 18 commussioned to ehcit) as the all-
mportant asm Thus he thinks of himself (and
makes the critic tlunk of him) not as preventing
the represented subject or expressed emotion from
withdrawing the beholder from the artastic shapes,
but, on the contrary, as employing these artistic
shapes for the sole purpose of that representation
or emotional expression And this most explicable
mnversion of the real state of affairs ends by making
the beholder beheve that what ke cares for mn a
masterpiece 18 not the beauty of shape which only
a masterpiece could have, but the efficacy of biinging
home a subject or expressing an emotion which
could be just as efficaciously represented or clicited
by the vilest daub or the wretchedest barrel organ '

This mmevitable, and I beheve, salutary illusion
of the artist, 1s further wereased by the fact that
while the artist’s ingenuity must be bent on avoid-
mg 1irrelevance and diminishing opportunities for
ughness, the actual beauty of the shapes he 18
creating anses from the depths of his unreasoned,
traditional and orgamsed consciousness, from
activities which might be called automatic if they
were not accompamed by a critical feeling that
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what 18 produced thus spontaneously and inevit~
ably 18 either turming out as 1t must and should, or,
contrariwise, insists upon turning out exactly as 1t
should mot The particular system of curves and
angles, of directions and impacts of lines, the parti-
cular * whole-and-part  scheme of, let us say,
Michelangelo, 158 due to his modes of sthetic
percarving, feeling, hiving, added to those of all
the other artists whose peculianties have been
averaced m what wo call the school whence
Michelangelo ssued  He can no more depart
from these shapes than he can pamnt Rembrandt’s
Pilgrims of Emmaus without Rembrandt’s science
of hght and shade and Rembrandt’s oil-and-
canvas techmque Theie 13 no alternative, hence
no choice, hence no fechng of a problem to resolve,
m this question of shapes to employ But there
aro dozens of altcrnatives and of acts of choice,
there 18 a whole sories ot problems when Michel-
angelo sets to cmployving these inevitable shapes
to telling the Parting of the Light from the
Darkness, or the Creation of Adam on the Vault
of the Sixtine, and to surrounding the stories from
Genesis with Prophets and Sibyls and Ancestors
of Chirist  Is the celing to remam a umty, or be
broken up 1into irrelevant compositions 2 Here
comes 1n, alongride of lus almost automatic genius
for shapes, the man’s snperthuman constructive
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ingenuity. See how he divides that ceilling in such
a way that tho frames of the separate compositions
combmme mto a huge structure of painted rafters
and brackets, nay the Prophets and Sibyls, the
Ancestors and Ancestresses themselves, and the naked
antique genn, turn nto architectural members,
holding that imaginary roof together, securing its
seeming stabihity, mcreasing, Dy their gesture its
upspring and 1ts weightiness, and at the same time
determining the tracks along which the eye 18 forced
to tiavel Backwards and forwards the eye 1s
driven by that iving architecture, round and round
i 1ts search now for completion of visible pattern,
now for symbohc and narrative meanming And
ever back to the tale of the Creation, so that the
remote historic ncidents of the Ancestors, the
tremendous and tremendously present lync excite-
ment and despair of the prophetic men and women,
the pagan suggestion of the athletic genn, all unmte
like the simultaneous and consccutive harmonies
of a titanic symphony, round the recurrent and
dominant phrases of those central stories of how
the universe and man were made, so that the he-
holder has the emotion of hearing not one part of
the Old Testament, but the whole of 1t But
meanwhile, and similarly mterchanging and multi-
plymmg their i1magmative and emotional appeal,
the thought of those most memotable of all written
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stories unites with the perception and empathy
of those marvellous systems of hving hnes and
curves and angles, throbbing with their immortal
immpacts and speeds and directions 1n a great co-
ordinated movement that always begins and never
ende, untll 1t seems to the becholder as if those
painted shapes were themselves the crowmng work
of some cighth day of Creation, gathering up in
reposeful vieible synthems the whole of Cieation’s
ineffable energy and harmony and splendour

This example of Mchelangelo's ceiding shows
how, thanks to the rythmical nature oi perception,
art fulfils the nussion of making us think from
Shapes to Things and from Tlungs back to Shapes
And 1t allows us to see the workings of that psycho-
logical law, already manifest 1 the elementary
relations of hne to hine and dot to dot, by which
whatever can be thought and felt in continuous
alternation tends to be turned into a whole by such
reiteration of common activities, And this means
that Art adds to 1ts processes of selection and
exclusion a process of enclusion, safeguarding
wsthetic contemplation by drawing whatever 1s
not wholly refractory into that contemplation’s
orbit  This turmng of non-esthetic interests from
possible competitors and invaders into co-operating
allies 18 an incomparable multiplymng factor of
msthetic satisfaction, enlarging the sphere of @sthetio
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emotion and increasing that emotion’s volume
and stabibty by inclusion of just those elements
which would have competed to dimimsh them
The typical instance of such a possible competitor
turned mto an ally, 18 that of the cubic element,
which I have described (p 85) as the first and most
constant intruder from the thought of Things mmto
the contemplation of Shapes For the introduction
mto a pieture of a suggested third dimension 18
what prevents our thinking away from a mercly
two-dimensional aspect by supplying subsidiary
imagimary aspects susceptible of being co-ordinated
to 1t So perspective and modelhng in hght and
shade satisfy our habit of locomotion by allowing
ue, as the phrase 1s, fo go nfo a picture, and
gowng wnto, we remain there and establsh on its
imagiary planes schemes of horizontals and verticals
besides those already cxisting on the real two-
dimensional surface This addition of shapes due
to perspective increases the already existing dramas
of empathy, instead of interrupting them by our
looking away from the picture, which we should
mfallibly do if our exploring and so to speak cubuc-
locomotor tendencies were not thus employed inside
the picture’s hmits

This alhance of wsthetic contemplation with our
interest 1n cubic existence and our constant thought
of locomotion, does more however than merely
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safeguard and multiply our chances of empathic
activity It also increases the sensory discrimna-
tion, and hence pleasureableness, of colour, inasmuch
as colour becomes considered as light and shade
and values, a suggestion of three-dimensonal Things
mstead of merely a constituent of two-dimensional
Shapes Moreover, one casilv tires of * following ”
verticals and hoinizontals and therr intermediate
ducetions , while empathic unagination, with 1ts
dynamuc feclngs and frequent semi-mumetic ac-
companiments, requres sufficient intervals of
1epose , and such repose, such alternation of different
mental functions, 15 precisely afforded by tlunking
mn terms of cubie existence  Art-eritics have often
pomnted out what may be called the thinness, the
lack of staying power, of pictures deficient 1n the
cubic element , they ought also to have drawn
attention to the fatiguing, the almost hallucinatory
excitement, tesulting from uninterrupted attention
to two-dimensional pattern and architectural out-
hnes, which were, indeed, 1intended to be incidentally
looked at 1n the course of taking stock of the cubic
quahties of furmture and bwldings

And smcee the imits of this volume have 1estrnieted
me Lo pamting as a type of asthetic contemplation,
1 must ask the Recader to accept on my authonty
and if possible verify for himself, the fact that what
1 have been saying apphes, mutahis mutandis, to
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the other arts As we have already noticed, some-
thing analogous to a third dimension exists also
m music, and even, as I have elsewhere shown,!
m Ihterature The harmomes accompanymng a
melody satisfy our tendency to think of other notes
and particularly of other alhed tonahties, while
as to literature, the whole handling of words, indeed
the whole of logical thinking, 1s but a cubic working
backwards and forwards between what and how,
a co-ordinating of items and themes, keeping the
mind enclosed m one schene of 1deas by forestalling
answers to the questions which would otherwise
divert the attention And if the reahsation of the
third dimension has come to be mistaken for the
vhief factor of msthetic satisfaction, tlus error 18
due not meiely to the already noticed comcidence
between cubic 1magination and artsiic genwus,
but even more to the fact that cubic 1magmation
18 the type of the yarious multiplymg factors by
which the empathic, that 18 to say the essentially
sesthetic, activity, can increase 1ts spbere of opera-
tions, 1ts staying power and 1ts intensity

! The Handling of Words, Fnghish Review, 1911 12



CHAPTER XVIII

ASTHETIC RESPONSIVENESS

Our examination has thus proceeded from msthetic
contemplation to the work of Art, which seeks to
secure and satisly 1t while furthering some of hfe’s
various other clmms  We must now go back to
@sthetic contemplation and find out how the beholder
mects these efforts made to secure and satisfy his
contemplative attention For the Reader will by
this time have grasped that art can do nothing
without the collaboration of the beholder or hstencr ,
and that this collaboration, so far from consisting
m the passive * bemg mmpresscd by beauty * which
unscientific  mstheticians 1magined as  analogous
to “ being 1mpressed by sensuous quahtics,” by hot
o1 cold or sweet or sour, 18 1n reality a combina-
tion of higher activities second n complexity and
intensity onlv to that of the artist himself

We have seen i the immediately preceding
chapter that the most deliberate, though not the
cssential, part of the artist’s business 1s to provide
agamnst any possible disturbance of the beholder’s
responsive activity, and of course also to increase
by every means that output of responsive activity

128
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But the sources of 1t are in the beholder, and beyond
the control of the most ingemous artistic devices
and the most wviolent artistic appeals Thoere 18
mdeed no better proof of the active nature of
ssthetic appreciation than the fact that such
appreciation 18 so often not forthcoming Even
mere sensations, those unpressions of single qualities
to which we are most unresistingly passive, are not
pleasurable without a favourable reaction of the
body’s chemistry the same taste or smell will be
attractive or repulsive according as we have recently
eaten Andhowever indomitably colour- and sound-
sensations foice themselves upon us, our subnussion
to them will not be accompanied by even the most
“ passive 7 pleasure if we are bodily or mentally
out of sorts How much more frequent must be
lack of receptiveness when, instead of dealing with
sensations whose intensity depends after all two
thirds upon the strength of the outer stunulation,
we deal with perceptions which mclude the bodily
and mental activities of exploring a shape and
establishing among 1ts constituent sensations refation-
ships both to eich other and to ourselves , activities
without which there would be for the beholder no
shape at all, but mere ragbag chaos'—And in
calculating the likelihood of a perceptive empathic
response we must remember that such active shape-~
perception, however mstantaneous as compared with
1
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the cumbrous processes of locomotion, nevertheless
requres & perfectly measurable time, and requires
therefore that its constituent processes be held n
memory for comparison and coordination, quite
as much as the similar processes by which we take
stock of the relations of sequence of sounds Al
this mental activity, less expheit but not less intense
or complex than that of logically * following > an
argument, 18 therefore such that we are by no means
always able or willng to furmsh 1t Not able,
because the need for practical decisions hurries us
mto that rapid inference from a mimimum of percep-
tion to & mimunum of associated expenence which
we call “‘ recogmising things,” and thus out of the
presence of the perfunctornly dealt with shapes
Not willing, because our nervous condition may
be unable for the strain of shape perception, and
our emotional bias (what we call our wnferest) may
be favourable to some incompatible kind of activity
Until quite recently (and despite Fechner’s famous
mtroductory experiments) ssthetics have been little
more than a branch of metaphysical speculation,
and it 18 only nowadays that the bare fact of #stbetic
responsiveness 18 beginming to be studied So far
as I have myself succeeded 1n doing so, I think I
can assure the Reader that if he will note down,
day by day, the amount of pleasure he has been able
to take in works of art, he will soon recognise the
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existence of msthetic responsiveness and 1ts highly
vanable nature, Should the same Reader develop
an interest 1n such (often humiliating) exammation
into his own wsthetic expenience, he will discover
varieties of 1t which will 1llustrate some of the chief
principles contaned in this little book. His diary
will report days when ssthetic appreciation has
begun with the instant of entering a collection of
pictures or statues, mmdeed sometimes pre-existed
ag he went through the streets noticing the un-
wonted charm of famihar objects, other days
when enjoyment has come only after an effort ot
attention ; others when, to paraphrase Coleridge,
he saw, not felt, how beantrful things are , and finally,
through other vareties of sesthetic experience,
days upon which onlv shortcomings and absurdities
have lad hold of his attentiot In the course of
such sthetical selt-examination and confession,
the Reader might also become acquamted with
days whose experience confirmed my never suffi-
ciently repeated distinction between contemplating
Shapes and thinking about Things, or, m ordinary
msthetic termihology between form and subject
For there are days when pictures or statues will
mdeed afford pleasurable interest, but interest in
the things represented, not in the shapes, a picture
appeahing even forcibly to our dramatic or religious
or romantic side , or contrariwise, to our scientific
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one Tbere are days when he may be deeply moved
by a Gmdo Rem martyrdom, or absorbed in the
“ Marnage & 1a Mode ” , days when even Giorgione’s
Pastoral may (as in Rossetti’s sonnet) mean nothing
beyond the languid pleasure of sitting on the grass
after a burning day and lsteming to the plash of
water and the tuning of instruments, the same
thought and emotion, the same interest and pleasure,
bemg cqually obtamable from an inn-parlour
oleograph  Then, as regaids scientific interest and
pleasure, there may be days when the dianst will
be quite delighted with a hideous picture, because
1t affords some chronological clue, or new pomnt of
comparison ‘‘ This dates such or such a style ”-—
“ Plan Air already attempted by a Giottesque !
Degas forestalled by a Cave Dweller '™ ete ete
And finally days when the Diarist 13 haunted by the
thought of what the represented person will do
next  ‘“ Would Michelangelo’s Jereiniah knock his
head 1if he got up 2 "—*“ How will the Discobolus
recover when he has let go the quoit 2 ”—or haunted
by thoughts even moie fuivolous (though not any
less ssthetically irrelevant!) ke ® How wonder-
fully hke Mrs So and So!” “The hving image of
Major Blank ! ’-—** How I detest auburn people with
sealing-wax hps!” ad hb

Such different thenkings away from the shapes
are often traceable to previous orientation of
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the thougbts or to special states of body and feelings.
But explhicable or not 1n the particular case, these
varieties of ono’s own asthetic 1esponsivencss will
persuade the Reader who has verified their existence,
that contemplative satisfaction in shapes and 1ts
specific emotion cannot be given by the greatest
artist or the finest tradition, unless the beholder
meets their efforts more than half way.

The spontaneous collaboration of the beholder
18 especially indispensable for Alsthetic Empathy
As we have seen, empathic modes ot movement
and cnergy and intention are atiributed to shapes
and to shape elements, in consequence of the modes
of movement and energy involved mn mere shape
perception ,/but shape petrception does not neces-
sarly call forth empathic unagination.) And the
larger or smaller dynanuc diamas of effort, resst-
ance, reconcibiation, cooperation which constitute
the most poignant interest of a pictonial or plastic
composition, are mhibited by bodily or mental
states of a contrary character. We cease to feel
(although we may continue, like Coleridge, to see)
that the hines of a mountaia or a statue are rmsing,
if we ourselves happen to feel as if our feet were of
lead and our jomts turming to water The co-
ordinated nterplay of empathic wovement which
makes certamn medieval floor patterns, and also
Leonardo’s compositions, into whirhng harmomes
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as of a planetary system, cannot take place m our
mmagmmation on days of restlessness and lack of
concentration Nay 1t may happen that arrange-
ments of hnes which would flutter and flurry us on
days of quet appreciativeness, wil become 1n
every sense ‘‘ sympathetic ”’ on days when we our-
selves feel fluttered and flurred But lack of
responsiveness may be due to other causes As
there are combinations of lines which take longer
to percerve because their elements or their co-
ordimating principles are unfamihar, so, and even
more 80, alec there empathic schemes (or dramag)
which baffle dynamic imagination when accustomed
to something elre and when 1t therefore meets the
new demand with an unsuitable empathic response
Empathy 1s, even more than mere perception, a
question of our activities and therefore of our habits ,
and the wsthetic sensitiveness of a time and country
(say the Florentine fourteenth century) with a habit
of round arch and horizontals hke that of Pisan
arclutecture, could never take with enthusiasm to
the pomted ogeoval ellipse, the obhique directions
and unrtable equihbrium, the drama of touch and
go strain and resistance, of French Gothic , whence a
conetant rcadmission of the round arched shapes
nto the imported style, and a speedy return fo the
famihar empathic schemes m the architecture of
the early Renawssance. On the other hand the
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persistence of Gothic detail in Northern architecture
of the sixteenth and occasionally the seventeenth
century, shows how msipid the round arch and
straight entablature must have felt to people accus-
tomed to the empathy of Gothic shapes Nothing
is so routimist as imagmation and emotion; and
empathy, which partakes of both, 1s therefore more
dependent on famihanty than 1s the perception
by which 1t 1s started Spohr, and the other pro-
fessional contemporaries of Beethoven, probably
heaird and technically understood all the peculiarities
of his last quartets, but they lked them none
the better

On the other hand continued repetition notoriously
begets inchfference  We cease to look at a shape
which we ** know by heart ”’ and we cease to interpret
m terms of our own activities and intentions when
cunosity and expectation no longer let loose our
dynamic magmation Hence while utter un-
famiharity baflles ssthetic responsiveness, excessive
familiarity prevents its starting at all Indeed both
perceptive clearness and empathic intensity reach
their elimax 1? the case of shapes which afford the
excitement of tracking familbiamty in novelty, the
stimulation of acute comparison, the emotional
ups and downs of expectation and partial recogni-
tion, or of recognition when unexpected, the latter
having, as we know when we notice that a stranger
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has the trick of specch or gesture of an acquaintance,
a very penetrating emotional warmth Such
discovery of the novel in the famihar, and of the
famihar in the new, will be {requent in proportion
to the defimteness and complexity ot the shapes,
and 1 proportion also to the sensitiveness and
steadiness of the beholder’s attention, while on
the contrary ‘‘ obvious ” qualitics of shape and
supetficial attention both tend to exhaust interest
and demand change. This exhaustion of interest
and consequent demand for change unites with the
changing non-asthetic aims imposed on art, together
producing innovation And the more superficial
the msthetic attention given by the beholders, the
quicker will style succeed style, and shapes and
shape-schemes be done to death by exaggeration
or left in the lurch before their maturity , a state
of affairs cspecially noticeable in our own day.

The above 18 a senies of illustrations of the fact
that @sthetic pleasure depends as much on the
activities of the beholder as on those of the artist.
Unfamilianty or over-famhanty explain a large
part of the asthetic non-responsiveness summed up
i the saymg that there 18 no disputing of tastes
And even within the circle of habitual responsiveness
to some particular style, or master, there are, as we
have just seen, days and hours when an individual
beholder’s perception and empathic 1magination do
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not act 1n such manner as to afford the usual pleasure.
But these occasional, even frequent, lapses must not
diminish our behef either m the power of art or
m the deeply organised and inevitable nature of
@sthetic preference as a whole What the know-
ledge of such fluctuations ought to bring home 1s
that beauty of shape 18 most spontaneously and
completely appreciated when the attention, mstead
of beng called upon, as 1n galleries and concerts,
for the mere purposc of sthetic enjoyment, 18 on
the contrary, directed to the artistic or ‘ natural ”
beauty of shapes, in consequence of »ome other
already existing interest No one exccpt an art-
critic sees a new picture or statue without first
asking “ What does 1t represent ? ’; shape-perception
and ssthetic empathy arsing incidentally mn the
examination which this question leads to. The
truth 18 that even the art-cutic i8 oftenest brought
mto enfoiced contemplation of the artistic shape by
gsome other question which arises from lus par-
ticular bias By whom ? of what precise date ?
Even such technical questions as * where and when
restored or repamnted ? ” will elicit the necessary
output of attention. It 18 possible and legitimate
to be mterested 1n a work of art for a dozen reasons
besides @sthetic appreciation , cach of these interests
has 1ts own sentunental, scientific, dramatic or
even moneymaking emotion, and there 18 no loss
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for art, but rather a gaimn, if we fall back upon one
of them when the specific ssthetic response 18 slow
or not forthcommg Art has other aims besides
sthetic satisfaction , and =sthetic satisfaction will
not come any the quicker for turming our backs
upon these non-zsthetic aims The very worst
attitude towards art 18 that of the holiday-maker
who comes 1nto 1ts presence with no ulterior interest
or business, and nothing but the hope of an msthetic
emotion which 18 most often demed mm Indeed
such seeking of @msthetic pleasure for 1ts own sake
would lead to even more of the blank despondency
characteristic of so many gallery goers, were it not
for another peculanty of asthetic responsiveness,
which 13 1esponsible for very puzzling effects  This
saving grace of the tourst, and (a8 we shall see)
this pitfall of the art-eapert, 1s what I propose to
call the Transfanbdity of Astheti. Emotion



CHAPTER XIX

THE STORAGE AND TRANSFER OF EMOTION

In deahng with famharity as a muluiplying factor
of wmsthetic appreciation, I have laid stress on 1its
effect 1 facihitating the perception and the empathic
mterpretation of shapes But repetition directly
affects the emotion which may result from these
processes, and when any emotion has bhecome
habitual, 1t tends to be stored in what we call
memory, and to be called forth not merely by the
processos in which 1t onginated, but also independ-
ently of the whole of them, or in answer to some
common or equivalent factor We are so accustomed
to this psychological fact that we do not usually seem
to recognise 1ts existence It 18 the explanation of
the power of words, which, apart from any images
they awaken, are often irresistibly evocative of
emotion And among other emotions words can
evoke the one*duc to the easy perception and to
the life-corroborating empathic interpretation of
shapes The word Beauliful, and 1ts various quas
synonyms, are among the most emotionally suggestive
m our vocabulary, carrying perhaps a vague but

potent remembrance of our own bodily reaction
139
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to the emotion of admiration; nay even ehciting
an mcipient rehcarsal of the half-parted lips and
shghtly thrown-back head, the drawn-mn bicath and
wide-opened eyes, with which we are wont to meet
opportunities of msthetic satisfaction Be this
last as 1t may, it 18 certain that the emotion connected
with the word Beautiful can be evoked by that
word alone, and without an accompanying act of
visual or auditive perception Indeed beautiful
shapes would lose much of their importance in our
Life, of they did not leave behind them such emotional
traces, capable of revival under emotionally appro-
priate, though outwardly very dissumlar, circum-
stances , and thereby enormously increasing some
of our safest, pcethaps because our most purely
subjective, happmess Instead therefore of despsing
the raptures which the presence of a Venus of Milo
or a Sixtine Madonna can mspire 1n people mam-
festly incapable of appreciating a masterpiece, and
sometimes barely glancing at i, we critical persons
ought to recognise m this funny, but consoling,
phenomenon an additional proof of the power of
Beauty, whose specific emotion can ¢hus be evoked
by & mere name and so transferred from some past
experience of asthetic admnation to a present
occasion which would otherwise be mere void and
disappomntment.

Putting aside these kind of cases, the transfer
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(usually accomplished by a word) of the wsthetic
emotion, or at least of a willingness for msthetic
emotion, 18 probably one of the explanations of
the spread of w®sthetic interest from one art to
another, as 1t 1s the explanation of some phases of
wsthetic development m the mdividual The
present writer can vouch for the case of at least
one real child in whom the possibility of ssthetic
emotion, and subsequently of msthetic appreciation,
was extended from music and natural scenery to
pictures and statues, by the application of the word
Beautiful to each of these different categories
And something analogous probably helped on the
primaval recogmition that the empathic pleasures
hitherto attached to geometrical shapes might be
got from realistic shapes, say of bisons and reindeer,
which had hitherto been admued for their hfehke-
ness and skill, hut not yet subjected to any esthetic
discrimination (¢f p 96) Similarly,1n our own times,
the dehight in natural scenery 18 being furthered by
the development of landscape painting, ratber than
furthering 1t Nay I venture to suggest that it
was the habif of the msthetic emotion such as
medizval men recerived from the proportions,
directions, and coordination of lines 1 therr
cathedrals of stone or brick which set their musicians
to bwid up, hike Browning’s 4b¢ Vogler, the soul’s first
balanced and coordinated dwellings made of sounds.
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Be this last as it may, it is desirable that the
Reader should accept, and possibly verify for
himself, the psychological fact of the sltorage and
transfer of wsthetic emotion Besides, the powmts
already mentioned, it helps to oxplain several of
the cruxes and paradoxes of msthetick First and
foremost that dictum De Gustibus non est dispul-
andum which some philosophers and even mstheti-
cians develop into an explhicit demal of all intringic
shape-preferences, and an assertion that beautsful
and ugly are merely other names for fashionable
and unfashionable, orwpnal and wunorginal, or
surtable and unswitable Ar I have already pomnted
out, differences of taste are started by the perceptive
and empathic habits, schematically various, of given
times and places, and also by those, especially the
empathic habits, connected with individual nervous
condition . people accustomed to the round arch
finding the Gothic one unstable and eccentric,
and, on the other hand, a person taking keen pleasure
in the sudden and lurching hnes of Lotto finding
those of Titian tame and humdrum. But such
trnsically existing preferences and incompati-
bility are quite enormously increased by an emotional
bias for or agamst a particular kind of art, by
which I mean a bias not due to that art’s pecuharities,
but preventing our coming in real contact with them

Aisthetic percepuon and especially sthetic
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empathy, bhke other tellectual and emotional
activities, are at the mercy of a hostile mental
attitude, just as bodily activity 18 at the mercy of
ngidity of the hmbs 1 do not hesitate to say
that we are perpetually refusing to look at certain
kinds of art because, for one reason or another, we
are emotionally prepossessed against them On the
other hand, once the favourable emotional condition
18 supphed to us, often by means of words, our per-
ceptive and empathic activities follow with twice the
eage they would 1f the business had begun with them
It 18 quite probable that a good deal of the enhance-
ment of msthetic appreciation by fashion or sym-
pathy should be put to the account, not merely of
gregarious imitativeness, but of the knowledge that
a favourable or unfavourable fechng 18 *“ in the air.”
The emotion precedes the appreciation, and both
are genuine

A more personally humihating sesthetic experience
may be sumlarly explammed Unless we are very
unobservant or very self-deluded, we are all famihar
with the sudden checking (often almost physically
painful) of out esthetic emotion by the hostile
enticism of a neighbour or the supercihousness of
an expert ‘ Dreadfully old-fashioned,” * Archs-
connu,” ‘‘ second-rate school work,” * completely
pamnted over,” * utterly hashed in the perform-
ance ”’ (of a prece of music), *‘ mere prettiness “—etc
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etc How often has not a sentence like these turned
the tide of honest mcipient enjoyment ; and trans-
formed us, from enjoyers of some really enjoyable
quahty (even of such old-as-the hills elements as
clearness, symmetry, euphony or pleasant colour !)
mto shrivelled cavillers at everything save brand-
new formule and tip-top gemwus! Indeed, while
teaching a few privileged persons to taste the special
“ qualty ” which Botticeln has and Botticelh’s
pupils have not, and thus occasionally intensifying
ssthetic enjoyment by distinguishing whatever
differentiates the finer artistic products from the
commoner, modern art-criticism  has  probably
wasted much honest but shamcfaced capacity
for appreciating the quahtics common, because in-
dispensable, to, all good art 1t 18 therefore not
without a ceriain retributive maligmitv that I end
these examples of the storage and transfer of sesthetic
emotion, and of the consequent bias to artistic
appreciation, with that of the Nemesws dogging
the steps of the connowsseur  We have all heard of
some purchase, or all-but-purchase, of a wonderful
masterpiece on the authonty of some famous expert,
and of the masterpiece proving to be a mere school
tmmutation, and occastopally even a certified modern
forgery The foregoing remarks on the storage and
transfer of asthetic emotion, joiped with what we
have learned about shape-perception and empathy,
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will enable the Reader to reduce this paradoxical
enormity to a natural phenomenon discreditable
only when not honestly owned up to  For a school
mmitation, or a forgery, must possess enough elements
1 common with a masterpiece, otherwise 1t could
never suggest any connexion with 1t Given a
favourable emotional attitude and the absence of
obvious extrinsic (technical or historical) reasons
for scepticism, these clements of resecmblance must
awaken the vague 1idea, cspecially the empathic
scheme, of the particular master’s work, and his
name—shall we say Leonardo’s *—will rise to the
lips But Leonardo 18 a namo to conjure with, and
mn this case to destroy the conjurer himself the
word Leonurdo implies an emotion, diistilled from
a number of highly prized and purposely repeated
experiences, kept to gather strength in respectful
1solation, and further heightened by a thrill of
mitiate veneration whenever 1t 18 mentioned This
Leonardo-emotion, once set on foot, checks all
unworthy doubts, sweeps out of consciousness all
thoughts of inferior work (:nfertority end Leonardo
being emotionally mcompatible !), respectfully holds
the candle while the clements common to the
mmtation and the masterpiece are gone over and
over, and the differentiating elements exclusively
belongmng to Leonardo evoked in the expert’s
memory, until at last the objective work of art

K
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comes to be embedded 1 recollected masterpieces
which 1mpart to 1t their emotionally communicable
virtue. And when the poor expert 18 finally over-
whelmed with ndicule, the Philistine shrewdly
decides that a sham Leonardo 1s just as good as a
genume one, that these are all matters of fashion,
and that there 18 really no disputing of tastes !



CHAPTER XX

ZSTHETIC IRRADIATION AND PURIFICATION

TrHe storage and transfor of asthetic emotion
explain yet another fact, with which indeed I began
this httle book : namely that the word Beaguiful
has been extended from whatever 1s satisfactory
in our contemplation of shapes, to a great number
of cases where there can be no question of shapes
at all, as in speaking of a “ beautiful character
and a “ fine moral attitude *’, or else, as in the case
of a “ beautiful bit of machinery,” a “ fine scientafic
demonstration ”’ or a “ splendid surgical operation *’
where the shapes ivolved are not at all such as to
afford contemplative satisfaction. In such cascs
the word Beautiful has been brought over with the
emotion of satisfied contemplation And could we
examine microscopically the minds of those who
are thus applying 1t, we might perhaps detect, round
the fully-focussed thought of that a.dmu‘able but
nowise shapely thing or person or proceeding, the
shadowy traces of half-forgotten shapes, vmble or
audible, forming a halo of real msthetic experience,
and evoked by that word Beauttful whose applica-

tion they partially justify. Nor is this all. Recent
17
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psychology teaches that, odd as 1t at first appears,
our more or less definite 1mages, auditive as well as
visual, and whether actually perceived or merely
remembered, are in reality the intermittent part of
the mind’s contents, coming and going and weaving
themselves on to a constant woof of our own activities
and feelmngs. It 18 precisely such activities and
feehngs which are mamly mm question when we
upply the words Beautiful and Ugly Thus every-
thing which has come 1n connexion with occasions
for satisfactory shape-contemplation, will meet with
somewhat of the same reception as that shape-
contemplation ongmally ehcited. And even the
merest 1tems of information which the painter
conveys concerning the visible umiverse ; the merest
detaill of human character conveyed by the poet ;
nay cven the mere nervous mtoxication furmshed
by the musician, will all be irradiated by the emotion
due to the shapes they bave been conveyed 1,
and wil therefore be felt as beautiful.

Morcover, as the ‘ beautiful character”’ and
“splendid operation ” have taught us, rare and
desirable quahtics are apt to be contemplated n a
‘* platome ” way And even objects of bodily de-
sire, 80 long as that desire 18 not acute and pressing,
may give rise to merely contemplative longings.
All this, added to what has previously been said,
sufficiently explamns the many and heterogeneous
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items which are irraciated by the word Beaufiful
and the emotion ongmally arnsing from the satisfied
contemplation of mere shapes

And that this contemplation of beautiful shapes
should be at once so life-corroborating and so
strangely impersonal, and that 1ts special emotion
should be so susceptible of raciation and transfer,
18 sufficient explanation of the elevating and punfy-
ing influence which, ever since Plato, philosophers
have usually ascribed to the Beautiful. Other
morahists however have not failed to pomt out
that art has, occasionally and even frequently,
effects of the very oppositekind  The ever-recurrent
discussion of this seeming contradiction is, however,
made an end of, once we recogmse that art has many
aims besides 1ts distinguishing one of mcreasing
our contemplation of the beautiful. Indeed some
of art’s many non-sesthetic aims may thenselves
be foreign to elevation and punfication, or even,
as for mstance the lewd or brutal subjects of some
painting and poetry, and the nervous intoxication
of certain music, exert a debasing or enervating
influence. Bué, as the whole of this book has tried
to establish, the contemplation of beautiful shapes
ivolves perceptive processes in themselves mentally
mvigorating and refining, and a play of empathic
feelngs which realse the greatest desiderata of
spiritual hfe, viz. intensity, purposefulness and
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harmony, and such perceptive and empathic
activities cannot fail to rase the present level of
existence and to leave behind them a higher standard
for future experience This exclusively elevating
effect of beautiful shape as such, 18 of course pro-
portioned to the attention it receives and the exclu-
s1on of other, and possibly baser, mterests connected
with the work of art On the other hand the
punfymg effects of beautiful shapes depend upon
the attention osallating 1o and fro between them
and those other interests, e g subject m the repre-
sentatwwe arts, fitness i the apphed ones, and ez-
pression in music , all of which non-gsesthetic interests
benefit (enhanced if noble, redeemed if base) by
iradiation of the nobler feelings wherewith they
are thus associated For we must not forget that
where opposed groups ot feeling are elicited, which-
ever happens to bo more active and complex
will neutralise 1ts opponent Thus, while an even
Ingher mntensity and complexity of ssthetic feelings
18 obtained when the *‘subject ” of a picture, the
use of a building or a chattel, or the expression of
a piece of music, 18 1n 1tself noble ; and a Degas ballet
girl can never have the dignity of & Phidian goddess,
nor a gambling castno that of a cathedral, nor the
music to Wilde’s Salome that of Brahms’ German
Requrem, yet whatever of beauty there may be
in the shapes will divert the attention from the
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meanness or vileness of the non-wsthetic suggestion
We do not remember the mercenary and hbertino
allegory embodied i Correggio’s Danae, or else we
remnterpret that sorry piece of mythology in terms
of cosmic occurrences, of the Earth’s wealth increased
by the fecundating sky  Similarly 1t 18 & common
observation that while unmusical Bayreuth-goors
often attribute demoralising effects to some of
Wagner’s music, the genuinely musical listeners
are unaware, and usually ineredulous, of any such
evil possibilities

This question of the purfying power of the
Beautiful has brought us back to our starting-point
It 1llustrates the distinction betwceen contemplating
an aspect and thinking about things, and this dis-
tinction’s corollary that shape as such 1 yon-mde of
real and unreal, taking on the character of reahty
and unreality only mnasmuch as 1t 1s thought of in
connexion with a thing As regards the possibility
of bemng good or ewl, 1t 18 evident from all the fore-
gomg that shape as shape, and without the suggestion
of things, can be evil only 1n the sense of being ugly,
ughness dimimsshing 1ts own drawbacks by being,
wpso facto, difficult to dwell upon, masmuch as 1t
goes agamst the gram of our perceptive and em-
pathic activities The contemplation of beautiful
shape 15, on the other jiand, favoured hy its plea-
surableness, and such contemplation of beautiful
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shape hfts our perceptive and empathic activities,
that 18 to say a large part of our ntellectual
and emotional Iife, on to a level which can only
be spintually, orgamcally, and in so far, morally

beneficial.



CHAPTER XXI

CONCLUSION (EVOLUTIONAL)

Some of my Readers, not satisfied by thc answer
impheit 1 the last chapter and indeed mn the whole
of this hittle book, may ask a final question concern-
mg our subject Not What 18 the use of Art?
since, a8 we have seen, Art has many and various
uses both to the individual and to the community,
each of which uses 18 independent of the attamnment
of Beauty

The remaining question concerns the usefulness
of the very demand for Beauty, of that .Zsthet:ic
Imperatiwe by which the other uses of art are more
or less quabified or domnated 1In what way, the
Reader may ask, bas sensitiveness to Beauty
contributed to the survival of mankind, that 1t
should not only have been preserved and estab-
hished By evolutional selection, but invested with
the tremendoug power of the pleasure and pain
alternative ?

The late Wilham James, as some readers may
remember, placed musical pleasure between senti-
mental love and sea-sickness as phenomena

unaccountable by any value for human sur-
168
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vival, 1n fact mystenes, if not paradoxes, of
evolution

The nddle, though not necessarily the mystery,
does not consist m the survival of the sesthetic
mstinet of which the musical one 18 a mere sub-
category, but in the orgin and selectional estabhsh-
ment of its elementary constituents, say for mstance
space-perception and empathy, both of which exist
equally outside that instinet which 18 a mere com-
pound of them and other primary tendencies For
given space-pereeption and empathy and their
capacity of being felt as satisfactory or unsatis-
factory, the aesthetic imperative 18 not only
intelhgible but 1inevitable Instead therefore of
asking Why s there a preference for what we call
Beauty ? we should have toask whv has perception,
feeling, logic, imagination, come to be just what it
18? Indeed why are our sense-organs, our bodily
structure and chemical composition, what they are ;
and why do they exmist at all in contradistine-
tion to the ways of bemng of other living or other
inammate things * So long as these elementary
facts continue shrouded in darkness or taken for
granted, the genesis and evolutional reason of the
particular compound which we call esthetic pre-
forence must remain only one degree less mysterious
than the genesis and evolutional reason of 1ts
psychological components
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Meanwhile all we can venture to say is that as
satirfaction dermved from shapes we call beautsful,
undoubtedly involves intense, complex, and reitera-
tive mental activities, as 1t has an undemable
power for happiness and hence for spintual refresh-
ment, and as 1t moreover tends to inhibit most of
the mstincts whose superabundance can )eopardise
mdividual and social existence, the capacity for
such wmsthetic satisfaction, once arisen, would be
fostered i virtue of a mass of evolutional advantages
which are ag complex and difficult to analyse, but
also as deep-seated and undenable, as itself
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